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SUNBREAKER
THE CLEVER
COMFORT

It is
NACO,
obviousl}
Ideal for sunprotection,
NACO sunhreakers
are also a facing of
great architectural
elegance.
Available in blades of
various widths and
several colours;
of easy i nstal lari on ;
fixed or moveable;
NACO sunbreakers
need no maintenance.

NACO:
a vast experience
for great solutions.
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TOTALLY DIFFERENT
For more information on TORNADOS SOFTFORM LV range ami other 

lighting products, call us on 081-788 2324.

EUROPEAN AGENTS REQUIRED



^Hoechst High Chem Fibres

An exiiting 
construction - 

'Heureka 1991’- 
the textile roof 

ts the largest 
exhibit at the 

Swiss research 
exhihilion.The

Building Uke all otherproduas 
trademarked by Hoechst, 

Trevira High Tenacity is subject 
to quality assurance and 
quality control measures.

TREVIRA
HtGH TENACITY

After more than 
30 years in use, technical 
textiles made from Trevira 
High Tenacity are, simply, 
the building material, con
stantly being improved by 
Hoechst High Chem.

Coated fabrics made 
from Trevira High Tenacity 
have many advantages: 
ideal strcngth/elongation 
properties, high resistance 
to ageing, weather, wear, 
light and dirt. Stronger 
than steel, a 1 m wide piece 
of woven felt, for example, 
can withstand a weight of 
approximately 13 tonnes.

Trevira High Tenacity 
is the strength behind 
building materials of the 
future.

Material
Munich Airport II - 
fiQ.OOQ m- of synthetic 
roofing felt, reinforced 
with Trevira High 
Tenacity, covers the 
airport buildings.

A spacer fabric, 
only 2 cm thick, 

filled with sand, 
reduces the noise 

down to one 
twentieth on a 

major building site 
in Wiesbaden.

The new reservoir near 
Alicante - sealed with a 
fabric made uith Trevira 
High Tenacity - holds 
/.J million of rainwater-
water for Spain’s best 
wine growing region.

Please sendusyour 
business card and w will 
provide you with further 
information and the names 
of the manufacturers 
of the end products.
Name/Company

Adtims
Textile roofing 
prevents unpleasant 
odours from the sewage 
treatment plant being 
emitted into the environ
ment - economic to use 
and corrosion resistant.

Telephone

7
Hoechst Aktiengesellschaft, Business Unit Hochfesi Marketing, 
Postfach 80 OJ 20, D-f>22Q Frankfurt am Main 80 Hoechst
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Vital1

Leeds with
^Krchilecls

It--' Crompin & Pring 
needed an exciting and effective 
roof glazing system for the 
Schofield Shopping Centre in 
Leeds.
They naturally chose VITRAL.\

Lightest structure 

iiiinni6st frsmcs.■s
&

VlTRAL

new possibilities and versatility 
of design,

• Self-spanning panels - makes 
VITRAL ideal for otria, pitched 
roofs ond vertical cladding.

• Slim lightweight frame profiles 
• less than 25 mm at panel 
junctions.

• Highly integrated design • 
no visible difference between 
fixed ond opening panels.

That is why VITRAL is lighting-up 
people's lives in Leeds, as well as 
countless other places throughout 
the world.

opens up a world of
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Schofield Centre, Leeds. 
Architects:
Crampir} d Pring.

Roofs* Skylights* Facades

VITRAL U.K. Limited
94 Regent Street - Cambridge • CB2 1 DP 

Tel; (02231356662 
Fax: (02231 460193



HOPPEO
Handle of excellence

Serie "Seduction
Elegance and Durability

II

in a wide variety of styles 
and colors to coordinate 
with any home decor.HOPPE develops, produ

ces and distributes door
handle sets, window 
handles and a program 
"around door and window" 
of aluminium,brass, steel, 
synthetics and zinc.

HOPPEO
CH- 7537 Miistair
Telephone 082/858? 1 
Facsimile 082/85990 
Telex 852606



A detail of the fixing; The 5000 kG heavy fabric Membrane connected and tensioned with steelwires to its 
curved steel supports.

Constructive specifications with regard to the membrane.

Bieri Membranbau AG. the manufacturer of this structure which is designed for the 700 Year celebration of 
the “EedgenoBenschaft of Helvetica”.
Designed by the world famous Architect Mario Botta.

This construction with its steel-tubular supports, 
in combination with a cover of fabric, is extremely 
interesting specially due to its location at 
“Castle Grande in Bellinzona”.

Covers for Play-grounds and Townsquares 
Tents for Exclusive VIP-parties and other festivities 
Mobile semi-permanent Aluminium Sportstructures 
Aluminium storage halls and Exhibition halls 
Air-supported structures for sport and industry 
Tensioned-structures as eye-catcher

Bieri Creative Architecture with Fabric buildings

Biever Texbouw B.V. 
Schurtvaart 23
Postbox 43, 4715 ZG Rucphen 
Nederland
Telephone: (31)1664.3566/1241 
Telefax: (31)1654.3105

Bieri Membranbau AG. 
CH-ecaz GroBwangen 
Switserland

Telefoon: (41)45.710710 
Telefax: (41)45.712977



Boeri

Le maniglie Fusital 
sono disegnate, 
oltre che da 
Cini Boeri, 
anche da:
Gae Aulenti 
Mario Bellini 
Achille Castiglioni 
Pierluigi Cerri 
Antonio Citterio 
Gianfranco Frattini 
Gregotti Associati 
Vico Magistretti 
Sottsass Associati 
Marco Zanuso.

Serie; Sette B in ottone

Le maniglie Fusital: 
design d'autore.

DESIGN D'AUTORE

BENELUX - FRANCE - SCANDINAVIA 
Vatli&CotomboN.V.
Telefono (03) 4573517 
Telefax (03) 4570B28

GREAT BRITAIN 
Valli ftColombo Ltd. 
Telefono (0827) 63352 
Telefax (0827) 53626

U.S.A.
Valli &Valli (U.S.A.) Inc. 
d/b/a VaNi &Cok>mbo (U.S>.) 
Telefono (818) 359-2569 
Toll Free (800) 423-7161 
Telefax (818) 3580743

AUSTRIA - SVIZZERA 
ValliaColombo Qesellschaft m.b.H. 
Telefono (0662) 661746/7 
Telex 632580 VACO A 
Telefax (0662) 662024

Valli&Valli INTERNATIONAL S.r.l. 
20055 Renate (Mi) Italy 
Telefono (0362) 982260 
Telex 322192 VCRINT I 
Telefax (0362) 924455

Show-room:
Milano - Via Sant'Andrea, 8 
Telefono (02) 795574
Firenze • Via Felice Fontana, 53 
Telefono (055) 351217
Venezia • 5. Msrco, 4818 
Telefono e Fax (041) 5228881

IRELAND
Valli ftColombo Ltd. 
Telefono (01) 536255 
Telefax (01) 537973

GERMANY
Valli (Colombo GmbH ft Co. KG. 
Telefono (07063) 7035 
Telefax (07063) 6623



TASSO AB IS EUROPE'S LARGEST SUPPLIER OF FIBREGLASS WALLCOVERINGS

i

Artistic expression. 
Universal properties.

Walls form a major feature in the world around us.
Which is why Tas.soglas wallcoverings offer such a remarkable opportunity for architectural 

expression. And they are available in fifteen creative textures.
Here's the logic of a modern and totally rational building material that can be used to 

stunning effect in contemporary interior design, just as a canva.s forms the basic on which an 
artist builds his own .self expre.ssion.

Check out the {)pportunities for yourself. Ask for the new Tassoglas catalogue.

Tassoglas
TA.SSO AH. S-313 00 OSKARSTROM, SWEDEN Phone +46 33 604 00 Fax +46-35 604 50



one of Europe’s 
Largest Class 
Domes: Kept in 
Top Condition 
with a zarges 
Traveiiing Gantry.
The ability to maintain the 
modern architectural ele
gance of such large glass con
structions has to be guaran
teed, too.
For the purpose of cleaning 
and maintaining the interior 
surface a Zarges travelling 
gantry was installed, which as 
a stylistic element blends 
harmoniously with the archi
tecture.
More and more often, archi
tects and clients include 
Zarges facade cleaning units 
in their planning. They are 
convenient for cleaning and 
maintenance purposes as well 
as for installation jobs. 
Whether for glass domes, 
sloped glazings, facades or 
whatever, Zarges facade 
cleaning units meet one 
other requirement as well: 
They provide absolute safety 
for maintenance personnel.
Headoffice
Federal Republic of Cermanv 
ZARCES LEICHTBAU GMBH 
D-8120 Weilheim. Department SKV 
Tel 0881/687-245-Telexi(17)881800 
Fax, 08 81/6 87-2 81 
C.B. + North Ireland 
KOBI CRADLES LIMITED 
Head Office
Kotx House, Alpine Wag. London E 6 4LA 
Telephone 4 4714 74 34 64 
Telefax 44715112506 
Italy
M C M S R L Construzione Metalliche
58014 Lamar di Cardolo fTNI n. 60
Tel 0461-990347-Fax 0461-990500
USA, Mexico
VERTA Corporation
Scaffold Systems Division
Headquarters. 10921 Valley View Road
Eden Prairie, Minnesota 55544
Tei. (612) 944-0516 • Fax, (6121944-6899
France
CME Constructions Metalkques Evronnaises 
Boulevard du Cer^eral Lederc - 53600£vron 
Tel. 1451016187 Fax (45)017610 
Hongkong
BOAC Building Supplies Ltd
7th Floor. Cavendish centre
25YipHing Sfreet
Wong Chok Hang, Hong Kong
Tel.. (852) 5 55 56 66' Fax (852) 8 75 06 25
Switzerland
Conrad Kern AC
AlthardstraSe 147 • 8105 Regerwdorf 
Tel I01)8402121-F3X,(01)841H95 
Austria
ZARCES-LEKXTMETALLBAU GesmbH. 
LeberstraSe 96. A-HIO Wien 
Tel (222) 7491553 Telex 131168 
Fax (222)749 83 25

ZARGESP Centre Munich ■ Architect: Kraemer, Sieverts & Partner QmbH, Cologne



METALLBAU

City Place, 
London EC2

Acknowledgements: Clients: Wates City of London Properties Pic, Kowa Fudofan (UK) Ltd, Prudential 
Portfolio Managers Ltd. Architect: Swanke Hayden Connell. Main Contractor: Mowlem Building. 
Facade scope: windows, curtain walling, main entrance screens with automatic doors, plantroom 
cladding artd louvres, atrium walls and atrium roof.

CURTAIN WALLING, WINDOWS & CLADDINGKOLLER(UK)LTD 
Telephone 081 9401636 
Fax 081 948 8236 
96 Lower Mortlake Road 
Richmond, Surrey TW9 2JG

DESIGN, BUILD & INSTALLATION 
THROUGHOUT THE WORLD



A Combination of 
Technology and Design

Cooling Ceiling System VKS 60

The challenges to be met today by a cooling 
ceiling system include architectural design 
features, flexibility, high requirements to 
comfortability and low operating costs.
Reduced room air velocities and supply air 
volumes, the feeling of well-being in a room, 
uniform temperature distribution in the cooling 
ceiling, low temperature differences between 
cooling medium and ceiling surface, low 
energy costs, selection of any geometrical 
shape and low installation heights: these are the 
most significant characteristics of the VKS 
system.

Turbon-Tunzini Klimatechnik GmbH
Am Stadion 18-24, D-5060 Bergisch Gladbach 2 

Tel. (02202) 1250, Fax (02202) 125324, Tbc. 17220236

Branch Offices:
Austria, Poland, Spain, Nigeria, Egypt, USSR, Iran, 
Saudi Arabia, Singapore, Hong Kong, P. R. China



LINGOTTOProject EXHIBITION-CENTER

Location TORINO

LINGOTTO s.p.a.Client

RENZO PIANOArchitect

STRUCTURALProduct
GLAZING CURTAIN



Focchi S.p.A.
Curtain wails 
Circonvallazione Ovest, 9 
47037 Rimini (Italy)
Tel, 0541.740055 
Telefax 0541.742167 
Telex 550686 FOCCHI I

Focchi UK Ltd 
p.o. box 646 
Padbury 
Buckingham 
MK 18 2AF
Telephone 0280.823344 
Telefax 0280.823301



Innovation with
Quality

After years of investment, research and development
available tosyphonic roof drainage systems are now

the Architect and Specifier, for the first time, in a range fl'llivvw
■ iiiiaw

IllilUW

of materials allowing complete design flexibility.

The re-engineered FuUflow outlet in either stainless
steel, aluminium, galvanised mild steel and copper, can
be directly welded to matching gutter systems to offer
a fully sealed unit, whilst the FuUflow UPVC sump
with LTV inhibitor can be provided to the same
specification as standard roofing membranes to give
leak free bonding to flat roof areas and avoid onerous
clamping systems.

Pipework sizing is carried out by the FuUflow Design
Progranune, which carries B.B.A. accreditation, and
has been developed in conjunction with the FuUflow
Testing FaciUty, the largest of its kind in the UK,
which shows “Theory In Practice”. The innovative
software aUows pipework designs in a choice of
materials including, galvanised mild steel, copper, cast
iron, stainless steel and HDPE which utilises the
FuUflow Rail System to control expansion.

Architects and specifiers now for the first time have
total freedom to choose various outlet materials and a
choice of approved pipework systems which aU carry
appropriate approvals worldwide.

Along with a proven track record of over 5,000
successful instaUations, including many prestigious and
award winning projects, FuUflow has become market
leader tlianks to the support of its extensive client base
of architects and specifiers working in tandem with
FuUflows tcchnicaUy qualified design and specification
staff.

Australia/N & S E As 
FuUflow Australia PTY Limit 

Level
615 St. Kilda Ro 

Melboun 
Australia 30i

Head Office:
FuUflow Systems Limited
FuUflow House
Holbrook Avenue
Holbrook
Sheffield
S19 5FF FuUflow

Belfast DublinRegional Offices: London



3 more REASONS TO CHOOSE

SILHOUETTE OFFICE STORAGE & FILING SYSTEMS

more STORAGE
A Silhouette mobile system 
will double the storage 
capacity or fit the storage 
into half the space.
The space planner can then 
accommodate more storage 
capacity or more desks in 
the free .space.

more CHOICE
Available in four heights, 
five depths and four widths. 
Silhouette is a totally 
flexible system with a full 
range of interchangeable 
accessories including, 
reference shelves, drawers, 
tape rails, suspension 
cradles, document 
trays and 
roller shutter 
doors. /

more COLOUR
Decorative end panels in 
laminates, fabrics, wood 
veneers, textured steel and 
sculptured wood offer 
endless possibilities of 
colour and texture.
An interchangeable vertical 
strip provides contrasting 
and complimentary colours 
and contains an ingenious 
label holder.

R A C K LI N E

RACKLINE LIMITED

ne: 0260 281010. Fax: 0260 281011

♦STORAGE & HANDLING EQUIPMENT



RESPATEX WALL PANELS...

...ON THE SURFACE 
ARE MUCH BETTER

Rei»atex
1

INTERNATIONAL LIMITED

The QtMnOllM. Chesham, Buckinghamshire HP5 2JW 

on#: 0494 771242> Facsimile: 0494 771292

Building Services 
into the future...
AsleadingintemationalBuildingServicesConsultants,
J Roger Preston & Partners are consistently associated with 
buildings in the forefront of architectural design. The Firm 
has alwaysspecialisedinBuildingServicesandits 
continuingreputationfor excellence isdemonstratedby 
current corrunissions which include many major projects in 
Europe and Asia in addition to those in the UK.independent Television News Headquarters, London

J RogerPreston&PartnersweretheConsulting 
Mechanical & Electrical Engineers for the Library which 
forms afocus for the Cranfieldinstitute ofTechnology 
campus. WewerealsoappointedastheConsulting 
InformationTechnology Engineers for the Library ofthe 
Future'. The building is networkedwith an IT infrastructure 
designed to advance the Library into the next century.i

II I’
...Cranfield LibraryReykjavik City Hall, Iceland

J Roger Preston & Partners
CONSULTING MECHANICAL & ELECTRICAL ENGINEERS

LONDON MAIDENHEAD BERLIN DOHA HONG KONG SINGAPORE
Chalsworth House 29 Broadway Maidenhead Berkshire SL6 ILY Tel: (0628) 23423 Fax: (0628) 39860

CONSULTING INFORMATION TECHNOLOGY ENGINEERS



4 WAYS THAT HALLMO 
HAS TOPPED THE COMPETITION.

>'

QUALITY. With its unique specifications 
for appearance and performance, the 

project requires total quality for the curtain 
wall, which must offer maximum thermal 
performance, acoustic performance and 
weather resistance (to both air and water). 
HALLMO has succeeded in all its design 
objectives and all tests have been passed 
without any difficulty whatsoever.

PRECISION. No tolerances are allowed 
for this project; indeed, the greatest 

precision is required in the execution of all its 
elements. The clarity and detail of HALLMO's 
design have been decisive factors in solving 
the problems involved in the project.

ON-TIME DELIVERIES. HALLMO and 
the other companies involved in this 

project have made on-time deliveries a pri
mary goal, thus achieving proper coordina
tion of all the intricately-connected elements

1.

2.

3.

involved,
The facade system, which was specially desi
gned by HALLMO, has allowed the work to 
proceed in strict accordance with the original
timetable,

ASSEMBLY SYSTEM. The modular 
design of the elements in the project, 

P and the assembly system for the facade 
\ (onto special Iron supports) have allowed all 

elements on the inside of the building to be 
assembled without an external crane system, 
which would have caused undesirable pro
blems for the building yard and would have 
interfered with the other jobs in progress.
In these 4 WAYS, HALLMO has won the 
top spot in its field.

4.

I

6000 sq. mt. of Structara/ G/az/ng and Facade 
¥?s/aU0d to varying curves and inclined from 

the vertical axis. The chaflenge to find the ^chnical and 
production solution was met autonomously by the de
sign team at HALLMO, making it one of the most pre
stigious proiects undertaken.

hallmo
structural olazini ■ Curtain walls ■ Modular claMiai • Architectural 

meial works is brass, copper, broaze, atiMlasi. steel te suit 
Individual requirements, Aluminium windows and doors.

HallTTK) Sfi - 33082 Azzarx) Decimo (PN) ■ Italy 
ViaFiumicino. 11 -Tel. (0434) 640444-Fax (043^ 640188



structural glazing is our business
Fear not. we shall not lay a finger on your landmarks of the past 
but we are - with all due respect - at work on your future masterpieces. 
You see - as most of our compatriots - we are prisoners of our national 
reputation. We were born with a taste for precision and security, we have 
a thing about quality, and now we are stuck with it - and so are you.

ni Head Office:
F^lix constructions sa 
Route de Renens 1 
CH-1030 Bussigny/Switzerlarxi 
Tel • -41 21 701 04 41 
Fax *-41 21 701 29 27

Felix UK Ltd
8 Raihbone Place 
GB-London W1P IDE 
Telephone 071 637 71 66 
Facsimile 071637 71 18

Felix constructions sa
Swiss specialist curtain 
wall manufacturers
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e •ahlightofthe
20th ^^ntu ry

Ooufale-decker
System Designed by

SICK for Ibe Victoria 
light their 20th

& Albert

Century
Gallery (Which r

Double-decker
opened on 22nd October)

System highlight
s. andcomplements, the best from 

elegant, and
this century. It

^®cbn»ca% ingenious
*t uses a

sealed' bare wire 

is, therefore, 

spaces

^^^Pension/pow
P'' system.

'deally suited for
public

^be system has 

too, because SKK
great flexibility 

happy toLighting are
with clients 

system to 

client base

on Projects. Adapting the 

needsyour specific
With a

^hich includes
such prestigious

-wavs, Olivetti, Harrods,

and the Museu

oames as. British Ai

Jasper Conran, 

, Mankind, m of
we have built

op a great deal of
experience of working to '^^ry exacting 

'nnovative IlgMlng splpfons
already internationaliyact,aimed

Double-decker 

exception 

most

criteria Our i

- the
System at the

is no
So. if

you are looking for the
up^to-date, innovative

lighting ideas
to put a 

Call SKK 

Shiu-Kay Kan

highlight into
your next projea 

"ow, and
Lighting

speak to

me Dopble-decke,
System - amongst others SKK l-lghting34 l-axington street

T 071-434
l-ondon WiR 

071-287

3HR
4095 F

0168



IrOlrIL EUROPANEL^
CUSTOM-DESIGNED METAL CLADDING SYSTEM

POHL EUROPANEL RAINSCREEN CLADDING
- Flexible concept equally suited for overcloddlng of existing 

buildings or advanced new curtain wall projects.
- Panels ore custom-made and can be radiused and formed to 

complex shop 
Materials: AIl

- Size limits: 2 x 6 m.
- Finishes: powder coating, Kynar 500, Anodizing.
- Architectural Flatness

es.uminium, stainless steel, brass, bronze, copper.

l»ofn«trk View
Vijible fijing syltem with 
hat channel os holding trodi

KXDINGWN

Crole & Borrel, Oiicogot US^ 
Oxst«& Borret
Solomon Cordwel Bueni Assoc.

ObjacI:
Owner;
Architect:WASHtKSLOnED hoieW, to* RXIHG SaiVCy? Generel CenIroclOT: Schol Assoc. 
Subcontractor: Jones B BroomSELFLOCKING SCflEW

WttPtKXt

1.
INSU-LAION

I

^-cur

This project in central Chicago is cladded with 2000 m^ FCHL Europanel 
made or 3 mm aluminium with powder coating gloss finish.
The attractiveness is outlined by the use of flat, curved triangle panels 
fixed with horizontal bullnoses.

Pdhl (UK} Ltd.
P.O. Box 138 
Newbury,
Berkshire RG14 5XH 
Greot Britoin

PoM Inc.
- Division USA - 
Northern Regionql Office 
97 Tenney Street, Box 6 
Georgetown, MA 01B33 
U.S.A.
* 1508) 352-2990 
Fox: 1508) 352-2876

Pohl Ine.
■ Division USA - 
Southern Regional Office 
131B Amberwood Drive 
Woodstock. GA 30188 
U.S.A.
C (404)516-0086 
Fax: (404)516-0171

Chrittiort Pohl GmbH 
- Division Spoin - 
c/Regoyos 18-20 
06397 Pinedo de Mar 
(Borcetono)
Spoin
* (93) - 762 5684 
Fax: (93) • 762 5684

Christian Pohl GnibN 
Head-Office 
Robert-Bosch-Str. 6 
D-5000 Xbln 71 (fuhlingen) 
Germony POHLs (0635) 871690 

Fox: (0635) 871691
Car 9 (0860) 491 793

49-221-7 0911-0 
»from USA 49-221-7 0911-41 

49-221-7 001501

«

fax:

Bending technology 
with finesse.M«L



DAIKIN VRV SYSTEM INVERTER
A Unique Air Conditioning Technology In Europe

This VRV (Variable Refrigefant VDlume) system uses highly innovative
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WORLD
ARCHITECTURE

Learning from the past
In an age rhar waits with bated breath for the next reactionary Royal pronouncement 
on the subject of architecture, it is refreshing to turn to the past, not in a spirit of 
ignorant veneration, but in search of lessons, or systems of analogies, that can give 
guidance for the future. This is the real purpose of the collective memory of history: 
the way it continues to earn its keep in the iModern world. For, like accurate weather 
forecasting, seeing into the technological future is as much as matter of keeping accu
rate records as it is of making wild guesses as to how things will turn out.

A not so simple example will make this paradox clear. Readers will remember the 
argument that once raged about what exactly it was that distinguished High-Tech 
architecture from Modern architecture; and also the contingent argument about the 
identity of the first ever High-Tech building. Neither of these arguments was ever 
really concluded, although it is probably fair to say that what ended up as the majori
ty position on the first is that High-Tech architecture dramatises structure while 
Modern architecture expressed function. The non-conclusion to the second argument 
was more enlightening: by and large the trend-spotters who concerned themselves 
with this question ended up in one of two camps; a “historical” Crystal Palace group, 
and a non-historical Reliance Controls group. To the first, High-Tech architecture 
was no more than a return to the ideals of Victorian engineering circa 1851: to the 
second, it was something entirely new invented in the 1960s in Beisize Park and 
Aberdare Gardens.

The difference between these two positions illuminates the whole question of 
learning from the past. For the more we look into them, the more sceptical we must 
become. Upon examination, the Crystal Palace of 1851 turns out to owe more than a 
little to earlier greenhouse structures whose dates creep backwards towards the end 
of the eighteenth century. But in the same way the pioneering role of Reliance Con
trols also begins to disintegrate under comparison with Mies van der Rohe’s 
Farnsworth house (1953); the Skylon and the Dome of Discovery (1951); Bertram 
Goldberg and Gilmer Black’s mast-supported ice cream parlour of 1939; the cable- 
stayed fabric pavilion designed by Le Corbusier for the Paris Exhibition of 1937; 
Buckminster Fuller’s Dymaxion house of 1927, and so on back to the Nissen hut of 
1916, Gustave Eiffel’s 1879 airship hanger at Chalais Meudon, Sheerness Boat Store 
(1860), the Crystal Palace itself and - probably not even finally - the astonishing air- 
supported structures proposed by Jean-Baptiste Meusnier as early as 1784!

All of these buildings and projects have more than a passing claim to be consid
ered High-Tech architecture, yet some of them miss the two popularly accepted dates 
by as much as a century. The melancholy truth appears to be that learning from the 
past in architecture first means learning what the past is, before making pronounce
ments about its meaning.

The world's first planetarium. Jena 1924

Martin Pawley
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THE DOG AND
THE SKELETON
MEMORIES OF LE CORBUSIER AND AUGUSTE PERRET

During his long life Pierre Vago made the acquaintance of many of the great Mod
em architects of the twentieth century. From the avant-garde of the 1930s to the 
young firebrands who overthrew the Beaux-Arts educational system in 1968. he 
met and remembers them all. His reminiscences of Le Corbusier (1887-1965) 
and Auguste Ferret (1674-1954) embody his judgment upon the era dominated 
by the Modem Movement in Europe.

"Le Corbusier was the greatest phenomenon of 
this century in architecture, there can be no 
doubt about that. I first met him in 1929 in 
Paris when he was 42 years old, I went to him 
to seek advice about my career in architecture. 
He knew the name of my father who was an 
architect in Hungary and he received me cour
teously. At that time he already had a consider
able reputation in avant-garde circles and had 
mzrsy unpaid assistants from different countries 
working in his office. Even on that first occasion 
I remember forming the impression that he 
must have earned little or nothing from the 
practice of architecture. At the time his office 
was already working on the first volume of the 
Oeuvre Complet which was to grow to a com
plete bibliography of his works over the years.
By contrast his architectural projects at that 
time were so small and his manner of conduct
ing them so time-consuming that this must have 
swallowed up everything he earned in fees. I 
believe he survived and became influential 
because of the success of his magazines and his 
books, notably L'Esprit Nouveau, published with 
Am6d6e Ozenfant between 1920 and 1925, 
and of course his best known work Vers une 
Architecture, which was first published in 1923 
and was enormously successful. When the first 
translation of this book was made into English in 
1927. thirteen editions had already appeared in 
French. The book was translated into many 
other languages as well, and it remains in print 
to this day. as do many others of his works like 
Urbanisme and L’Art decoratif d'Aujourd'hui.

"Apart from the isolated prewar buildings, his 
real architectural career only began after 1945. 
and in a sense it was the creation of one man, the 
post-war minister for reconstruction, Eugene

Pierre Vago at Noisy- 
sur-Ecole, 1992
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(Top) Auguste Ferret
(Bottom) Le Corbusier

Claudius-Petit He was the fir^t polrtidan with 
authonty and access to huge funds to take Le 
Corbusier's immense plans for urban redevelop
ment and prefabrication seriously. With the sup
port of Claudius-Petit his revolutionary town plan 
for Saint Di6, the original project for five monster 
Marseilles Unites, and other la/ge scale post-war 
projects captured the attention of the world. He 
went on to collaborate in the design of the United 
Nations building in New York and to commertce 
huge projects like Ahmedebad and Chandigarh 
where, however magnificent the public buildings, 
the limitations of his vision became plain in tiie 
uncontrolled ^d cancerous growth of tfie shanty 
towns around them, and the failure to achieve any 
relationship between such majestic structures as 
Courts of Justice and the Parliament building and 
the phenomer>on of mass urbanism that he had 
claimed to be able to control.

Before the war ar>d the advent of Oaudius- 
Petit in the uncertain architectural climate of the 
1930s, I can only say that he always seemed to me 
to be like a small dog, in a state of permanent 
aggression. He was exalted, so to speak, by a con
ception of himself as a man with a mission that 
seemed to us form time to time to be faintly 
ridiculous. Yet we saw even then that he was a 
man of tremendcxjs energy and determination 
who could not be ignored. There is no doubt that 
his courage in attacking the whole profession at 
that time was what broke the power of the 
academies arxl institutions. He was like a Panzer 
Division, He broke down the corrupt and obso
lete competition system, wiped out the customs 
of thought built up over centuries and began a 
new era of creativity in architecture.

"But this much being said, as time lends per
spective to all his writings and his works, I see him 
more and more as a man who was always wrong. 
While he was alive he would brook no criticism, 
not even the mildest and yet we now krxDw that 
his certainty was not proof against the fallibility of 
all individuals. Confronted by the ertormous 
unfolding forces of the twentieth century, he failed 
just as completely as more modest architectural 
thinkers failed. Despite his majestic plans for the 
motor car, so dramatic-seeming in his 1922 W/e 
Contemporo/ne, he still underestimated the rate at 
which its use would grow. In 1947 he sbll assumed 
or>e car for every five families. 50 years later there 
are frequently two cars per family. He was not 
alone in being wrong about this, but that does not 
make him right His coix^tion of urbanism, radical 
thou^ it was, could not succeed.

"In his architecture, as well as his thinking

there was failure too. There was to my mind 
often a discordance between use and form, a 
strictly formalistic, plastic pursuit of shapes with
out concern for internal spaces. How to build 
something never interested him. Only that it 
should appear so and so. The massive columns of 
the Unit6 in Marseilles are false in their dimen
sions, so are the massive beams. So is the con
struction beneath the skin of Ronchamp false.
But as with all architects of great reputation, his 
most fervent admirers never saw his buildings.
Like Mies van der Rohe's onginal Barcelona Pavil
ion. the buildings of Le Corbusier were admired 
through books, magazines and exhibitions. In a 
way they were the propaganda achievement of 
photographers and of his own his skill as a writer 
and publisher.

"Le Corbusier had another means of spreading 
his influence too. From the very beginning he 
understood that he had to create groups and 
organisations that would propagate his ideas. 
Organisations like CIAM (Congrfes Intemationaux 
d’Architecture Modeme) and ORPAC (Comit6 
Internationale pour la Resolution des Probifemes 
de I'Architeclure Contemporaine) fell under his 
sway and this led directly to the publication of 
influential manifesto dcKuments like the 1933 
Athens Charter, of which he was the principal 
author, which called for a single type of urban 
housing based upon the apartment block set in 
parkland that he had advocated for some time. 
The influence of Le Corbusier over CIAM lasted 
from its very first meeting in 1928 until its disinte
gration in 1956. In a way he became the Pope of 
all these groups and organisations, hypnotised as 
they were by his limitless confidence and his 
immense reputation,

"But just as my misgivings about the correct
ness of Le Corbusier’s thinking have grown with 
the passage of time. I must also own to an 
increase in my admiration for the leading figure of 
an older generation in whom I earlier lost faith. In 
my view, as a guide to the predicament of archi
tecture today, 30 sentences of Auguste Perret are 
equal to five bcxjks by Le Corbusier. And yet Per- 
ret was not conservative. He too was an innova
tor and a pioneer. Like Le Corbusier, he faced 
continual battles with building control authorities. 
In 1903 his famous Pans reinforced concrete 
house in the Rue Franklin was refused a mortgage 
because the matenal was"untried'', and the same 
house was cited seven years later by Le Corbusier 
when he tried to convince German architects of 
the importance of corvcrete construction.

"I remember this innovative Perret with warm

admiration as my employer and my instructor at 
the Ecole Speciale d'Archrtecture in Paris; but I 
remember him too, years later in 1946, when I 
became a member of his "Groupe Perret’, 
charged with rebuilding the destroyed centre of 
the port of Le Havre. Instead of starting from 
scratch he proposed that we use a plan for the 
reconstruction of Porte Maillot in Pans that he 
had drawn up before the war. The group wavered 
but I was the only one to resign over this.

"Perret always believed that the structural 
framework of a building had the same importance 
as the skeleton of an animal. He saw it as the very 
foundation of architecture. I remember once, 
when we were looking at one of his projects, that 
I could see that he was unhappy with its pro
nounced horizontality. I tned to put his unease 
into words."

"Perhaps it is to do wrdi life," I said. "Man is 
vertical, death is horizontal.” After a silence he 
looked at me approvingly. ’'Vago." he said, ’'you 
have put your finger on it" □
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PIERRE VAGO: A LIFE
Appointed editor of L'Architecture 
d’Aujourd'hui in March 193! at the 
age of 20. when he was still an unquali
fied student Pierre Vago remained with 
the magazine until he retired from the 
chairmanship of its editorial board near
ly 40 years later. B>y that time he was 
intemoDonc:/// renowned as an archi
tect OS secretary general of the UIA, as 
a historian and os a critic. His dual 
career in journalism and architecture 
kept him at the heart of the Modern 
Movement from its rise to its fall.

Pierre Vago with his mother Chita Lenart 1912 
and tiith his father Joseph 1915.

war wcwld. at the age of 14 Pierre Vago resotved 
to become an architect himsetf. Four years later, in 
pursuit of this ambition, he travelled to Paris, the 
centre of political freedom, culture and creativity in 
inter-war Europe, to begin his training. He arrived 
atone in the great city in 1928 with no more than 
500 francs to his name. Finding a bed in an Italian 
student hostel he commenced a new life.

In 1928 the Ecole Nationale Sup>erieure des 
Beaux-Arts in Paris was considered to be the 
finest school of architecture in the world, attract
ing students from all countries in far greater num
bers than its handful of ateliers could ever absort>. 
Owing its origins to the pre-Revolutionary Royal 
School of the Seventeenth century, the Beaux- 
Arts operated according to an ancient system of 
privilege, with an admissions process diat would 
be considered intolerable today. Twice a year up 
to 1.000 would-be students were allowed to 
compete for a place: of this number perhaps 100 
French applicants would be admitted, plus 15 
from abroad. This system, which remained in 
operation until 1968. was considered to require at 
least three attempts at entry before a place coukJ 
be secured. From then on, working in an archi-

Pierre Vago was bom in Budapest one of the 
twin capitals of the now extinct Empire of Austna 
Hungary, on the 30th of August 1910, He was the 
son of Joseph Vago, a famous Hungarian architect 
and Ghita Lenart, an opera singer of equal 
renown. Although not considered a functionalist 
architect Joseph Vago's buildings during the last 
decades of the Empire displayed a structural ratio
nalism arxl a predilection for plain, undecorated 
surfaces that marked him out from the mass of his 
contemporanes. Such structures as the Oradea 
Mare police barracks of 1912, and the Villa Grun- 
wald of 1914 revealed a discipline and restraint 
unusual in an age given over to excess in com
plexity and decoration, and led to his being cited 
by later historians as an influential precursor of the 
Modem Movement

Bom in 1877, Joseph was at the height of his 
powers when the AusUo Hungarian Empire was 
dismembered by the victorious Allies at the end 
of the Great War. With Hungary reduced by the 
1919 Treaty of Trianon to little morB than a city- 
state with a population of 10 million he. along 
with many of the Hungarian intelligentsia, elected 
to leave the country in pursuit of opportunities

elsewhere. His wife’s reputation abroad being 
greater than his own. the family moved to Rome 
where they lived in straightened circumstances. At 
the age of eight Pierre Vago was sent to an Italian 
school under a system which remitted all fees for 
those above a certain level of academic achieve
ment Determined to aid his struggling parents, he 
succeeded in remaining above this level throu^- 
out his school days. His mother too was successful 
as a tutor of aspiring opera singers. Only Joseph 
failed in exile. A convert to Socialism and Marxism 
he loathed the Italian Fascist regime of Benito 
Mussolini. From his emigration until his death in 
France in 1947 he rose to prominence in architec
ture only once: when, along with Corbusier and 
seven others, he was declared a first prize winner 
in the infamous League of Nations competition of 
1927, Unlike Le Corbusier he was also subse
quently selected as one of the four who were 
asked to combine their designs into the compro
mise structure finally built 10 years later. To this 
prestigious building on the shores of Lake Leman, 
now taken over by the United Nations, he con- 
tnbuted the plan.

Despite his father’s lack of success in the post
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(BehuO Architects of the RIA grouped before the 
Victor Emmanuel monument in Rome, 1933. From 
left to right in the front row: Monique Vago; Pierre 
Vago; unknown; Joseph Vago (side view); Arturo 
Calzabini (president of the Italian Society of Archi
tects); Auguste Ferret, Albert Laprade. Also lisible 
in the photograph are Jean Ginsberg, Georges Appia 
and Fernand Fenzy. Fenzy was later shot by the Ger
mans for resistance activities in occupied France.

tects' office during the day and working on stu
dent projects at night, the most determined and 
gifted could expect to graduate in seven or eight 
years. Vago's contemporary, the famous Albert 
Laprade, took 12 years to qualify. Thousands 
dropped out and never finished at all. One of the 
most famous of them was the great pioneer of 
reinforced concrete architecture, Auguste Perret 
who subsequently became the patron of a Beaux- 
Arts atelier despite this handicap and numbered 
among his students the young Emo Goldfinger.

A year after he had arrived in Paris, had 
had enough of the Beaux-Arts. Even today at a dis
tance of 60 years he still finds it difficult to speak of 
the profanity, the pornography, the bullying and 
grotesque rituals that accompanied student life in 
the grand buildings of the Rue Bonaparte. In des
peration he traded on his father’s repxjtation: he 
sought the advice of four well known architects.

Visiting tine office of Le Corbusier, who had 
never attended ^y architectural school himself, 
he was advised to do likewise. “Don’t waste your 
time studying under fools,” Jeanneret urged, "work 
in their offices and travel, then make you own way 
in the world," Vago looked about him at the assis
tants working for no pay in Le Corbusier's office 
and felt a twinge of doubt Thanking the most rad
ical of architects for his time ar>d advice, he left

Vago's next port of call was the more fashion
able Modernist Michel Roux-Sprtz, a graduate of 
the Beaux-Arts who offered the oppxDsite advice. 
■'The profanity and savagery of the school really is 
appalling,” he agreed, "but you must submit to it 
in order to qualify. There is no other way. Any 
other course will merely result in wasting time."

After Roux-Spitz. Vago called upon Henri 
Sauvage, architect of the much admired Maison a 
Gradins, with Its influential descending levels. 
Sauvage suggested that Vago abandon the Beaux- 
Arts forthwith and enrol at the Ecole Special 
d’Architecture, which offered a four year, full-tiroe 
course. Though considered infenor in reputation 
to the Beaux-Arts this more conventional school 
was nsing in impiortance. At that time Rob Mallet 
Stevens, architect of a number of admired apart
ment houses and commercial buildings in Paris, 
was among the tutors. He was soon to be joined 
by Perret himself unseated from his Beaux-Arts 
pat/onat by traditionalist hostility.

The great concrete pioneer Auguste Perret 
was Vago's last interview. In a svay his advice was 
similar to that of Le Corbusier. "I became an 
architect in spite of the Ecole des Beaux-Arts." he 
told Vago. "and I never obtained a diploma. My 
masters are the great theoreticians, Viollet-le-Duc

and Guadet, I advise you to read their books."
In the end Vago accepted Sauvage's advice and 

enrolled at the Ecole Speciale, a decision he was 
never to regret. The only problem that crxifront- 
ed him was how to survive in Paris whilst attend

L'ArchHecture d'Aujound'hui. Bloc was an engineer 
who edited and published a trade journal for the 
rubber industry called La Revue Generale du 
Caoutchouc. In November 1930, in collaboration 
with the late Eugene Cahen, the own^ of a Mod

ing school full time. Recalling this penod at a dis
tance of 60 years, Vago’s account of his early life 
in Pans is one of absolute p>enury. Not until he 
graduated and began his military service could he 
afford the pnce of a cinema ticket or a cup of cof
fee. For years as a student he lived in squalid 
hotels, in hostels, and finally in a servants' room in 
Auteuil. His daily budget for food was I franc 95 
centimes, and he carefully measured sausages and 
loaves before deciding which one to buy. Some
times he actually fainted from hunger at his draw
ing board. He owed his life to a part-time job 
washing-up in a student cafetena. where the staff 
were allowed to eat free once a day.

As he slowly found his feet in the architectural 
underworld of Paris during the Great Depression. 
Vago obtained draughting work from time to tme. 
He also took an audacious step that was to have a 
profound influence on foe course of his life. He 
wrote to the Italian magazine La Festo offering to 
act as their Paris architecture correspondent so 
that he could obtain a press card. Then in 1931. 
having established himself as a journalist he met 
Andr6 Bloc, a man who was for many years to be 
foe managing director and business brain behind

em furniture shop, and Julius Posener, a student- 
journalist who wrote for foe Berlin magazine 
Bauvrelt in foe same way as Vago wrote for festo. 
Bloc had launched a new architectural magazine.

The first sug^sted tide for what was to 
become L'Arch/tecture dAujourdhui had been Coo- 
stfuire, but this later proved to belong to another 
publisher and had to be relinquished. So too was 
the title L'Arch/tecture Modeme which at that time 
was judged by Cahen, Bloc and Posener to be a 
meaningless term, signifying nothing more than 
"contemporary architecture". Instead foe name 
L'Architecture dAujourd’hui - “The Architecture of 
Today” - was siezed upon and, although inevitably 
shortened in popular discourse to “AA”. it 
remains with the magazine to this day.

The November 1930 issue of foe magazine 
was of striking appearance, quite different from its 
established competitors L'Architecte and La Con- 
stfuction Modeme. The creation of graphic designer 
Ernest Nathan, its cover consisted of a broad diag
onal white stripe on a silver background with the 
title in red on a black rectangular field. Nathan had 
designed a special "constructivist" typeface to go 
wrth the magazine, and foe title and foe number
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(Left) Evolution of cover design o/’L’Architecture 
d’Aujourd’hui 1930/1932/1935.
(Below left) Prefabricated all-steel house designed 
for Grames metal company in 1934.

therefore express the ideas, aspirations and emotions 
of his time and social mi/ieu. He should not seek to 
och/eve a harmony which lies beyorxi the material 
circumsConces of a given situation, but rather the 
complete satisfaction of its requirements, using the 
rTKidem scientific and technological methods that are 
at his disposal.

Pierre Vdgo. /.'Architecture d'Aujourd'hui, 
November 1932.

In the years that followed, under the dyramic lead- 
^ship of Andr6 Bloc and with the energetic policy 
pursued by Vago. the magazine went fix»m strength 
to strength, even thou^ its staff continued to be 
unpaid. Grculation steadily increased, reaching 
5.000 within five years, Vago saw that competitions, 
lectures, conferences and exhibitions all stimulated 
interest in the magazines that ^nsored them so 
he threw himself mto the task of organising such 
events. In 1932 he launched Reunions Internationales 
d'Architectes an organisation that arranged Modem 
architectural tours to forei^ lands and made per- 
sor«l contacts with progressive architects in the 
countnes that were visited. The first Reunion was a 
visit to the USSR in September 1932; the second 
to Mussolini’s Italy "for^ opposite point of view" 
the year after. In 1935 RJA visited Hungary. Austna 
and Czechoslovakia, being rxDtably impressed with 
U>e work of the Czech shoe magrrate Tomas Bata 
whose Modem city of Zlin was not only designed 
according to a vertical and horizontal planning 
module, but boasted the first supermarket in 
Europe. In 1937 the RIA Reunion took place in 
Pans on the occasion of the World Exposition.
Held in conjunction with GAM the keynote speak
er was Le Corbusier.

By the outbreak of war in 1939 the circulation 
of I'Architecture d'Aujourd'hui had risen to 10.000 
and Bloc and Vago were publi^ing twelve 160- 
page issues a year. But in 1940 catastrophe bef^l 
France and publication ceased with the German 
occupation. Drafted into the navy in August 1939, 
Vago spent the penod of the phoney war ostensi
bly as a member of the crew of the submarine 
chaser Chasseur II, but actually as an intelligence 
officer keeping watch on blockade runners using 
the Spanish port of San Sebastian, Ashore in 
unoccupied Vichy France when the armistice was 
sigr>ed. he was ordered to report to Toulon for 
demobilisation. Two years later Chasseur II was 
sunk at arxhor by Anrrerican aircraft

The rest of Vago's war was spent clandestinely, 
working for the Gaullists to organise resistance to 
the Germany occupation from his base in Mar
seilles. Such work was dangerous and Vago almost

suited about his career - Perret, Sauvage. Roux- 
Spitz arxl Matlet-Stevens - as well as other lumi- 
naries like Victor Bourgeois and the young 
Berthold Lubetkin. Then, starting with Posener, 
who was ambitiously styled "central European cor
respondent", a network of foreign contributors 
was set up to cover the Soviet Union, the United 
States, Italy and Poland, and later Britain arxJ Japan.

Early in 1931 Pierre V^ joined this organisa
tion as an unpaid editori^ assistant and reporter. 
By March he had become "Redacteur". and by 
September "Redacteur en chef. Before he had 
even completed his studies at the Ecole Speciale, 
Pierre V^o was the editor of an architectural 
magazine that employed his own father as its 
Hunganan correspondent Concerned at his 
youtfiful appearance, he quickly grew a beard in 
order to appear older when dealing with estab
lished architects. An indication of the progressive 
quality of his thinking can be gauged from this edi
torial published in November 1932.

of the issue, were boldly printed in this on the 
cover. This stnking design, Nathan's typeface, and 
the innovation of metal spiral binding, were all 
quickly abandoned, but they helped to establish 
the unique identity of the magazine.

L'Ardi/tecture d’Aujourd'hui was an instant suc
cess. Selling at 12 francs (about half a day's pay for 
an employed architect) the 1.600 copies of the 
first issue were swiftly sold - ^though many were 
bought by advertisers. As Vago recalls today, tfie 
early issues of the magazine were "really very 
bad". Only the graphic design was first class. The 
contents consisted of pictures of building sites, 
summaries of the contents of other magazines, 
reports of meetings, puffs for materials producers 
and indiscriminate photographs of buildings. 
Nonetheless the publishers ecstatically reported in 
issue number two;

"Un succes Matant a salue le premier numero 
de notre revue. Ce/o nous encourage a faire mieux 
encore et a developper notre effort Nous pnons tous 
nos amis les membres de notre Comity et /es outres, 
de trouver id /'expression de nos tres vifs remer- 
aements Nous comptons sur teur concours a tous 
pour nous perm^rtre d'opporter a nos fecteurs une 
documentation abondante. accompaffi^ de pho- 
to^aphies nompreuses et Pien se/ectionn^s"

To be sure there were always the seeds of bet
ter things. From the very beginning Andr6 Bloc and 
his colleagues had assembled a prestigious editorial 
advisory committee whose members included 
nearly all the authorities Vago had previously con-

Against the “new formalism”
It is over o year since we prst took up the fight 
against whot we refer to as "new formalism".

By ''formalism" we understar}d the overriding pre- 
occupotfon with form and appearance at the 
expense of logic, ecorionny and stoPcs. Fixmalism can 
be said to be present when form becomes the main 
ot^ective, when it is token as the basis of architec- 
turol creativity and considered to be its central issue. 
Formalists talk about facades cubes windows and 
pibtis and forget thot their buildings are not intended 
to provide impressive photographic material or a 
"good return". Put ore for people to live and work in. 
In our opinion, ardiitects sPou/d rwt be woridng to 
achieve a utopian ideal for a minority which enjoys 
privileges of material wealth or intellectual ability, but 
to satisfy the pressing matenal and spiritual needs of 
the general popdace.

We believe that a// arzhitectuml prefects should 
be based on logical pfanning and economy of con
struction. But these pnnap/es alone are not enou^. 
Art IS an expression of society, and orchitecture is 
social on par excellence. The architea's work sPou/d
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(Right) Interior of French pavilion at 1936 Milan 
Triennale shoiaing 40m glass display case, fabrics 
and furniture.
(Below) Pierre Vago's apartment in Paris, 1933- 
1950. The fitted furniture survives in his house at 
hioisy-sur-Ecole.

paid the price. In 1943, through the action of an 
informer, he was arrested by the Gestapo and 
imprisoned for six months before being released 
for lack of evidence. Then, in 1944, he went 
underground and fought with the Maquis, In 
August he re-entered Paris in a jeep belonging to 
the British Army and returned to the offices in 
Boulogne to endeavour to restart the magazine. 
Against all the odds, with crippling shortages of 
everything that was necessary, including paper, 
(.'Architecture d'Aujourd'hui published three issues in 
1945. In U^e first of these Vago's leader outlined 
the task confronting the architectural profession at 
that apocalyptic time.

many years of association with the Dominican 
order that v/ere to produce a number of church 
buildings and lead to this great commission to 
design the underground basilica at Lourdes.

The second event marked the parting of the 
ways between Vago arvd the man who had most 
influenced his career up to that time. NA/hile he 
remained on good terms with Perret Vago went 
his own way after 1948. This separation marked 
the beginning of a new and broader direction in his 
own career as a planner and architecL commer>cing 
wrth reconstruction projects that he himself direct
ed for the cities of Arles and Le Mans and leading 
ufti'matefy to major building projects in Pans, Berlin. 
Lille, Israel and Egypt In all these works we can see 
the concerns he so ably articulated in the introduc
tion to a special issue of L’Architecture d'Aujourdhui 
published in September 1946.

departure from tradition in its austere severity, 
Vago's large, clear volume was dominated by an 
immense, naturally-lit glass display case running 40 
metres dovm one side. The exhibits contained 
within the pavilion were sparse arxl confined to 
mcxjem furniture, fabrics and glassware. The fol
lowing year he contributed a small building, the 
"Club des Architectes” that was built on the banks 
of the Seme for the 1937 Paris World Exposition.

After the war Pierre Vago opened an office at 
17 Quai Voltaire, a house that had formerly been 
the atelier of the painter Ingres, and later played 
host to Richard Wagner and Oscar Wilde. The 
particular direction in which his career as an ^hi- 
tect developed can be traced to two seminal 
events: a lecture he gave in Vanves in 1946 enti
tled "What should be the form of the Catholic 
Church of today?" - arxj his departure in 1948 
from the "Groupe Perret" designated by ftie 
French Ministry of Reconstruction to rebuild the 
destroyed centre of the p>ort of Le Havre.

The first of these events - which drew heavily 
on two special issues of L'Architecture cfAujourd'hui 
devoted to church design, one published before 
the war and one after it - enabled Vago to argue 
piersuasively that Modem architecture was the only 
authentic style for the post-war church to adopt 
The crisis of faith consequent upon the w^ and its 
atrocities called for a break with the church archi
tecture of the past towards something more 
expressive of "modesty, humility, simplicity and 
truth." Vago demonstrated that these were pre
cisely the virtues of the new architecture of the 
Mcxjem mos^ment arKl. in consequence, began

The end of an era
All around us ports have been destroyed, bridges 
blown up, dams breached, stations devastated and 
industries reduced to heaps of rubble. Entire distncts 
have disappeared, towns have been wiped out. reser
voirs emptied, equipment stolen, the workforce 
deported, land laid waste, ond the nation weakened.

Just as the catastrophe was vast, sots the task of 
rebuilding our society. But we also have a vest fund 
of determinat/on and faith. Designers and construc
tion companies, architects and urban planners, work
ers and technicians, manufacturers and 
entrepreneurs, we are all fiercely determined to resur
rect France from the ruins. Nor are we dounted by 
the enormity of the task, but rather stimulated by the 
prospect of such a vast undertok/ng. Such unprece
dented desouction offers unprecedented opportuni- 
ties. Fronce will fulfil the expectations of other 
nations with ideas whkh are dear dghted. construc
tive. generous and universal, solutions which ore hgi- 
cal, ingenious, sensitive and of a high stondord, or>d 
on Art which ochieves a perfect harmony between 
Time and Place and which is the faithful expression 
of a civilisation which wiff rise from the rums of a 
crumbing world.

This is the end of an era and the beginning of o 
new age: the age of Construction and the age of 
Architects. But wr/i we be equal to this glorious task^

Today, urban development is the central issue of the 
modern French renoissance. ft is the focal point for all 
our oct/vities, concerns, difficultes ond hopes. It would 
not be exaggerating to soy that, although it is depen
dent upon numerous factors, urban development will 
play an important part in detenriining the future of 
Fronce.

It goes without saying that when we use the 
expresswMi "urban deve/opment”, we ore not using it 
in the munctone sense to refer to the widening of 
streets, the refurbishment of public squores, the plan
ning of road networks for new urbon projects, or the 
strotegic siting of an historic monument

Urban development is something very different It 
invokes the development of national temtory. the 
rational exploitation of our natural resources, the 
modem organisation of our industrial infrastructure, of 
our roads and communications and transport sys
tems and the structure of our agricultural system.

Urban development also involves the study of 
popolabon concentration, the ways in which fxjpulo- 
tions have developed, and the harmonious organisa
tion of Its component units

ft involves determining the structure of the frame
work which will enable these units and groups of 
units to live and develop under the best possible con-

Until the end of the Second World War. Pierre 
Vago's journalistic career alnx>st completely over
shadowed his career as an architect but there 
were some early works of importance. In 1933 he 
was asked by the Grames Steel Company to 
design a prefabricated house made entirety of 
steel, A prototype of this house was made ar>d 
exhibited at the 1934 Exposition de I'Habitation in 
Pans, but rt was never put into production. Then in 
1936 he designed the interior of the French pavil
ion at the Milan Triennale. Representing a drastic
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d/t/ons, providing them with a sodal infrastructure 
worthy of our time, and creating the most favourable 
conditions for individual developnyeni

closed and plastered with notices advertising 
demonstrations, hunger strikes and demands that 
imprisoned students and staff should be released, 
he was invited to address a body of militant stu
dents of architecture at the school he had so cor
dially detested when he had been a student there 
himself 30 years before.

The encounter was historic but not edifying. At 
58 years of age Vago was at the height of his 
powers as an architect and as an architectural 
politician. Nowhere was there a man more able 
to present to an intimidating large and noisy audi
ence the case of the older generation, revolution- 
anes themselves in the past now cast in the new 
and unaccustomed role of reactionaries. But 
rx>where other than the student mob of Paris was 
there an audience with ^ater confidence in its 
immunity to such thinking.

Soon the interruptions and objections to 
Vago's reasoned presentation slowed and then 
prevented the flow of his thou^ts. A period of 
short exchanges began which culminated in the 
expression of the view of many from the floor 
that Vago's conception of what might be achieved 
by architecture and planning was impossible with
out a revolutionary transformation of society first

“This breakdown is our opportunity to trans
form society,” insisted one voice,

“No, it is not” said Vago. “It is your opportuni
ty to change the system of architectural education 
from the corrupt and obsolete Beaux-Arts system 
into something that is more useful to society."

"No! It is society that must be changed, not 
architecture, " shouted his inteHocutor to many 
cheers.

summed up his vision of the possibilities of the 
architecture to which he had devoted his life.

To deny the vo/ue of all doctnrie in tfie name of sup
posed realism, to moke a dogmo out of the impossibil
ity of grasping a reality whkfi is too fkiid, too mobile, 
too chongeoWe - these are themselves, whether one 
/<kes It or not, phitosophicoi concepts One can orgue 
for "art for all", "art in everythi'ng" in opposition to the 
theory of art for art’s soke - but that is still setting up 
one doctrine in opposition to another.

As soon as one formu/otes princip/es, as soon os 
one sets them in opposition to other principles 
actively or passively, explidUy or confusedly, one 
starts to do philosophy, to initiate a theory, to pro- 
doim a doctrine.

Architecture is one of the most complex forms of 
humans activity. As a form of artistic expression, it is 
akin to music and poetry. As a saence, it derives 
from mathematics As a technology, it is shaped by 
and makes use of the ever wider range of possibili
ties created by the inventive minds of researchers 
and inventors As the organiser of the spaces in 
which all the activities of individual and collective life 
lake place, the creator of our physical environment, 
architecture is both action and witness..

Today we live in chaos Architecture is an isolated 
blossom, an exception, a lucky chance, a diversion. It 
is natural that if ^ould be so: the failure of all 
attempts to crystallize a moment of definition of a 
system of rules and forms proves it

Yet there ore pmdples, rules ond lows. The seorth 
for those principles for what in them is fixed ond what 
is variable, is useful ond necessary, for toddy ond for 
tomorrow. In this diakctk search, we must start from 
the situation in which humanity fnds itself It is from 
there that we wHI arrive at the possible present.

Let us not fall into the (unintentiona/) trap formed 
by those visions of supposed "dPes of tomorrow" 
which are merely a coricoture of the most hoteJ^il 
aspects of the present inhuman anthills for robots, 
buried in underground silos or hung on suspension 
calces, miniature cells mass-produced and mass- 
assembled in ever loiger botches, subject only to the 
lows of productivity and profitability, for a human race 
whose insane uncontrc^led growth is accepted as a 
fatality, and thermonuclear desvuction as a solution.

The golden tree of Ufe is mode up of beginnings 
and perpetual becoming. Let us have faith in human
ity. in its inte//iger>ce. in its capacity for poetic imagi
nation ond aesthetic sensibility. It has never hod so 
many possibilibes to creote happiness. It has never 
had so many possibilities to create an Architecture.

Pierre Vago. ^Architecture d'Aujourd’hui, Octo
ber 1971.

The problem of urban expansion and the redun
dancy of ancient structures was for men of Vago's 
generation the central ground upon which theory 
and practice were forced to meet The Modem 
movement had grown up with the promise of 
solutions to the crisis of the ancient city in the 
Modem world, and lived bng enough to see those 
solutions at best cast into doubt, at worst dis
missed as little more than vandalism. It was the 
conversion of ttiis tentative rejection into an attack 
upon all contemporary doctrines of planning and 
design that charactensed the architectural element 
of the great student upheavals of 1968: a global 
rejection by the young of the very basis of the 
powerful organisational thinking that had created 
the new architecture and, since 1945, had 
entrenched it within government commerce and 
industry, culture and habitation across the world. In 
the decade that followed 1968 this grand corKep- 
tion. viewed nowadays as an historical phe- 
rvomenon called "the Modem project", so totally 
fell from grace that the new architecture and new 
urbanism that had changed the face of the world's 
cities sank to a level of total public rejection epito
mised by the dynamiting of Modem housing pro
jects and the addition of pitched roofs and other 
historical features to otherwise Modem buildings.

In some ways, as Vago now sees it a reaction of this 
kind against Modernism was inevitable, almost a Newto
nian phenomenon. "We built as much in 30 years as had 
previously been built in 30 centuries", he says, "Inevitably 
much of it was ill<onsktered and of poor quality," But in 
other ways Vago could not foHow toe new directions of 
anti-doctrinal thought into the semiologicai and decon- 
structivist directions presaged in toe new French philoso
phy and Sociology that burst upon toe world in 1968. 
For him the prirKtples that had evolved in the preceding 
30 years through experiment were not irrvnutable. but 
nerther were they expendable.

Vago had ceased to be editor of L'Arcbitecture 
d'Aujourd'hui in 1950, but he had remained chair
man of the editorial board, a powerful voice in the 
thinking that dominated the magazine's editorial 
policy. And die magazine itself had become 
increasingly the most important single voice in 
French architecture. By I960 its circulation had 
already topped 15,000 and eight years later it 
reached close to 20,000 subscribers every two 
months. Because of this, in 1968. in the aftermath 
of the May riots, with the Ecole des Beaux-Arts 
taken over by students and under siege, its gates

"No it is not "said Vago in turn. "Your posi
tion today is exactly like that of the first arrivals at 
the scene of a car crash. Is it not better that you 
should be trained doctors able to help the injured, 
than that you should be able only to call for 
someone else who canr'

But the students were no longer listening.
After 20 minutes Vago was obliged to abandon 
his talk He left the hall to boos and catcalls. Short
ly afterwards he and the whole editorial board of 
L'A/cbitecture d'Aujourcf’hui resigned. The event 
marked the end of his long association witii the 
magazine except for one postscript In 1970 he 
requested of the new editor permission to pro
duce dr\ issue of the magazine devoted to the 
whole question of the rote of theory, doctrine and 
principle in what was alreacfy rapidly becoming the 
post-Moctem world in which we live today. In 
September 1971 Vago's last issue of the magazir>e 
appe^^. His leader was titled "Doctrines” and it □
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PROJECTS

Buildings at Lourdes, Pyrenees 
1955-72

The grotto at Lourdes achieved celebrity as a result 
of the miracle that took place there In / 858 when 
14-year old Bernadette Soubirous sow an apparition 
of the Virgin Mary there while collecting firewood. 
S/nce then It has increasingly become a place of pii- 
gnmage for the sick. Pierre Vago's work at Lourdes 
came about os a result of his earlier work for the 
church. In 1951 he was invited to consider the prob
lem of overcrowding at the miracle site because 
ottendonces had reoched five million pilgnms a year 
and the existing facilities were entirely Inadequate. 
After three years he was appointed chief architect 
He produced a development plan and designed sev- 
eral buildings over the next 20 years. He resigned 
his consu/toncy on his retirement

Pilgrims' Baths, Lourdes 1955
The first building designed by Vogo for the miracle 
site, this uncompromisingly modem in situ concrete 
structure clod in stone set Che stoge for whot was to 
follow. It replaced a mock-Gothic onginal that wos 
demolished to rnoke way for it Each portal in the 
facade gives onto a separate bath and heoling 
accommodation with pnVote recuperoti'on rooms with 
balconies above.

The Museum of Lourdes 1957
This delicately angled structure with Its exposed 
aggregate, precast concrete panel wails and can
tilevered entrance porch, wos one of the architect's 
most elegont additions to the Lourdes complex. All 
wirxjows were confined to the rear and end walls of 
the building to give the main facade a strength and 
repose then Is still impressive today.

Hospice of St Bernadette, Lourdes 1977
Pierre Vago's last building at the miracle site, the Hospice of Saint Bernadette fol
lows the some angled plan form and cladding system as the Museum of 20 years 
earlier, but with much greater emphasis on sunlight, modulated by adjustable 
blinds, and external views and a far more complex arrangement of levels. Capable 
of receiving 330 pilgrims disabled by sickness for visits of up to four doys, the build
ing Is located on a sloping site which has been cut and filled so that the accommo
dation - arranged on four floors - incorporates direct vehicle access for ombu- 
(onces or for emergency evocuotKXi In the event of fire on all but the topmost floor.
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The Underground Basilica at Lourdes 1956-58
Pierre logo's best-known work; t/ws enormous urxtergrDund concrete structure 
capobfe of accommodating 25.000 persons - the /orgest Catholic church in the 
world opart from Saint Peter's in Rome - tokes the form of a giant 200 x 60 
metre ellipse, artifiaally lit apart from a narrow slit of perimeter daylighting. Vago's 
insistence that the structure be placed underground so as not to obstruct the lim
ited amount of open space at the mirade site led to an exacting buiJding pro
gramme that required the completion of the entire operation in 16 ntonths. Two 
engineers were approached for designs - Pier Luigi Nervi and Eugene Freyssinet - 
and the latter wos chosen because of the lightness and economy of his dramabc 
100 m span prestressed structure. The great basilica was one of Freyssinet's last 
commissions before his death in / 962.

7

I

Modernisation of the Choir at 
St Michael, Marseille 1949 
Refurbishment of the Convent 
of Monteils, Aveyron 1949

These two refurtx'shments were the Vago's first ecde- 
skjsbcal works following his lectures on the application 
of Modem ideas W church architecture. At St 
Michael's (right) he remodelled the choir of a late 
nineteenth century church, providing o simpler, more 
austere interior and his first island altar, permitting the 
priest to face the congregation in defiance of trodition. 
The rehabilitation of the burned out Dominicon con
vent at Monteils (far right and below) in the some 
year enabled him to incorporate new cloisters and a 
redesigned chapel with stained glass windows by 
Dingier and an island altar with a rotating tabernacle.



Project for the Church of St 
Th6r6se, Le Mans 1949 
Church at Salies>du*Salat, 
Toulouse 1962

The ongincl design for the Church of Saint Thir^se 
(nght) was Vago's first attempt at a circular church 
embodytng the new attar arrangement erxiorsed by 
the post-war progress/ve forces in the Cathote 
Church, in oddi&on to t/ie islartd attar this scheme 
embodied unique funaionat elements including o sys
tem of ground level church bells whose sound was to 
have been electronically omp//fied and broadcast 
from loud speakers at the top of a concrete mast 
This design wos rejected by the Bishop after compar
ison with a gasometer and the church was complet
ed in a more conventional guise until 1956. However 
Vago revived the original design in modified form 12 
years later for a new church at Salies-du-Salat (top) 
where all his innovations were included.

Convent of St Claire at 
Nazareth 1965-67

Thfs later religious 6u(W(ng provides for a small com- 
munty of no more than 30 persons leading a virtually 
self-supporting existence surrounded by kitchen gar
dens and a small poultry fann. Ofin-situ and precast 
concrete construaion, with exposed-aggregate storey- 
height precast outer wall panels, the building stands on 
a sloping Site cut and filled so that part is two storeys 
m height Vago says of its douWe cloistered courtyard 
plan with comdors.' “It works like a madvne.'' And 
through the s/mp/ioty ond clarity of its design this 
remark can be rienrfy understood. Though inexpensive. 
the building is careful^ detailed. Noteworthy is the 
ingenious three-level window / ventlator / shade detail 
that IS repeated throughout its living accommodaPon. 
This composes fixed and lifbng louvred meto/ scroens 
to provide shade, with sliding windows behind that 
retfoct into the ccMty wall system.
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Governor's Residence, Bank of 
Algeria, EUBiar 1949

Through a ptrewor connection Vogo wos able to cany 
out a small worte pn^ect for the Bank of Algeria tn 
1949. In due course this led to further comm/ssrons 
and he became architect to the bank until Algena 
attained ifKteperTdence, The house buik for the gover
nor of the bank at BJ-Biar displayed a unique combi
nation of Modem ond traditional North Africon ele
ments. A walled residence overlooking tl-Biar from ns- 
ing ground on the larKfward side, the house is built 
around a heavtly shaded central courtyard, its plain 
wh/te walls and arched openings achieve the serene 
simplicity ofade Chinco pointing. The intenor and fur
nishings are urKompromisingly Modem with few Arab 
decorative elements.

•i"’

Bank of Algeria, Sousse 1949

A fine neo<lassic structure In concrete with stone 
facings, this wos the first complete hank des/gned by 
Vago. The undecorated attenuated columns of the 
portico are worthy of note.

34



Central Bank of Tunisia, Tunis
1953

This /arge bank building encloses two inner courtyards
containing 100-year-cld palm trees which were care
fully preserved. The undecorated stone cladding of
the building, together with Its non'ow, deeply recessed
windows show the degree of dimatJc adjustment
achieved within the Modem canon. After indepen
dence the building become the headquarters of a
government department
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Two Houses at Hydra, Algiers 
1954

Vago's last buildings in North Afnca were these two 
rendered concrete villas with bakonies and deeply 
recessed windows. T?>e intenors of the two houses 
were designed by jaques Dumond.

Les Sablons Master Plan, Le 
Mans 1954 (Executed 1961-71)

7?iis project to create o new town for 25.000 per
sons on previous flooded hnd on the outskirts of Le 
Mans wos planned by Pierre Vogo and executed by 
more than 20 architects over a penod of 10 years. 
Considerat^e earth mowng work wos undertaken to 
recover and landscape the large site from the flood 
plain and create a lake by damming the over The 
development consisted of mixed density high and low 
nse housing for tow and middle income families, with 
district heating schools, shops arxl community ser
vices all built at the same time. In later /eois the 
excellent overall planning good buildings and well 
wooded environment made the area increasingly 
attractive to higher income tenonts. Subsetjuentiy a 
large hotel was built to sen^e the site.



Reconstruction of Arles and
Lavera 1948-52
School at Tarascon 1948

The redevelopment of the war-damaged area on 
the north bank of the Rhone adjacent to a new 
bridge over the river at Arles was master planned 
and designed by Vago for the municipality. The 
buildings included 300 houses and shops, a new 
public square and a church (nght). The architect 
also rebuilt a damaged residential district at Lavera 
and built a new school (bottom) at Tarascon near
by. The uncompromisingly Modem appearance of 
the school, with its pilotis and horizontal fenestra
tion, attracted much opposition but the project was 
successfully completed and became popular.
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Le Ronceray Estate, Le Mans 
1954

Descnbed by Vogo as "the chec^st buildings I ever 
designed in my life", the 1,050 apartment units and 
shopping centre at Le Ronceray were laid out on a 
shpirrg site with long articulated rows of apartments 
enclosing green publ< areas with mature trees. Using 
concrete construction, inset GRC panels which took 
only 24 hours to harden, and only three types of win
dow. the four storey apartment blocks were designed 
to achieve the maximum possible facade modelling 
by the use of recessed balconies, fush windows and 
gniled permanent ventilatjon apertures
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Residence du Parc, Le Mans 
1960-62

This eight storey reinfomed concrete maisonette and 
apartment block was desired to incorporate the 
wide variety of unit plans first explored in Berlin. The 
highly modelled facade rejects different apartment 
layouts inside as well as the existence of double 
height /lying rooms looking out onto balconies.
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Hansaviertel Apartment Block, 
West Berlin 1957

Conto»/i»fig 59 aportments. bi/t laid out according to 
14 different apartment plans, this eight-story con
crete building raised on pibtis and with roof gardens 
above was Vogo s invited contnbutkm to the Interbau 
housing demonstration district commissioned by the 
Berlin city authorities A/though intended for low 
irKome tenants, a cost ovenvn of 15 per cent on the 
building was permitted in order to achieve a hitter 
standard of pnish. Other contributors to Interbau 
included Le Corbusier. Alvar Aalto, Oscar Niemeyer, 
Walter Gropius. Arne Jacobsen. Hans Scharoun and 
Frederick Yortce.
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Apartment House» Rue 
Erlanger, Paris 1957

Pierre Vogos onty building in Pans, th/s 56 apartment 
strvcture wos designed for a private developer. The 
mam facade of the building was distinguished by the 
manner in which its profecting bofconies and storey- 
height windows formed an abstract pattern of light 
and shade derived fijnciionally from the varied plans 
behind them. Today Vago reflects that this develop
ment was so successful financially that more money 
could have been spent on matenals and ^nishes
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University Library, Bonn, West 
Germany 1958

This building wc?s the outcome of an invited competi
tion in which Pierre Vago was one of on^ two foreign 
architects invited to compete wrth e<ght German prac
tices to des^ a central hbrary for the ^eatfy entorged 
university of Bonn. His winning design was executed in 
association with the Gerrrxjn architect Fritz Bome- 
mann. The building is in some ways reminiscent of 
V'agos Horth Afncan work, hut executed with a 
^eater variety of materials, including timber kith ceil
ings and decorative glass mosoic wall finishes There 
were also difficult technical pfoWems with three bose- 
ment floors containing a maximum of 5 million books 
located behw the level of a nearby river (See section 
and plans below). Vago remembers today that the 
mechanical handling system devised to raise books 
from the stacks to the reading rooms, which ore open- 
planned around a central courtyard, operated at the 
then very high speed of 7 mihutes per volume.
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Masterplan and Buildings for 
Lille University 1964-74

Part of the enormous French new un/ve/sfty building 
programme thot was to play such an imponderable 
pan in the events of May 1968. the new Lille univer
sity for 16,500 students in the faculties of literature 
and law was masterplanned and executed by Pierre 
Vogo over a period of 10 years. From the outset the 
design assunred a vertical and honzontal p/onn»ng 
module of 7.2 metnes and the roof area of the 
numerous interconnected buildings generated suffi
cient rainwater run-off to feed a large lake in the 
centre of the campus. Designed to operate as a 
'commuter college'. Lille incorporated large car parks 
and was s/ted dose to a major road leading to the 
centre of the c/t/. fn no other project did Vago go to 
greoter extremes in an attempt to wring expressive 
modelling shadowing and graduations of colour out 
of stepped changes of level and conventional con
crete frame buildings clad in gloss with precost con
crete spondrel pone/s. To the same end he also 
incorporated an unprecedented number of works of 
art including fnezes by Singier. a 7 metre-high steel 
sculpture by Lardera and a 20 metre-long ceramic 
mural by his wife Nicole Cormier-Vago (left). Interxd- 
ed onginally to bridge the mom rood passing by the 
entrance to the campus the central access route 
linking the main buildings stopped short of this for 
many years Subsequently a bridge was buik but not 
correctly aligned with the original as sketch plan and 
aerial photo below show.



Water Tower, Hartigues 1955

Ths o/most constfucowst project for a combined 
restaurant, exhibition gallery and low and high pres
sure water reservoirs was rejected by the heal build- 
irtg control authonties on the grounds that its forest 
of thin p>restressed concrete support co/umns and 
thin reservoir walls were an ‘untried medium' and 
would require prohibitively expensive testing.

New Operating Suite, St 
Michael's Clinic, Toulouse 1959

Despfte its small size and unprepossessing external 
appearoTKe this ang/e-story 450m^ building is one of 
the most ingenious and odvarKed ever executed by 
Vago. His task wos to dea'gn and enclose four inter
linked operating theatres under opDmum sterilised 
conditions.
After studying operating theatre design in a number 
of new European hospitals. Vago concluded that the 
best system was that employed by the FrorKO-Ameri- 
can architea Paul Nelson at the Saint L6 military 
hospital completed in 1950. Nelson had introduced 
the idea of domical concrete-shell operabng theatres 
with /Tush-mounted lighting to reduce the internal sur
face area of the operating rooms and make them 
eosier to keep stente. But one of the problems at 
Saint Ld was heat build-up caused by the lamps In 
pnnciple Vago adopted the ‘Nelson Unit', as it was 
then ca//ed, Put improved it in a number of ways 
Concealing all plumbing and wiring in service zones 
between and above the operating theotres. he also 
adopted doser-fitt/ng. fozenge-shope domes that not 
only required half as many spotlights but included 
equipment to programme their operation so that 
unnecessary lights would never be switched on. Next 
he placed watertight glass lenses in front of each 
spotlight so thot a woter circulation system could be 
installed in the roof zone above the theatres to trfckJe 
water down the outer surfoces of the domes for 
evaporative cooling. Finally he introduced a system of 
vwo-woy drawers and X-ray viewing windows that 
greatly decreased movements in and out of the oper
ating dieotres by surgical and support staff. The 
result wos a highly efficient and hygienic system that 
is still in use.
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Pierre Vago: A Biography

Bom Budap>est 1910 
Family moved to Rome 1919 
Studied at the Ecole des Beaux-Arts and the Ecole 
Speciale d'Architecture. Pans 1928-1932 
Private practice Paris 1934-39 and 1945-85 
Editor L'Archftecture d'Aupurd'hui 1931-1949, Presi
dent of the Editorial Board 1949-68 
Founder International Union of Architects (UIA) 
1948. Secretary General 1948-65. Honora^ Presi
dent 1969-
Founder of International Academy of Architecture 
and Vice President 1981-

Selected Projects
1932 Prefabricated steel house. Ej^osition de 

I'Habition, Paris
1936 Architect of French Exhibition, Milan 

Triennale
Architect's Club. Paris World Exhibition 
Artes. Tarascon, Beaucaire master plans 
Headquarters of the Bank of Algeria 
Pans
Central Bank of Tunisia, Tunis
Renovation of town centre, Le Mans
Basilica at Lourdes
Library of the University of Bonn
Hansaviertel apartment building, Berlin
Les Sablons district of Le Mans
University of Lille
Sinai Sancturary project Egypt

1937
1945
1948

Sinai Sanctuary 1980
1953
1955In many ways the most remarkable of aH Pierre Vago's 

projects, this scheme onginated after Egyptian presi
dent Anwar Sodot's historic visit to Israel following the 
Camp David Accords of 1979. The intent/on was to 
mark the return of the Sinai Uj Egypt in 1982 with the 
opening of a re/igious sanctuary serving Arabs, Chris
tians and jews built at the foot of the 2,600 metre 
yVlount Kaiherino near the Sonto Katherina monastery. 
The project was conceived ot a meeting in Athens 
between Pierre Vago. the Jewish architect Al Mansfeld. 
and the Egyptian Moslem architect EJ Rimaly. After 
one week of cofKerted effort a scheme wos devised 
with three terrtptes m the characteristic shapes of the 
three religions standing upon o phnth bid out using a 
triongjbr grid. A model of this design wos shown to 
President Sadat who received it widi enthusiosm ond 
inspected the site with the architects using an Egyp
tian Mihtary helcopter flying fhm on Israeli desert 
oirsthp. The desi^ was then worked up m detail. But 
ome passed and governmental authonsotion to carry 
out the work never amved The assassination of Anwar 
Sadat in 1981 put an end to the prefect

195^^58
1956

1961-71
1971-72
1980
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THE MIRACLE 
OF JENA

Design is still in the Newtonian 
age, architecture in the pre-Coper- 
nican, or so it seems when reac
tion triumphs and progress is dis
missed as vandalism. Yet the 
design implications of the Ein- 
steinian universe are not 
unknown. Richard Buckminster 
Fuller, whose first geodesic dome 
was assembled in 1948, grasped 
at the new structural principles it 
offered. What is virtually 
unknown is that Dr Walter 
Bauersfeld, a scientist working at 
the Carl Zeiss factory in Jena, 
Germany, had designed and built 
a geodesic structure over 20 years 
before. In this abridged extract 
from his forthcoming book. 
Architecture from Projection 
(Anabas Verlag, Giessen 1993), 
Joachim Krausse describes the 
event and its consequences. The 
translation is by Peter Norman.

t

V \

The object that was to spark off one of the 
greatest revolutions in building history, like 
its originator, does not make an appearance 
in the history of architecture. The structure 
that Walter Bauersfeld designed at the Carl 
Zeiss Company in Jena after the First World 
War and which became known throughout 
the world as the Zeiss-projection planetarium 
has only been recorded as pan of the history 
of civil engineering. It is here, in the history 
of concrete construction that our object is to 
be found, as the first application of mono- 
coque construction or "shell building”. By 
“shells” one understands curved surfaces 
which arc cast or sprayed in a thin layer of 
concrete and possess a high load-bearing

capacity. A model in nature is provided by 
the shell of an egg. With monocoque con
struction, an element was introduced into 
architecture which had not hitherto been 
known. Of interest to us in what follows, are 
the starting point and the conjunction of cir
cumstances from which this innovation 
emerged. The point of contact linking, in this 
instance, optics and scientific instrument
making with building.

In 1913 Carl Zeiss Jena had received the 
contract to build a planetarium for the 
Deutsches Museum then under construction 
in Munich, the first museum of science and 
technology in Germany. The museum’s 
founder and director Oskar von Miller was

(Above right) The first geodesic dome. The iron 
framework of the test planetarium, which was 
demonstrated in 1924 on the roof of the Carl Zeiss 
factory in Jena.
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Bauersfeld’s first sketch for a star projecting 
machine. From manuscript May 5. 1920.

obsessed by the idea of getting the general 
public to understand the scarcely imaginable 
processes of science and technology through 
appropriate models and exhibits.

Miller had a feeling for the experimental 
dimension of machines, instruments and 
experimental arrays, and enjoyed such things 
as dioramas, mise$-en-scene and special 
effects. For the planetarium, he wanted “a 
journey through the Copernican universe” - 
while of course retaining the greatest possible 
degree of scientific accuracy. The observer 
should be placed at the centre of cosmic 
events, in such a way that he can comfortably 
follow the simulated movements of the heav
enly bodies with the naked eye.

On the basis of considerations like these, 
Carl Zeiss in Jena was commissioned to build 
two models of the heavens. The first was a 
so-called Copernican Planetarium, a panor
amic room 9 metres in diameter with, on the 
ceiling, a mechanical model of our planetary 
system in which the Sun and the planets, rep
resented by shining globes of vary ing size and 
brightness, hang down from the mechanism 
as from a ri^ing-loft in the theatre, with the 
fixed-star background painted as a panorama 
of the zodiac on the enclosing wall and 
starlight penetrating the interior from fila
ment lamps behind tiny openings.

The second model that Oskar von Nhller 
commissioned from Zeiss was to “place the 
viewer, in accordance with the ideas held by 
the astronomers of antiquity, on Earth, con
ceived as being at rest, on a fixed platform 
which was to be built inside a large, rotating 
tin globe, the sphere of the fixed stars and the 
planets of the ancients attached to special 
mechanisms were to be moved inside this 
globe in accordance with their apparent 
paths.”

This second model was to be constructed 
at the Zeiss factory by Dr Walter Bauersfeld, 
an engineer who was at home in the sp>ecialist 
field of optics and precision engineering.
Work on this project was interrupted during 
the First World War, but was taken up again 
after the end of the War. Then, over the next 
five years, the projection planetarium took 
shape as the exemplar of a modern Universe 
simulator.

The failure of the first mechanical experi
ments had let Bauersfeld to the following 
conclusion: “to obtain a faithful replica of 
nature seems to be out of the question so long
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(Above left) Patented projecting machine; the 
geodesic divided sphere provides light beams for 
fixed stars, the cylinder contains moving spot 
lamps for the planets.
(Above) Mechanical engineers with the prototype 
of the projecting machine in the Zeiss factory 1923.

as one insists on achieving the objective with 
heavy machinery, that is, with equipment that 
will never be equal to the task of convincingly 
reproducing that mysterious and sounditss 
world-movement of nature.” Bauersfeld’s 
plan simply stood the problem on its head: 
“The basic idea of the solution was to make 
the shell of the sphere fixed and produce an 
image of all the stars on its inner surface by 
means of a system of projectors set up close 
to the centre of the sphere. For this, it was 
necessary to colour the surface of the sphere 
above the horizon white in order for it to 
receive the projected images. Below the hori
zon, on the other hand, special measures had 
to be taken to render the images invisible.” 
We see here how the possibilities for omnidi-

PictuK sources:
Archive of the author;
Betriebsarchiv Carl Zeiss Jena. With special thanks to Edith 
Hellmuthi
Archives of The Dyckerhoff & Widmann company, Munich; 
Archives of Schott & Gen. Jena. With special thanks to Adel- 
heid Rentsch;
Archives of Carl Zeiss Oberkochen. With special thanks to 
Dr Wd^ng Pfeiffer.
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(Above} Atwood Celestial Sphere, Chicago 1913. 
The starry sky was simulated by a rotating sphere 
of brass.
(Above right) Projecting machine in the centre of a 
hemispherical screen: a light space simulator, 1924.

rcctional photographic projection form the 
starling point for a revolutionary' construc
tion. It followed the projection idea that 
Bauersfeld not only had to develop a new and 
- because it had to be programmable - quite 
complicated type of photographic projector, 
but also a new, spherically curved projection 
screen. There was no immediate precedent for 
either. The approach to a solution was not 
found until after the War, but wartime expe
riences nevertheless seem to have prepared 
the way for it.

If one wants to get an idea of the scale of 
magnitude of arms commissions in the optics 
industry, it is sufficient to visualize that for 
every gun barrel - be it a cannon, machine 
gun or rifle - there was a telescopic device - 
be it telemeter, periscope or field glass. The 
number of photographs taken in the War 
came close to the number of projectiles fired. 
Optics came to occupy a complementary 
position alongside ballistics.

It was in particular the air war, the use of 
airships and aircraft both for reconnaissance

and for air attacks, that threw up new prob
lems for equipment and instrument making. 
There emerged the tasks of constructing and 
rapidly manufacturing very precise instru
ments for determining the direction and speed 
of aircraft, and the construction of sighting 
devices in which the correct angle could be 
obtained without calculations.

TTie aeroplane had turned the four-dimen
sional time-space continuum into a reality.

The first people for whom this concept of 
space and time had a practical validity were 
the flyers. To them, and to nobody else, the 
Earth also appears as a flying object. But not 
only did the validity of the concepts of abso
lute space, time and movement come to an 
end here, but also the geometry of Euclidean

space.
The alteration of the experience of space 

for those beyond the small circle of aviation 
pioneers and members of the avant-garde 
became complete during the years of the First 
World War. The possibility of attacks from 
the air gave rise to its inverse: the need for air
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Zeiss factory 1924. On top of the roof (right) the 
dome of the planetarium.

defence. It was anti-aircraft barteries, with 
their guided fire mechanisms, that provided 
the model for cybernetics and the develop
ment of computers. Computers, which are a 
result of the search for a solution to the pre
diction problem of AA fire, have their fore
runners in relatively simple analogue calculat
ing machines, which had already been devel
oped for air defence during the First World 
War. In the 4-D space-time continuum, aim
ing by eye was no longer sufficient.

In optics the methods developed for aerial 
reconnaissance, especially precise aerial pho
tographs with special cameras and sensitive 
plates and films, refined the procedures for 
searching for moving objects which could not 
be seen with the naked eye. As telescopic 
observation glasses became more and more 
efficient for the task of locating aircraft even 
at high altitude, reconnaissance flights were 
deferred until the hours of dusk or darkness. 
“This led to the creation of devices by which 
the enemy’s movements could be made out 
even in the dark.” This was written by Zeiss 
worker and former Captain Leineweber, and 
it was the Zeiss Company that - together 
with Goerz-developed and manufactured 
so-called optical aids for the military. The 
extent to which the Zeiss people were con
vinced of their technical superiority during 
the War is revealed in the following com
ment: “Even though, as captured equipment 
showed, our opponents were not negligent in 
technological development, nonetheless it can 
be rightly stated that we remained far ahead 
of them in the field of optics.”

Bauersfeld’s projector thus had the charac
teristics of a searchlight that reproduced in a 
relatively small mechanism in the centre of a 
sphere the patterns of movement traced on a 
large scale by the stars and planets. The appa
ratus integrated the various projectors for the 
fixed stars, the Milky Way and the planets. 
Sun, Moon and the other planets were simu
lated by separate planet projectors which 
were stacked on top of one another around 
the ellipse axis. The Milky Way was project
ed independently of the fixed stars, because in 
its case - as opposed to the projection of the 
stars with its sharp images - it was a question 
of hazy outlines and nebulous patches.

The image of the fixed stars was created 
by means of a special purpose-built projector 
consisting of a spherical bowl half a metre in 
diameter. A lamp in the centre served as a

(Aboiv left) Walter Bauersfeld (1879-1960), direc
tor and chief engineer of the Optical Works. Carl 
Zeiss Jena invented the projection planetarium and 
a new method of lightweight construction for 
domes and vaults. Photo: before 1914.
(Above) Improved projecting machine, designed by 
Bauersfeld/Villiger. From 1926 on this type was 
produced in several series.

common light source for the projectors, 
which rested like spray nozzles on 31 round 
openings in the spherical bowl. Each one 
exactly mapped a hexagonal or pentagonal 
section of the image of the fixed star back
ground onto a section of the spherical projec
tion wall.

Bauersfeld describes the structure of the 
sphere as follows: “If one starts with the 
familiar regular solid whose surface consists 
of 20 equilateral triangles, and makes a 
straight cut across each of the 12 vertices 
which this solid possesses, then 20 hexagons 
and 12 pentagons are formed on the surface.
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With the cuts in the right places it is easy to 
ensure that the circles circumscribing the pen
tagons and hexagons are all equal. If one then 
imagines the edges of this solid projected out 
from the centre onto a spherical surface with 
the same centre, then the division of the 
sphere as described is formed.”

We are still here dealing with the descrip
tion of the projector, but note that this also 
applies to the structure of the reticulated 
sphere that encloses the room as a projection 
screen. The 31 sectional images of the night 
sky with 4,500 individually visible fixed stars 
on the cut faces of the polyhedral projection - 
the 32nd surface is occupied by the axis - fit 
together on this screen in such a way that an 
overall image free of gaps or distortion is 
formed. There is thus nothing accidental 
about the correspondence between the projec
tor and the projection wall; it derives rather 
from the concept of projective geometry. The 
regular polyhedron which Bauersfeld chose as 
the shape of his projector could be replaced 
by another regular polyhedron, for example a 
tetrahedron, octahedron, cube, etc without 
altering the principle.

This method of projecting a regular poly
hedron onto the surrounding sphere creates 
on the latter’s surface a neuvork of lines 
which is known as geodesic, because the 
edges all lie on great circles, or “getHlesics”. 
Their radius is the radius of the sphere. But 
the geometric structure that Bauersfeld used 
in practice for the shape of his spherical pro
jector, as well as that of the projection wall, 
was now also to become the structure for an 
architectural solution: the supporting struc
ture for the dome of the planetarium. Bauers- 
feld thereby became the pioneer of a form of 
construction from which two revolutionary 
developments immediately followed: light
weight supporting structures, which were 
later developed so successfully by Konrad 
Wachsmann, Richard Buckminster Fuller, 
Max Mengeringhausen and many others; and 
monocoque construction, which opened up 
completely new possibilities for reinforced 
concrete in coping with large spans. It was 
the optician and precision engineer Bauersfeld 
who introduced this development, even 
though it belongs entirely in the field of 
building construction.

The novelty has very ordinary roots. 
Bauersfeld informs us about the circum
stances: “In 1922 the first planetarium mech-

Platietarium opened for 
public in 1926. Some 
dozens of Zeiss Plane- 
lartum buildings were 
erected jII over the 
world. In the 60s they 
also became training 
centres for astronauts.

Planetarium jena, dome 
under construction, 
iron framework for the 
dome completed.
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Jena planetarium; scaffolding inside the dome. 
Concrete sprayed onto formwork from outside.

anism, which had been developed for the 
Deutsches Museum in Munich, was nearing 
completion. It was to be set up in Munich in 
a hemispherical room about 10 metres in 
diameter. For mounting and testing purposes, 
a similar spherical room was needed in Jena. 
Since no indoor space large enough for this 
purpose was available, a light-weight spheri
cal building had to be erected outdoors, and 
needed to stand up to the effects of wind and 
weather at least for a few months. At first we 
thought of a construction along the lines of a 
circus tent. But that was ruled out because 
canvas, like all textiles at that time of very 
high inflation, was much too expensive. By 
contrast, steel, being a purely German prod
uct, was very low in price. So we ended up 
going for a steel construction. Since we 
attached great importance to creating the 
hemispherical shape very exactly, the con
struction of a hemispherical network out of 
steel rods seemed to us to be the most 
promising building technique.”

The Jena network dome was a model of 
radical light-weight construction. The struc
ture had to be light, because there was no 
space for the construction except on the roof 
of the Zeiss factory. Bauersfeld describes the 
unique properties of this light-weight sup
porting structure thus: “Although it appears 
very fragile, it is strong enough for a number 
of people to be able to clamber about on it 
without any noticeable deformations occur
ring - and it is composed only of iron rods 80 
X 20 mm in cross-section and about 60 cm in 
length. The essential feature is the configura
tion of the nodal points. The rods stand on 
end, they are grooved at the ends and are 
held firmly together by round plates fitted 
with appropriate necks. A high degree of 
rigidity of the nodes was thereby achieved. 
The dead weight amounted to only nine kg 
per square metre. Of course, the lengths of 
the rods had to be very exact, with a toler
ance of some 1/20 mm, in order for the 
spherical shape to work out exactly. Some 50 
different lengths of rod were required, and 
getting on for 4,000 rods in total. You will 
recognise in these details the involvement of 
the designer geared towards precision engi
neering.”

Zeiss obtained a patent for Bauersfeld’s 
nodal construction. It takes account of the 
fact that “in a network, the various nodes by 
no means present the same geometrical pat

Zeiss Planetarium Jena.
by the archi

tects Schreiter &
Schlag 192S.

Design of Zeiss Plane
tarium Jena; section
and plan, I92S.

tern at every point. The number of rods is not 
the same at all nodal points, and the same is 
true of the angles of inclination of the rods to 
each other and to the plates.” In order to 
guarantee this, the Zeiss nodes have notches 
running around the plates and the rods have 
ball pivots. The two angles in space are there
fore not fixed in advance; the node can be 
used both for varying geometric figures and 
for differing sphere radii.

The time was not yet ripe for this structure
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(Below) First industrial use of 'Schalenbauweise' 
(skin-construction) for a dome at the Schott glass
works in Jena, 1924. The dome has 40ni clear 
span, its concrete shell is only 6cm thick. iMter on 
'Schalenhauweise' was successfully employed for 
industrial plants, hangars and market halls.

(Bottom left) Adolf Meyer, the Bauhaus master and 
partner of Walter Gropius, projected a building for 
Planetarium Jena in 1925. He estimated the inven
tion of Bauersfeld as revolutionary and introduced 
the Schalenhauweise in Frankfurt when he moved 
therefrom Weimar 192M26.

to set, and which had also only very recently 
been introduced into concrete construction.”

In this way, it was possible to produce 
thin-walled dome shells with which even 
large spans could be vaulted. The Munich 
Planetarium had a diameter of 10 metres, the 
first Zeiss dome on the factory roof 16 m, the 
second for the neighbouring glass factory 
Schott and Gen 40 m; the later polygonal 
domes, for example that of the Market Hall 
in Leipzig, which created the effect of 
opened-out umbrellas, each had a diameter of 
76 m, more than Max Berg’s Centenary Hall 
in Breslau, with only a third of the weight. 
The Schott Dome, at 40 m, came close to the 
span of St Peter’s in Rome, which is 42.6 m. 
The shell had a wall width of only 6 cm, and 
weighed only 330 tonnes, a thirtieth of the 
weight of St Peter’s dome at 10,000 tonnes. 
Around 1930 there were already plans for 
shell domes with a span of 150 m. And it is 
likely that Speer’s design for a Congress Hal! 
for the capital city “Germania", crowned 
with a dome of 250 m in diameter, could 
only have been built using the technology of 
monocoque construction. In any event, there 
was a proposal in existence by the Dywidag 
monocoque builder Franz Dischinger for a 
concrete dome with double shells, which even 
made allowance for bomb strikes.

A number of further steps were still neces
sary in order to make monocoque construc
tion practicable for usable building of every 
kind, and these steps were made as a result 
of the cotjperation between Bauersfeld on the 
one hand and Dywidag’s construction engi

neers.

to be covered with light alloy panels or fibre-
glass, as was done experimentally by Richard
Buckminster Fuller after the Second World
War. On the other hand, there was already in
Germany a developed concrete industry
which was increasingly competing with iron
and steel construction.

One of the leading concrete building firms.
Dyckerhoff & Widmann AG, (Dywidag), had
already done various building work for Zeiss. 
It was natural for Bauersfeld to consult the
people from Dywidag about manufacturing 
the shell. At first he assumed that the surface 
could be filled in with plaster. But since the 
smoothest possible surface was needed for the 
projection, another idea took shape: “namely 
the spraying on of a concrete mixture using 
the shotcrete technique. This concrete spray
ing technique had only been developed a 
short time before, but had yielded very good 
results. The smooth inner surface was to be 
achieved by fitting a wooden casing with 
spherical curvature onto the network from 
the inside, so that the wire mesh and the rod 
structure itself were completely encased in 
concrete. The spherical shape offered the fur
ther advantage that the wooden casing, which 
was to be made about 3 x 3 m in size, could 
be removed after the concrete had hardened 
and used several times for the same purpose. 
By happy circumstance, there was also the 
possibility of using very finely ground 
cement, which only required a very short time

Diagram comparing dome construction: 1. Dome 
of St Peter's in Rome. 2. Max Berg's ‘Jahrhiin- 
derthalle' in Breslau J. Schott dome as example for 
‘Schalenhauweise’. The diagram was published by 
the collaborator of Bauersfeld the civil engineer F 
Dischinger of Dyckerhoff & Widmann in 192S.

A major step was made with the discovery 
that not only double-curved shells - such as 
the sphere - can be made using moncKoque 
construction techniques, but also simple 
curved shells, such as cylinders, which can 
easily be erected over rectangular ground- 
plans. This opened up the enormous field of 
contracts for hall buildings to this construc
tion technique; market halls, exhibition and 
trade halls, railway stations and hangars - for 
all these building tasks the Zeiss-Dywidag 
method was used. And more patents were 
files.
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Another major discovery was made on the 
occasion of the 1926 Gesolel Exhibition in 
Diisseldorf: that the network no longer need
ed to be concreted into the shell, and could 
therefore be re-used. The tetrahedral support-
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Design af the triangulated network of iron rods for 
the dome of Zeiss planetarium. Designer: Bauers- 
feld and Dischinger. Patent holders were Zeiss and 
the Dyckerhoff & Widmann company, specialist 
reinforced concrete consultants for the German con
struction industry.

Buckminster Fuller's Patent application for 
geodesic domes was dated December 12, 1951.
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construcriona! and aesthetic experiences for 
architecture. This took place principally in 
the USA, through the work of R Buckminster 
Fuller, who - like Bauersfeld ~ had developed 
his geodesic dome constructions out of the 
ideal of projection. During the Second World 
War he was employed at the Board of Eco
nomic Warfare working on logistic studies; in 
1943 he published a polyhedral map projec
tion of the Earth, which, when folded and 
stuck together, formed a folding globe. In 
1951 he filed a patent for domes; like Bauers- 
fcld’s his Geodesic Dome was once again cre
ated through the projection of an icosahedron 
onto the circumscribed sphere. In the follow
ing 30 years more than 300,000 geodesic 
domes were built: from the radar stations of 
the DEW Line to the US Pavilion in Montreal 
in 1967. They have become the symbols of 
the most diverse currents and movements all 
over the world.

(association; egg in eggcup), the more conven
tional design of the building actually erected, 
with its ring of colonnades and wide entrance 
hall on supporting columns, makes allusion to 
the Roman model of the Pantheon. It had not 
been understood that the dome had removed 
all justification for the existence of the column 

as a support.
Adolf Meyer had recognised the relation

ship with the natural sciences, and in a short 
article for the first volume of the Werkbund 
journal Die Form in 1925 stated; “The dome 
buildings of the Zeiss planetariums are, 
because of the audacity and grace of their 
construction, among the most remarkable 
phenomena in the field of the architecture 
and engineering of the age, and their influ
ence on architecture as a whole cannot yet be 
foreseen.”

It took nearly another 30 years for this 
knowledge to be converted into a series of

ing rod structure now serves only to hold the 
formwork on which the actual concrete shell 
is applied with normal reinforcement.

The first architect to understand these revo
lutionary developments was Adolf Meyer, the 
Bauhaus architect and for many years the asso
ciate of Walter Gropius. Meyer, whose impor
tance for the development of modem architec
ture has up to now been totally undervalued - 
a result in part of his early death in 1929 - was 
deeply involved in the new construction 
method, and in the work he did in Frankfurt 
for the city, he erected some remarkable build
ings using monocoque techniques. When a 
competition was advertised for designs for the 
public planetarium in the Prinzessinnengarten 
in Jena, Adolf Meyer took part. But in 1926 a 
design was picked for execution which was not 
Meyer’s but that of Schreiter & Schlag. While 
Meyer parabolically superelevates the shell 
slightly and thereby emphasizes it as a shape □
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DECLINE
AND FALL

The 60 year-old four-lane mororways are 
being doubled in width at frenzied speed and 
the right-angled exits are being replaced with 
cloverleaf crossings. All over what was East 
Germany oil is replacing brown coal, 
ramshackle trams are being replaced with 
modern ones, and smoking two-stroke cars 
are giving place to catalysed Western models. 
But still the slowness of transport and com
munications in the East betrays the 40-year 
timelag that separates life there from the 
West. Leipzig has industry and a world 
famous symphony orchestra, but its airport is 
rudimentary; still host to a static display of 
ancient Russian aircraft; still crowded with 
people gathered just to watch the planes 
arrive and depart. Every day package tour 
operators transport East Germans abroad for 
the first time in their lives. At Leipzig they 
board the planes in state of wild excitement. 
Families wave them off with tears in their 
eyes. Freedom to travel is something they 
were denied for more than a generation.

Jena is a city of 100,000 people roughly 
midway between Leipzig and Frankfurt, its 
history distinguished only by the defeat inflict
ed upon the Prussians there by Napoleon in 
1806; and the name of the optical company 
founded there by Carl Zeiss 40 years later.
For more than a century, under four succes
sive German regimes, the name Carl Zeiss was 
synonymous with the name of Jena; it was the 
place where Zeiss the precision optician, Abbe 
the scientist, and Schott the glass maker came 
together to create the world’s first scientific 
optical manufacturing industry.

From its humble beginnings in 1846, Carl 
Zeiss Jena prospered and grew. For nearly a 
hundred years the factory expanded and its 
products developed in sophistication and per
formance. As a result of this success the town 
of Jena grew rich. Its population of 7,000 in 
1866 had increased to 100,000 a century later. 
But in the first half of the twentieth century 
more and more of its business came to be 
dominated by the armed forces. With the mas
sive development of military optical and imag
ing systems, Carl Zeiss Jena became a crucial 
research and development centre for the 
defence industry. Consumers of Carl Zeiss mil
itary equipment reach back in time from the 
now defunct Warsaw Pact, through the Nazi 
period to the Weimar Republic, the armed 
forces of Imperial Germany, and even the 
Prussian army that defeated France in 1871.

Three years ago the firm of Carl Zeiss Jena employed 60,000 people 
and was the most advanced industrial manufacturing complex in East 
Germany. Now East Germany is gone and the name Carl Zeiss has 
been transported lock, stock and barrel to the West. The Hauptwerk in 
Jena, where more than 100 years ago Carl Zeiss, Ernst Abbe and Otto 
Schott combined their talents to build the world's first precision optical 
factory, is derelict. The story of its rise and fall is a microcosm of the 
fate of all the collapsed economies of the East. It is a story that con
veys the drama and the magnitude of the task of recovery and recon
struction that confronts the European Community.

'Tunnel building' 
HI2, erected over 
the street between 
Building 11 and 
Building 9
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The growth and fate of the Hauptwerk at jena. 
Top left 1896; lop right 1912; abore left 1930; 
above, bomb damage I94S

regain its former reputation.
Somehow, by methods that are now barely 

remembered, all this was done. By the late 
1950s Carl Zeiss Jena, redesignated a Volks 
Eigener Betrieh (VEB or people’s enterprise), 
was again a power in the world of precision 
optics. From then until the reunification of 
Germany the industry centred on Jena was 
the jewel in the crown of the East German 
economy, the country’s one first-class, high- 
tech industry. Universally acknowledged to 
be one of the world’s largest and best preci
sion optica! manufacturers, for years the firm 
produced advanced military and aerospace, 
medical, commercial and consumer optical 
equipment for export. In the 1980s it led the 
way into the new fields of micro-electronic, 
laser and computer imaging being pioneered 
in the West. The first microchips manufac
tured in the Eastern bloc were made by Carl 
Zeiss Jena. Even today, with the ComFx'on

The German armies that invaded Imperial 
Russia in 1914 and the Soviet Union in 1941 
were equipped with Zeiss gunsights, binocu
lars, rangefinders and artillery predictors.

With the second great defeat of Germany 
at the end of the World War in 1945, Jena 
was occupied by the United States Army, and 
the most advanced Zeiss optical equipment 
and many key Zeiss Personnel were spirited 
away to the West. Then the area was 
adjudged to be in the Soviet zone of Germany 
and the Americans handed it over to the Red 
Army, who completed the sacking of the 
Zeiss factories, taking the remaining equip
ment and all fixtures and fittings, including 
toilets, water tanks and the entire heating sys
tem, back to Russia. It was not until the for
mation of the East German state in 1949 that 
the plant could painstakingly begin to be 
repaired, the lost machine tools reconstructed 
and the scattered workforce reassembled to
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Block plan of the Hauptwerk 1991 (above) shows 
buildings numbered according to date of construc
tion. Block plan (right) shows demolitions.

economic system destroyed and the Soviet 
Union only a memory, Soviet-built tanks in 
use all over the world, and Soviet spacecraft 
orbiting above it are still equipped with Zeiss 
optical instruments.

All this came to an end with German 
reunification. In June 1990 Carl Zeiss Jena 
came under the control of the Treuhan- 
danstalt and began to run down its opera
tions. In the year and a half that had passed 
since German Economic and Monetary 
Reunion, the company had already divested 
itself of .10,000 workers. Then, on January 1 st 
1992, Jcnoptik GmbH and Carl Zeiss Jena 
GmbH - the post-reunification successors to 
the old East German Volks Eigener Betrieh - 
dismissed 20,000 of their employees.

Although it was not wholly unexpected, 
this last mass sacking was a shocking event, 
throwing a quarter of the workforce of the 
city out of work on a single day. Today, what 
remains of Carl Zeiss Jena is a pale shadow of 
the powerful organisation that throughout the 
life of the East German state was a major for
eign currency earner, an underwriter of 
important scientific research, and a provider 
(throughout East Germany) of no less than 
60,000 skilled jobs. As late as 1989 Glaserne 
Fackel (“Fire from the Glass”), a costly seven- 
part serialised life of Carl Zeiss was made for 
East German television - and the sets used for 
it lovingly re-erected in the Jena optical muse
um. Today more than 50 Zeiss planetariums 
are still in operation around the world, the 
last one made in Jena was delivered to Finland 
in 1987. But today also, hundreds of the high
ly qualified scientists and technicians who 
worked on projects like this have either relo

cated to West Germany, are unemployed, or 
serve as janitors or parking attendants. Today 
the Jena technical and sales translating depart
ment, once numbering 56, has been reduced 
to three, with only the luckiest former scientif
ic translators kept on as secretaries or tour 
guides for the Carl Zeiss Optical Museum, a 
now neglected building which still opens regu
larly every day even though the faaory that 
produced its exhibits is closed.

In its VEB form Carl Zeiss Jena had five 
factories administered from the Hauptwerk, 
the original Zeiss factory that was steadily 
enlarged over a period of 100 years until it 
became a 10 hectare labyrinth of interconnect
ed office, laboratory and factory buildings 
occupying the very centre of the city. Like the 
satellite factories in and around Jena - the 
Sudwerk, Goschwitz, and two other factories 
whose buildings were demolished in 1990 and 
whose sites are now being developed into 
business parks - the Hauptwerk was an indus
trial fortress, operating a security system 
whereby employees were allowed to bring 
nothing into the factory, nor to take anything 
out. In order to enforce this rule, special lock
ers were supplied outside the gates where 
workers could store their private possessions. 
Some of these lockers still remain.

Today Sudwerk still employs 1,500 people 
on optical maintenance work, and Goschwitz 
another 1,700 on p>eacetime developments of 
laser and microelectronic imaging. But at the 
Hauptwerk, despite the retention of its tall 
administrative building and its rooftop obser
vatory - used up until two years ago to 
demonstrate mirror telescopes - all optical 
work has ceased except for a small start-up

Security lockers and "Trabbie ‘ (below) are relics of 
old regime. Roof of B9 (bottom) was site of ftrst 
ever planetarium.



computer imaging consultancy located in an 
abandoned building that hopes to specialise in 
facilities management systems. In the adminis
trative offices only a few key staff have been 
retained under the direction of Doktor Spath, 
the former premier of Baden-Wiimemburg, 
now chairman of JcnOptik GmbH and the 
government appointed saviour of Thuringia, 
where the unemployment rate is now a daunt
ing 30 per cent. His project now, among 
many, is to demolish, gut and partially refur
bish the whole Hauptwerk site so that it can 
take its place as a transformed element in the 
new United German economy.

Because the Hauptwerk grew by accretion 
instead of by planning, its layout follows the 
original central Jena street pattern. The oper
ation went as follows: first the narrow streets 
were taken over, then taller buildings 
replaced the houses either side of them, then 
the tall buildings were bridged across, one to 
another at upper levels and tunnelled together 
from basement to basement, and then finally 
single-storey barrel-vaulted concrete buildings 
were placed nor only on the roofs of the tall 
blocks, but along the lines of the enclosed 
streets at ground level. This process, effective
ly ended in 1945 - although one final tall 
building and an elaborate externally ducted 
steam district heating system was added as 
part of the refurbishment of the complex in 
the 1950s. From then on building mainte
nance was minimal and acres of blistered 
black roofing felt attest to 30 years of inade
quately resourced attempts to make good the 
ravages of time and neglect.

Although at the time of writing about a 
third of the Hauptwerk has already been 
demolished, the buildings that survive span 
the history of the factory in the twentieth cen
tury. In fact because all the earliest buildings 
were replaced before the end of the nine
teenth century, they are a living museum of 
the German industrial architecture of the 60 
years up to the commencement of terminal 
neglea in 1945. Today the oldest surviving 
brick laboratories date from the 1898, while 
the youngest structure, the former 14-storey 
Research and Development building, now 
undergoing conversion into new office and 
retail space, was completed in 1959.

Throughout the four regimes that have 
governed the eastern part of Germany during 
the last 90 years, Carl Zeiss retained an 
unique and simple system of building dcsigna-
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iTop left) Concrete fins over stairwell of Bll, now 
demolished. (Top right) Emil Fahrenkamp's B29, 
reglazed hut still impressive. (Centre) Original 
drawing of now demolished Bll. (Above) Details 
of B29 before renovation

tion based on the year of construction. Thus 
the brick-built Bau 98 fronting onto the Carl 
Zeiss Strasse is the oldest surviving structure 
in the Hauptwerk, having been built in 1898. 
It is not however destined to survive the pre
sent redevelopment programme as its design 
and construction is not considered sufficiently 
meritorious. Two slightly later buildings near
by, Bau 6 and Bau 7 (built respectively in 
1906 and 1907) are believed to be the first 
reinforced concrete buildings ever constructed 
in Germany. They were erected according to 
the Hennebeque patent by the Nuremberg 
firm of Dyckerhoff und Widmann, builders of
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which are six-storey structures by Dyckerhoff 
and Widmann - the first still boasting the 
now disused rooftop observatory and the sec
ond some elegantly curved concrete vaulting 
to its penthouse - and Bau 15, another elabo
rately vaulted concrete structure fronting 
onto the Schiller-Strasse that once incorporat
ed a fire station.

Undoubtedly the most distinguished sur
vivor in architectural terms will be Bau 29, 
built in 1929. With its elegant early Modern 
bronze entrance portal, this 10-storey, 10,000 
square metre office building was designed by 
Emil Fahrenkamp, architect of the famous 
Berlin Bewag building, one of the few large 
Modern structures in the German capital to 
survive World War Two intact. Another sur
vivor from the opposite end of the pre-war 
spectrum is to be the uniquely unnumbered 
15-storey Carl Zeiss Jena Hochhaus, a 
stripped classical administrative tower erected 
in 1935. This building, along with the former 
research and development building, will form 
the nucleus of the new commercial and retail 
developments planned for the site.

The principal casualties of the demolition 
programme are two relatively early concrete

many later buildings at Carl Zeiss Jena and 
pioneers of shell concrete construction.

Later concrete buildings slated to be saved 
from demolition include Bau 12 (1912), an 
octagonal structure that once served as the 
administrative offices for the whole complex, 
which is destined to become part of a new 
hotel. Bau 10 and Bau 13 (1910 and 1913),

Obsert'atory on roof of BIO (below) and B29 
entrance detail (below right) are unique features
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Carl Zeiss Jena's most fatuous products,planetari- 
um projectors, under construction in 1976

structures Bau 9 and Bau 11 - the first of 
which once boasted the first planetarium in 
the world on its roof (see preceding article) - 
and a complex of smaller buildings on the 
Northern perimeter of the site built between 
1915 and 1925. In addition, all the emergency 
low concrete vaulted structures built along the 
street lines between the buildings are sched
uled to disappear, as are the basements, com
municating tunnels, underground storage 
tanks and storage areas, which are heavily 
polluted with chemicals.

The destruction of the Hauptwerk in its 
present form is viewed with mixed feelings by 
the people of Jena, for the influence of the 
optical factory upon the city was so pervasive 
for so long that it is difficult to separate one 
from the other. The influence of Zeiss, Abbe 
and Schott extends outwards from the factory 
to the complex of Jena community buildings 
built by the Carl Zeiss Foundation and 
indeed through the very names of the streets 
themselves. Even if the Hauptwerk were to 
disappear completely, the impact of the opti
cal industry upon Jena would still be power
fully evident.

Today, as a half derelict complex of build

ings, the Hauptwerk is imposing and enigmatic 
rather than attractive. Like the abandoned 
industry of Britain’s once powerful Midlands 
and North, it is part of the legacy of another 
world order, one that has lost its relevance and 
power with the speed of the undoing of a magic 
spell. Like that other talisman of East Ger
many, the immensely tall chimneys of the lig
nite-burning heating systems with their associ
ated fumes, smog and pollution, the great fac
tories of Jena demand a “New Deal” that must 
be as rapid and complete as any that any gov
ernment has ever successfully undertaken. With 
so many former Zeiss employees forcibly 
retired on 60 per cent of their last year’s take 
home pay, it is hardly surprising that the con
version of the great factory town into a service 
industry centre of offices, hotels and shops is 
viewed with scepticism. And yet it is not impos
sible. As the histoiy of the optical industry in 
Jena shows, the city has survived destruction 
before and risen to power again. But as the 
West German administrators of the bankrupt 
Carl Zeiss Jena estate know only too well, only 
a speedy achievement of prosperity and full 
employment can really bring about a burial of 
the past enshrined in those gaunt buildings. □
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A NEW BEGINNING
ht August 1991 DEGW were asked by Dr Lothar Spdth, the new chairman of Carl Zeiss Jena, to look at 
the Hauptwerk and its existing buildings and suggest how best to refurbish or redevelop the site. By then 
Carl Zeiss Jena was bankrupt and in need of radical re-structuring for the future. Geoff Scotting of DEG W 
Berlin explains what happened next.

ture company was formed to act as a project 
management vehicle for the property interests 
of the re-formed company, JenOptik. The 
joint venture was between DEGW and IFB, a 
multi-disciplinary Stuttgart firm of engineers 
and architects. This project management 
company, JenProjekt, was established in Jena 
and has the task of procurring all project 
management, design consultancy and con
struction services for JenOptik over a diverse 
range of sites and buildings, of which the 
Hauptwerk site is one, with an added remit 
to employ local skills.

DEGW’s study was undertaken in Jena and 
London by the Urban Planning group who 
suggested that they should produce a develop
ment strategy for what was really needed, a 
vision for regeneration. In parallel with this 
DEGW undertook a comparison study of a 
West German city of similar size, Erlangen, 
dominated by Siemens as Jena had been domi
nated by Carl Zeiss. This gave a profile of the 
sort of commercial and social facilities lacking 
in Jena which could confidently form part of 
the thinking for redevelopment of the site.

The development strategy was presented in 
October 1991 and set out its main objectives: 
•To realise the employment potential of the 

site;
•To create development strategies for short, 
medium and long term action;

•To create a development framework within 
which decisions can be taken;

•To identify issues in need of more detailed 
investigation;

•To set the agenda for discussions with the 
planning authorities.

As well as detailed analysis, option studies 
and a phased implementation strategy the 
study succeeded in providing a vision, its cen
trepiece being a simple 1:1000 scale model of 
the site and its surroundings showing the 
existing buildings. During a presentation of 
Dr Spath and senior Carl Zeiss management 
some of the existing buildings were lifted out 
and replaced by a model diagram of a new 
business quarter for the city. This had the 
unexpected effect of an instant design con
tract signed on the spot to continue work on 
a masterplan, and the formation of the means 
for implementation.

At the suggestion of Dr Spath a joint ven

Implementation
For DEGW the project moved on to an excit
ing but uncertain second phase in November 
1991. It was clear that the momentum had to 
shift from London to Jena and three DEGW 
architects moved to a site office to ensure a 
closer link with JenProjekt and the client, and 
to ensure that the future proposals responded 
to both the physical and social reality of the 
city. Some urgency was injected into the pro
ject when in December the majority of the 
workforce on the site were made redundant 
and the once bustling city within a city 
became quiet and awaited its future.

The nature of the work changed and the 
first construction job came out of DEGW’s 
suggested strategy to open up the private road 
bisecting the site to public use and a designed 
150 metre long hoarding was required to 
shield a first phase demolition site. This led on 
to proposals for the conversion of the empty 
fire station on the site into an exhibition and 
investor centre for JenOptik to act as a focus 
for their activities in attracting investors, inter
nationally, to invest in Jena and Thuringen.
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Aerial perspective of 
the original site before 
redevelopment

Aerial perspective of 
the original masterplan, 
November 1991
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The original masterplan 
for the south site; com
pleted in December 
1991, since revised.

Perspective views of the 
original nuisterplan of 
the south site.
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Proffressire implementation of the master plan 
from maximum demolition (left) to completion

(Below left) Site plan.
first phase complete;
south site fully devel
oped, north site partial
ly developed.
(Below) Site plan, sec
ond phase complete;
whole HaupUverk site
developed.

The South site
The initial development strategy had outlined 
the South site (south of the new public road) 
as an opportunity to quickly provide sites for 
inner city commercial users and give confi
dence to the regeneration strategy. The build
ings on the South site were the least attractive 
for refurbishment except at the two ends, an 
attractive 1912 hexagonal tower and an 
imposing 1929 “Bauhaus" building designed 
by Emil Fahrenkamp, architect of the Shell- 
haus in Berlin. The buildings between were in 
poor condition, polluted by the production 
process for which they were built. The idea of 
keeping the ends, or “bookends”, seemed 
attractive and won support from the client 
and planning authority.

DEGW’s South site masterplan completed 
in March 1992 followed a series of meetings

with potential investors and the planning 
authorities and established a hotel location 
onto Carl Zeiss Platz across from the Volk- 
shaus, a fine local landmark. Two depart
ment stores and offices above were located to 
the East confirming the new public street as a 
major new shopping street for Jena. It was 
made clear by the planning authority and 
both agreed and welcomed l;y JenOptik that 
the commercial uses on the South site were 
to be seen to both support and fund more 
social uses on the North site where a greater 
concentration of retained buildings could 
potentially house low cost, low rent, non
commercial activities. JenOptik concluded 
that the most desirable strategy was to sell 
off the South sites and use the revenue to 
fund refurbishment and conversion of build
ings on the North site.

The North site
The first phase of DEGW’s North site master- 
plan was completed in May 1992 following a 
two day workshop held in Jena during which 
various options were presented and discussed 
by the invited participants including the client, 
potential investors and users, the city and the 
university. The resulting three options will be 
evaluated against the stated goals:
•Integration into the existing city centre;
•The creation of a distinctive urban centre; 
•The integration of naturally mixed social, 
educational and cultural uses;

•The creation of a new public open space.
The North site masterplanning is expected 

to continue in September 1992 following 
feedback from the workshop and more 
derailed consideration from the client and 
potential users of the site.
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Perspective of hotel 
looking north towards 
entrance and showing 
retained tower building.

The hotel
The third phase of DEGW’s involvement in the 
Hauptwerk site commenced in June 1992 
when detailed proposals were sought by 
JenOptik and an investor to show how a 220 
bedroom, four star hotel could be designed for 
the attractive but difficult sire overlooking the 
Volkshaus and incorporating the retained 
hexagonal tower. Seven months of living in 
hotels in Eastern Germany and Berlin had well 
prepared the newly formed Berlin Architecture 
group to the design task and a solution based 
on an H plan bedroom block was quickly 
selected from the alternatives presented.

The H plan form with its fragmented eleva
tion onto Carl Zeiss platz drew some criticism 
from the conservation authority who felt that 
the existing solid elevation onto the square 
should be retained. Further studies including a 
sketch model and perspective views were re
presented to them and they agreed that the 
proposals were both complimentary to the 
informal nature of the square and allowed a 
new and better relationship between the tower 
and its surrounding buildings.

The exploration of the form of the hotel 
naturally led on to an exploration of the form 
of the abutting department store and its rela
tionship to the street and DEGW were asked 
to provide detailed proposals for this building 
and its underground car parking. The hotel 
design is however further advanced and pre
liminary architectural studies suggest an 
architecture both “modern” in style yet with 
materials that fit happily into the street and 
the urban framework, including render, grey 
limestone, white windows and side-panels, 
and lead roofs.

Together the hotel and department

store/office building total 25,000 square 
metres with 4,000 square metres of under
ground car parking and will create up to 900 
jobs with varying skills accessible to a wide 
range of local people. It will have a contract 
value of approximately 75 million 
Deutschmarks and a completion date of Jan
uary 1995.

(Below left) Hotel ground floor plan. 
(Below) Typical floor plan
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with its appearance dominated by lateral 
rows of metal louvres and a roof consisting of 
four large glistening barrel vaults, the new 
library is positioned to dominate a rudimen
tary square paved with grey concrete bricks, 
over which it is able to impose a modest but 
undeniable sense of order.

In the dismal and unruly surroundings of 
Cranfield this is no mean achievement, but it 
pales into insignificance compared to what is 
achieved within. The inside of the building, 
whose library component appears to be 
organised on the increasingly popular good
bye books, hello monitors principle, is far 
more conclusive. Once through the large 
diameter revolving door and into the atrium, 
the Cranfield chaos without is forgotten.
Here is everything that the conventional 
library is not, and a working environment of 
extraordinary serenity and elegance. With a 
steel framed and clad roof system atop a con
crete frame that is painted externally, fair- 
faced internally and clad in glass, the building 
makes as eloquent a use of reinforced natural 
light at its own diminutive scale as Stansted 
Terminal does to the power of ten.

Like all non-roof serviced Foster buildings, 
Cranfield is an experience in the quality of 
light as much as it is an experience in the 
quality of space. As a design principle Ken 
Shuttleworth, the Foster Partner responsible 
for the design, decided early on that all solar 
shading would be positioned outside the 
envelope. This decision has had interesting 
results. Toplighting through the roof has a 
distinctly Stanstedian feel about it, with 
ridged glass rooflights built up above the 
apex of the barrel vaults admitting “raw” 
daylight, and internal “seagulls” as the deli
cate winged baffles are called, bouncing this 
off the profiled curved metal ceiling panels.

The sidelighting of the building is modu
lated in different ways. To the South the view 
out through the entrance to the brick-paved 
square is almost completely clear, because a 
large projecting roof portico is there to shade 
the glass. To East and West, on either side, 
the views out from the upper library floors 
are equally unobstructed, but they are split 
up by broad, outrigged metal louvres into 
rectangular slots, ensuring that the closest 
existing buildings on those sides are largely 
obscured, either by louvres or trees. Only to 
the North, where no solar shading is neces
sary, is the view from the administrative

JEWEL 
ON THE 
GROUND

A small building by the recent standards of Sir Norman Foster & Part
ners, the new library at Cranfield opened in October 1992 is a fasci
nating study in the use of minimal variations to achieve maximum 
visual effect. The interior, with its combination of concrete and steel 
structure and its splendid glass staircase, is particularly impressive.

Cranfield Institute of Technology, k>cated on 
the site of an old RAF base near Milton 
Keynes, is an unexpected hangover from the 
post-war Labour government. Founded in 
1946 by Sir Stafford Cripps, it was intended 
to become an international centre for the 
study of aeronautics, a field in which Britain 
was then a world leader. That was nearly 50 
years ago and today the Institute is greatly 
changed. Since 1969 it has been a chartered 
university specialising in management as well 
as aeronautics, and now it boasts the largest 
contract research income of any such institu
tion in the country. About the only thing 
about Cranfield that has not changed is the 
quality of its buildings, which range from 
pre-war RAF vernacular to various combina
tions of hangars and sheds.

Presented with the opportunity of £7 mil
lion from the Department of Education and 
Science to transform this situation, Cranfield 
opted for a new library designed by Sir Nor
man Foster & Partners. At 3,000 square 
metres on three floors the building is not 
large by Foster standards, but it is large 
enough and elegant enough to transform 
beyond recognition the quarter of the Cran
field campus in which it is to be found. Of 
composite steel and concrete construction,

1-

9
Louvre-shaded side wall with fritted glass.
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First and second floor 
interior (left).
Form imposes order on 
an unruly site (below).

offices unmodulated and uniformly dismal. 
This view however was a choice of the Cran- 
field staff themselves.

Because the new library will be used by 
some 7,500 postgraduate and professional 
development students each year, together 
with 400 academic and research staff, and 
because the Cranfield campus “has no heart”, 
as chief librarian John Blagden succinctly 
puts it, an unique social function has been 
incorporated into the building. The large grey 
slate-floored entrance hall boasts an extreme
ly long stainless steel bar and coffee servery 
with seating that is intended to spread outside 
as well during summer months. This unusual 
combination of restaurant and library is feasi
ble because none of the seven kilometres of 
open shelving is located on the ground floor - 
although the small seminar rooms there are 
partitioned in stack-bonded concrete that can 
easily be taken down to provide expansion 
space for the dense bays of compact shelving 
that adjoin them.

Unquestionably the dominant feature of 
the three-storey interior public space in the 
new Cranfield library is the glass staircase, 
with its treads supported on stainless steel 
spreaders from two square section steel 
beams between ground and first floor, and a 
single beam from first to second. This stair
case, at first sight too large and glamorous- 
seeming for a quiet library building, is in fact 
carefully muted with silicon mounting pads 
for every tread.

Though eagerly described by Cranfield 
enthusiasts as a library of the future, it is per
haps instructive that this building is only part
ly air conditioned and will rely on an undis
closed mix of paper-based and remote and 
direct electronic information servicing when it 
comes fully on stream in 1993. The building is 
fully networked for information technology 
even though it has no raised floors; access to 
data points being located around the perime
ter on first and second floors where false ceil
ings are also fitted between the downstand

fairfaced concrete beams.
Even if the surroundings of the new Cran- 

field library were not so undistinguished it 
would still represent a considerable architec
tural success. Internally, the quality of light 
and space beneath the long public barrel 
vaulted section, with its floor decks ringing 
the central atrium void and its neatly offset 
revolving entrance doors, is worthy of the 
master at his best. □
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VOICES
FROM
RIO

Young architecture hi Rio de Janeiro is a carnival of 
mixed languages, poetic expressions and traditions. 
But beneath this colourful surface it is structured by 
several conceptions that are fundamental to Brazilian 
culture as a whole. Among these are a mythological 
approach to reality; the natural integration of Man 
into nature and the importance of the Heroic Mod
ern period of the 1960s. These are the most influen
tial sources of inspiration. Or, to put it another way, 
Myth, Nature and Modernism are the strongest 
Brazilian conceptual determinants.X

Sculptures and Extinct Cultures. Thus exhibi
tions of Vasco Acioli’s works find their place 
somewhere between conceptual installations 
and a paleontological museum.
GS: In ancient cultures there was a specific 
belief that all objects of reality, even those 
made up of “dead matter", possessed a soul 
and lived their own secret life. Do you share 
this animistic belief at least in relation to your 
works?
VA: It is more than sharing. I believe that 
every object in this world possesses what is 
called Anima. I think that all inanimate 
objects have this kind of soul, including those 
that I create myself, and I am absolutely sure 
that every one of us is sometimes able to 
share this idea. Imagine you are very close to 
a big piece of rock, and it is warmed by the 
sun and you touch it... Don’t you catch your
self thinking for a second that it is alive and 
animated?
Does this belief, which determines the basic 
conception of your work, have some roots in 
local mythology, either contemporary, or of

Israel Nunes, one of the young architects pre
sented below, had warned me that to under
stand Brazilian culture and art “your sensitiv
ity is the only possible key. Either you 
respond to it, in which case you don’t need 
the language, or, if not, you shouldn’t try to 
speculate about it.” Following this formula, it 
seemed wiser not to risk speculation, but to 
select young architects whose works represent 
most clearly the poles of Brazilian architec
ture, and let them speak for themselves. The 
presentation of these polarities should allow 
the reader to reconstruct the whole field, if he 
has the “key”...

Ex-Culture of Vasco Acioli
Although working as an architect, Vasco 
Azevedo de Acioli is best known as the 
author of series of conceptual sculptures. His 
works resemble fantastic creatures from other 
worlds and are made up of ready-made ele
ments and products from industrial and 
building design. The name Ex-Cultures that 
he has chosen seems to be an amalgam of
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Far left: Fibrodonte 
Mandibulares - a 
Creature by Vasco 
Acioli. Centre and 
right: Fragments of 
life in the world of 
Vasco Acioli.
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Far left and aboit: Jardin Botanico House by 
Flavia Farrias and Israel Nunes, 1990. Fragments 
with garden sculptural wall and the terrace. 
Beloii': TV Centre house in Parati by Isabel de 
Metlo. 1988.

the Pre-Columbian Indians, or of the Macum- 
ba people?
Well, yes, there are lots of influences from 
traditional ideologies expressed in fairy tales, 
legends, beliefs, prejudices etc. In fact my 
creatures live their ambivalent lives simulta
neously as sculptures and as species of extinct 
cultures. This is reflected in their names. For 
example, when 1 want to appoint a certain 
creature of mine to guard the Church doors, 1 
call it Cerberus Vaticanesis. So it is an exam
ple of how mythology is present in my works. 
If one of the sources of your poetics lies in the 
mythological world, then can we consider the 
cultural area of the modem science-fiction lit
erature, thrillers, horror films, as the second? 
This is a valid point. It is exactly a type of 
crisscross thinking in which high technology 
and archaeology, or paleontology, are equal.
I used to study these kind of things a lot, not 
only because they interest me, but also 
because I am crazy about science fiction 
books and movies. I love images in general, 
and specially moving images extracted out of

strange worlds. Films like Alien, and Blade 
Runner, even old things, for example. Lost in 
Space etc inspire my imagination more than 
anything else. I*m very influenced by this kind 
of information.
What comes Brst: the other worlds, which 
then you populate with your creatures; or 
vice-versa, the species, from which you then 
reconstruct the conditions of life, behaviour, 
type of environment etc?
Well, T suppose first comes the creature. But 
of course all of them participate in the imagi
native Universe, which is already established 
in my mind. So I already know what kind of 
world this creature will inhabit. But all of 
them have their own personality, their own 
energetic sources, their own diet, if you like. 
Here we come very close to the problem of 
the imaginative dimensions of the artist's 
world, to the essence of its poetic order.
What are the rules of your artistic reality?
1 can give you an example. Once, I was mar
ried, and my wife and I used to take turns at 
washing the dishes. When it was my turn, I
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tify the age of her buildings: they are just 
pieces of architecture that belong to any time. 
GS: Isabel, your houses look almost as natu
ral formations, grown out of place and time. 
Is it your conscious intention to hide the age 
of your works, to simulate natural and artless 
origins?
IdM: Because I love Nature, I use traditional 
languages of architectural forms as my own 
expression. And through these forms, 
colours, materials, I try to express the sensi
tivity of the surrounding nature: the light, the 
air, the trees. I search for the magic of natural 
harmony with the world. I am trying through 
my architecture, to integrate people with 
Nature, Man with the Earth.
I found several very inventive combinations 
of types in your houses. Among the most 
original devices one can place you wall-wnn- 
dow-door hybrids. What is the aim of such 
mixtures?
The house plays the role of a filter that regu
lates the extent of natural influences on the 
man. This shelter-filter is ambiguous: the wall 
separates the cultivated from the wild but, at 
the same time, the windows in this wall give 
access to light, air, sound etc. So, both the 
wall and the window work as a filter, a 
dosage mechanism of external influences. 
That is why I prefer the integration between 
the wall and the windows. I design walls 
which can be converted into windows or 
doors, or vice versa.
Another transformation is seen in your stair
cases. Besides the provision of the vertical 
communication, your staircases usually play 
the role of “light-carrier”, or “light-wells”... 
The staircase is always the most exciting 
problem in my work because it is the natural 
integrator of many processes and dimensions: 
of the horizontal and the vertical, of the out
side and the inside, even of the sky and the 
earth. That is why 1 often use the staircase as 
a filter element and thus 1 integrate it with

used to stack the washed things in a specific 
way: one dish here, and then two bridges of 
knives, and another dish, and a formation of 
cups - one on this side, and one on the other 
- a metre away, and then another bridge of 
knives, and another dish... A composition, in 
fact, combining all together: the dishes, the 
services, the stone and even the marble of the 
kitchen. And my wife would become crazy 
when she got home: all that was form to me, 
a part of the art in life, was an amorphic mess 
for her. And she destroyed everything. So I 
think that the rules of imagination play the 
role of universal order in any kind of art.
Yes, I suppose this was a question of differ
ences between yours and your wife’s notions 
of Chaos: for her you were a source of disor
der, and vice versa.
No, there is an immanent hidden order in 
everything, even in what we call Chaos. The 
logic inside the Chaos is the logic of acciden
tal changes that may start a process of struc
turing and growing. There is some order in 
anything that is growing, that is alive and, as 
you know, I suggest that everything is alive.

Works by Vasco Acioli. Above - a project for a 
new one, Igneofagus Barathrensts, which springs 
up from higher temperatures.

Houses for All Times of Isabel de Mello
As an architect working mainly in the field of 
restoration and reconstruction of historical 
buildings, Isabel Christina Verissimo de 
Mello is a connoisseur of the historical tradi
tions in the architecture of Brazil. Her archi
tecture is an example, of how most innova
tive works can be made out of most tradition
al architectural languages. Isabel’s inventive 
fantasy gives birth to original types and forms 
which appear through the hybridization of 
conventional elements: walls, doors, staircas
es, windows. These features place Isabel’s 
architecture close to some of the architectural 
inventions of Louis Kahn, to his philosophy 
of turning back to the origins of architecture, 
to “volume zero” of architectural history. 
Perhaps because of this, one can hardly iden
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Works by Isabel de Meilo. Left arid below left: TV
Centre house in Parati. Terrace and fragment of
elevation. Below right; Own house in Parati, 1990.
Bottom: House in Hanta Teresa, Rio de Janeiro,
1989. The ‘‘wall-window'' effect.

windows or other lighting devices. This
results into something like windows open to
the sky which work also like natural ventila
tion machines for the whole house.
Do you also use the integration process in the
aesthetic sense, I mean the poetic interaction
between the natural and the artificial?
Beside Nature, the most impKJrtant thing is
Beauty. I am trying to create beautiful spaces
that can provoke emotions, nostalgia for a
harmony which has been lost. The beauty
inside the house and the beauty outside it.
The latter is the natural landscape. 1 think
that the window views have to be selected.
formed and framed like paintings, paintings
which are alive. Part of the magic of the
house lies in its integration with the land
scape through its windows.
To which existing trend of architectural cul
ture or philosophy would you attach your
own work?
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- the lexicon of expressions from the heroic 
period of Braiilian Modernist architecture in 
the 1960s. But your own architectural culture 
has been formed in Europe in the PoMo 
years. How do you combine these two 
sources of inspiration?
F&I: Yes, we return to post-war architecture, 
which I would call the classical architecture 
of Brazil. We feel ourselves deeply influenced 
by its strength, by the way it reflected tradi
tional Brazilian culture. This means that we 
worked out a very high artistic and social 
standard in architecture during the 1960s, 
and today after the stagnation period of the 
military governments, we hope to reach it 
again. So it then seems natural that we con
sciously refer to the architecture of that peri
od. This does not in any way contradict our 
personal intentions and aspirations to reflect 
the present-day moment of our culture as 
well.
What about the contemporary European 
architectural sources for you work?
We lived in Europe two years ago, and we 
have some understanding of architecture in 
Europe. 1 had a scholarship in Rome, and 
I’ve done one specialization in computer 
graphics, and after that we lived in London, 
in Paris, and in Lisbon. The Architectural 
Association school in London has taught me 
a lot. I even worked for some period in Zaha 
Hadid's office in London. But it is one thing 
to be taught to understand, another is to 
know how to feel. Our way of feeling the 
architectural object comes from our Brazilian 
sensitivity.
How do you use this sensitivity as a design 
instrument?
Sometimes we use it to find new functional 
explanations for an architectural form which 
has appeared in our work for purely aesthetic- 
reasons. When we start working on a project, 
the most important thing is to formulate the 
spatial and formal interaction of the site with 
the building, then you have to think what 
your client will feel inside that new spatial 
interrelationship.
Do you programme the way in which your 
clients understand your architecture? Do you 
teach your clients architectural languages? 
Yes, something like that, because I think that 
the architect has to influence the client him
self, to shape his understanding of form and

Works by Flavin Farrias and Israel Nunes. Above: 
House in llheus Bahia. Project 1991. Belou/: Sub
urban House in Rio de Janeiro. Project 1991.

I don’t know... To none. I often think that 
the creation of architecture is an intellectual 
game whose task is to establish an equilibri
um between the numerous conditions neces
sary for human life, starting with climate, 
light and relief, and ending with the psychol
ogy of the inhabitants. I do not look for 
many variants in the process of this game. I 
look for the one decision that leads to the 
best result. That is my philosophy of architec
ture. You may call it “philosophy of integra
tion”, an integration of Man into Nature.

Sensitive Architecture of Fiavia and Israei
Flavia Farias and Israel Nunes represent the 
most European looking pole of Brazilian 
young architecture, perhaps because of their 
wide professional experience in Italy, Portu
gal, France and England. But what differen
tiates their work from the present day Euro
pean avant-garde, is their obvious preference 
for the sensitive instead of the speculative 
approach to the design process. This feature 
links the works of Flavia and Israel to the 
expressive Modernism of the Brazilian '60s, 
putting them in the wider context of the 
Latin American version of Modernism - 
colourful and sensitive, inventive and for
mally unlimited.
GS: When we speak of Brazilian architectural 
imagery, we usually picture in our minds 
strong colours, simple volumes, plastic forms

space.
But reaching is something different. When
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Hai'u Farrias and Israel Nunes: }ardin Botanico 
House in Rio de Janeiro, 1990. Fragments from 
interior spaces and staircase to terrace.

we want to explain our piece of architecture 
to somebody, we don’t talk much. We just 
take the person and walk with him through 
the building, leaving him to experience the 
spaces and forms himself, to experience his 
own feelings about it.
So may be speaking is not that important? 
Quite honestly, we prefer to experience 
things by feeling them, rather than by speak
ing. If you want to grasp this house - just do 
it, feel it.
Can we say that you are trying to do real 
things and not signifiers?
I think this is the exact formula. It is more 
important for us to produce than to signify 
production. Brazil is unique in comparison 
with other countries. Sensitivity is the only 
possible key to the reality of its culture.
Either you have got this key, and you don’t 
need any language, or, if not, you shouldn’t 
try to speak or speculate about it. The same 
applies to the Brazilian art, and particularly 
to our work too. □
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TOMORROW’S
WORLD

A good causCi a crusade, a think-tank, a centre of rest
less iconoclasnt and innovation - or the last bastion of 
the true values and traditions of the Modern Move- 
mentf The tiny, but vastly influential, London-based 
practice Future Systems is all these, and more, writes 
Kenneth PoivelL Thirteen years after it was founded by 
Jan Kaplicky and David Nixon, and nearly a decade 
after Kaplicky’s departure from Foster Associates gave 
it a fully independent existence. Future Systems is 
beginning to build.

Back in 1987 Richard Rogers described 
Future Systems as “optimistically involved in 
glorifying today’s life.” He went on to say; 
“when looking at their work it is possible to 
glimpse the future". Five years later, the 
future looks, perhaps, less inviting, and 
Future Systems has certainly shed its uncloud
ed optimism in favour of a more critical view 
of twenty-first century possibilities. The 
advent of Amanda Levete (ex-Rogers) in 
1989 - the beginning of a seamless personal 
and professional partnership with Kaplicky - 
and the gradual withdrawal of David Nixon 
to concentrate on work with NASA in the 
United States has transformed the practice. 
Levete’s hard-headed practicality and urge to 
build leaven Kaplicky's occasional pessimism 
and visionary impatience with the “real” 
world. Not so long ago, Future Systems was 
in danger of becoming a latter-day Archi- 
gram, a rich source of visual imagery and 
visionary ideas on which lesser minds grazed 
freely. Now the images and ideas are becom
ing reality, and in a way which might not 
have been anticipated 10 years ago.

Not that Kaplicky accepts that any of his 
work is impractical - rather the opposite. 
“F.verything we do is well-engineered above 
everything else, and designed to be built”, he

Project H2 Coexistence 
tower, 1984
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Project 166 The Green Building, 1990Protect IS8 The Spire, 1988

insists. This is as true of the 150 storey “Q>- 
existence” tower project or the 480 metre 
“Spire” designed for London’s Hyde Park (as a 
late twentieth century response to the Eiffel 
Tower) as of the scries of cheap, portable living 
spaces which incorporate the principles of 
state-of-the-art automobile and boat design. 
Kaplicky seems surprised, indignant even, that 
the bigger schemes have remained on paper. 
British Telecom showed some initial interest in 
the “Spire” but soon backed off. “Eiffel could 
do it a century ago - why not today?”, he asks.

Future Systems’ involvement in the Biblio- 
theque de France competition a few years ago 
provided a tantalising encounter with an 
architectural scene where grand visions do 
become reality. Kaplicky and Levete (a major 
contributor to the scheme) finally look second 
place to Dominique Perrault, but their admi
ration of the “true internationalism of France 
- utterly absent in Britain” outweighs their 
disappointment at the outcome. The Athens 
Museum competition is another matter: “a 
disaster”, says Kaplicky. Arguably the most 
“contextual” as well as the most innovative of 
the submissions, their entry was unplaced.

The Paris and Athens schemes were signifi
cant not only for their unashamedly sculptural 
quality and their radical approach to the flexi

ble use of public and private space (an element 
also to the fore in the proposals for Grand 
Buildings in London’s Trafalgar Square) but 
equally for their approach to enviromnental 
design. “I suppKJse we weren’t very green at 
the time of the Paris competition”, says 
Kaplicky, “but we were beginning to think 
environmentally”. The use of natural draughts 
to cool the Athens building marked a strong 
emergence of green thinking in Future Sys
tems’ work and something of a break with the 
determinedly pro-technology stance with 
which they had previously been identified. 
Kaplicky and Levete’s work with Ove Arup &c 
Partners on a prototype green office building 
is “dead serious - not just an attempt to 
shock”. TTiey were surprised at the outrage 
which the proposal aroused when it was 
shown, in a montage at the recent RIBA exhi
bition of their work, constructed on a real site 
in the City of London. Kaplicky's enthusiasm 
for the cause of ecology is only blunted by his 
sincere wish to detach green issues from the 
wider conservative, anti-progress lobby which 
he has been fighting for so long.

The more considered, even cautious spirit 
in Future Systems’ recent work is not, as 
Kaplicky and Levete insist, a rejection of 
technological progress. “It’s about using well-

known, familiar materials where appropriate, 
considering cost and the impact of buildings 
on places and people”, they explain. “But 
there’s no inevitable conflict between technol
ogy and nature - what could be more finely 
engineered than a spider's web?”. “Low- 
tech” is an appropriate response in societies 
where basic shelter is still a prime require
ment. Future Systems’ work on emergency 
housing for Africa was a response to the 
recurring crises of the region. The units could 
be cheaply made and quickly erected like 
giant umbrellas, yet nobody would back their 
manufacture, not the RIBA nor the relief 
agencies. Kaplicky finds this depressing.

Two recent projects for the German cities 
of Frankfurt and Hamburg embody the new 
green thinking of the practice, but neither will 
be built. The product for a kindergarten in 
Frankfurt - a “green dome”, in effect - was 
rejected in favour of a “shoebox”. Hamburg 
look Future Systems into another new 
avenue, that of working with a major artist 
(in this case, Brian Clarke). But the scheme 
was abortive.

These were disappt>intments. This year, 
however, saw Future Systems’ first complet
ed building rise in London. The structure, a 
300 sq metre hospitality space for the Muse-
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Project 171 Bibliotheque de France 1989

Project 172 The Acropolis Museum, 1990. (Top) 
View from the interior, (centre and above) models 
of the museum

(Above) Project 139 Shelter, 1985

(Above left and left) 
Project 119 Frankfurt 
kindergarten, 1991
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Project 184 MOMI 
hospitality tent, 1991. 
Arched entrance, 
(below), and (bottom), 
diaphanous fabric over 
trusses

urn of the Moving Image on the South Bank, 
is, in fact, demountable and designed to be 
put up and taken down as needed. Designed 
with the assistance of Peter Rice, it uses a 
familiar material (GRP) in an unfamiliar 
way, as part of a tensile membrane structure 
which is very lightweight and easy to assem
ble. In use, the “tent" is a far remove from 
the dank gloominess which that word usually 

summons up.
Future Systems’ earlier work on temporary 

homes (like the “Drop” of 1989) prefigures 
the prototype caravan designed in 1991 for 
an exhibition at the Museum of Contempo
rary Art, Sydney, Australia. Three other firms 
(from Australia, Japan and the USA) were 
invited to participate - and produced bizarre 
solutions. The Future Systems caravan is seri
ously practical and designed to make use of 
well-tried boatbuilding technology. It weighs 
400 kilos and contains a lavatory, shower 
and kitchen as well as sleeping and living 
space. It could be mass-produced for around 
£10,000, but the prototype presently rests in 
Australia, where there is some hope it may be

produced in quantity.
The caravan is as sculptural as the Paris 

library design - part of a trend in the prac
tice’s work away from awkward functional
ism? “Why should architects and designers 
shy away from beauty?”, says Kaplicky, who 
believes that elegance and efficiency co-exist 
happily and cites the functionalism of nature 
in evidence. Corbusier’s Ronchamp, Wright’s 
Guggenheim and the contemporary work of 
Santiago Calatrava are quoted with approval 
by the partners as examples of natural 
expressiveness in architecture. Mention of 
Phillippe Starck brings a less sure response. 
But Starck’s attempt to remake familiar 
objects, like the toothbrush, inspires a certain 
respect. “In some ways, small objects are 
more difficult than buildings”, says Kaplicky. 
Future Systems were particularly pleased to 
be commissioned to design champagne buck
ets (“like half a mermaid”) and serving trol
leys for London’s Ivy restaurant. And, yes, 
they would like to design a toothbrush - 
sometime....

For the moment, they are thinking hard
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project 192 Hamburg UmweUbehorde, 1991

about buildings. A low-cost, ungimmicky 
house in Henfordshire, designed for an engi
neer, is nearing completion. Dug into a hill
side, it makes use of conventional techniques 
but makes no attempt to compromise with 
conventional domestic styling. Some prob
lems with the planners might have been antic
ipated. In the event, the response of the local 
authority was very simple: the scheme was 
one of the best seen in the area for many 
years, it declared, granting permission with
out delay. After the frustrations of the inter
national scene, getting a simple building of 
this sort approved and actually constructed is 
something of a tonic.

But bigger things are in prospect. Future 
Systems are currently working on a major 
commission for a house in London. The site 
(just 6 metres wide and presently vacant) is in 
Islington, part of an established, nineteenth 
century distria. Only a few really significant 
new houses have been built in London since 
the Second World War - even Richard 
Rogers lives in a remodelled nineteenth centu
ry house. There may be planning problems.
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Project 199 Brno business park. 1992

Pro/ect 183 house m Hertfordshire, 1990

Will the designs defer to the context? The job 
is certain to provide dilemmas for Kaplicky 
and Levete, but they have embarked on it 
with obvious enthusiasm.

The 1980s saw an unprecedented (even by 
Sixties standards) boom for architects work
ing in Britain. Future Systems’ only commis
sion from the development industry was a 
modest one - a gateway for an industrial 
park at Chiswick in west London, which has 
yet to be built, though it would cost only 
£100,000. There is not a practice of any size 
in the UK which is not now looking beyond 
Britain for work. Future Systems’ experience 
of the international scene is extensive, if not 
altogether happy. For Kaplicky, born in 
Prague in 1937, Eastern Europe might seem 
an obvious area of opportunity. Richard 
Rogers’ invitation to Future Systems to pre
pare a joint submission for the recent Brno 
technology park limited competition reflected 
the close association of Rogers with the prac
tice. The winner, in the event, was Peter 
Foggo, but Rogers/Future Systems have been 
awarded a “consolation prize” in the form of

the gateway building to the development. 
Their scheme deserved to win. There are 
memories of Future Systems’ Paris library: a 
determination to retain a green setting and a 
central pedestrian avenue. Other competitors 
were more anxious to embrace the car, what
ever the environmental price. While some of 
the rival proposals seemed to take their cue 
from the leaden Modernism of the last days 
of the Soviet empire, Rogers/Future Systems 
looked to the Czech Modernist tradition and 
to Mies’s Tugendhat house (close at hand in 
Brno) in particular, eschewing air condition
ing in favour of more economic natural venti
lation. The task of distilling the inspiration 
l>ehind this collaboration into one building 
(due on site early in 1993) will not be an easy 
one. It is a mark of Future Systems’ prestige 
that the collaboration is effectively that of 
equals.

The key question which underlies Future 
Systems’ work is: “why not?” The practice is 
innovative and exploratory by definition and, 
increasingly, liberated from the high-tech tra
dition in which it had its origins. As such, it

fits well into the free and undogmatic archi
tectural scene of the 1990s and sometimes 
finds common cause with some unlikely 
allies. Kaplicky and Levete find the contem
porary F'uropean scene encouraging and the 
best corrective to the insularity of Britain. 
They see their role as “fighting against a pre
vailing conservative imagery” which seeks to 
prop up outmoded social and architectural 
values. They see themselves, in the best Mod
ernist tradition, as “social” architects. Where 
will their work go next? They are uncertain - 
“but it certainly won’t go classical”. If tradi
tion is one commodity they view with suspi
cion, they are equally determined to avoid a 
lapse into the purely arbitrary, for they 
deplore the self-indulgence of the deconstruc
tionists. For the moment, their point of refer
ence seems to be nature: natural forms and 
respect for the environment. Given the stag
gering indifference of modern architects for 
several generations to the natural world, 
Kaplicky and Levete may, once more, be 
leading the way towards a redefinition of 
modern architecture. □
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Acoustics is perhaps the most recherche branch of architecture. Part 
art, part science, part instinct. The most successful acoustics architects 

invariably self-taught and that tends to make them unusual people, 
as Graham Vickers found out when he met David Binns of Sandy 
Brown Associates.

are

When the man he had been mistaken for 
eventually arrived, Binns recalls that they got 
on rather well. A friendship developed and 
this soon led to an informal professional 
alliance.

First impressions of David Binns surest that 
he is a quiet man whose international reputa
tion as an acoustics expert has perhaps been 
diligently and unspectacularly earned over the 
years. Only his floral braces offer an early 
clue that there may be more to his story.

As it turns out there is considerably more, 
much of it quite unexpected. If acoustic archi
tects are largely self-taught, Binns' getting of 
wisdom was an exceptionally colourful pro
cess that surely could only have happened in 
the 1960s.

Talking to him at the West Hampstead 
offices of Sandy Brown Associates, the firm 
of which he is a founding partner, you soon 
begin to wonder if the eponym himself might 
be dropping in too, so often is his name men
tioned.

However, Sandy Brown - jazz clarinettist, 
BBC acoustics architect, Listener columnist, 
writer of baroque letters to the unwary, 
flawed intellectual and all-round overwrought 
personality - actually died in 1975 although 
death seems to have done little to diminish the 
vigour of his legend and influence. In talking 
about the practice they started together, Binns 
frequently refers to his co-founder with obvi
ous regard and dry amusement.

“When I first met him in 1967 I knew very 
little about acoustics and he was the chief 
acoustic architect at the BBC” he says. “That 
meeting was quite accidental. My ex-wife was 
working for Cedric Price at the time, and 
Cedric had set up a conference as part of the 
Bath festival to talk about the design of con
cert halls. As an afterthought he said to me 
‘well you may as well come down too’. So I 
found myself down at Bath where in fact 1 
was immediately mistaken for Sandy Brown 
whom I hadn’t even met at that point”.

“Sandy rang me up one day, saying that he 
kept getting all these punters phoning him up 
wanting recording studios” says Binns. “This 
was in the days when the Beatles were big, the 
British recording industry was very successful 
and people were anxious to have UK record
ing studios. As a result we built quite a num
ber of them in our lunch hour. I was working 
for another firm at the time, and he was still 
working for the BBC. It all got very hilarious 
and eventually quite out of hand.”

The impression emerges of two very differ
ent unconventional personalities - Brown the 
complex extrovert and Binns the quieter sub
versive - united by the challenge of delivering 
professional services whilst having a very 
good time indeed. Brown’s antics are well 
recorded, notably in Faber's The Mejazz 
Manuscripts, a 1979 collection of his writings 
edited by Binns. Meanwhile, Binns himself 
had already tasted mild notoriety by being 
part of a group that got itself famously 
expelled from Oxford Polytechnic for 
embracing “unacceptably radical” views 
about architecture, |“J seem to recall” notes 
Binns, “we thought that architecture should 
all be very angular and black and white...”).

In 1969 Binns and Brown at last decided 
to set up their own London office in the shad
ow of what in those days was still called the 
Post Office Tower. The decision was prompt
ed by their being offered a job so large that it 
would have demanded an infinity of lunch 
hours in which to complete it.

* “It was for a chap called Shel Talmy who
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St. David's Hall, Cardiff

was a record producer” recalls Binns. “He 
had persuaded American investors to build 
what was going to be Europe’s biggest 
recording complex at the time - a four-studio 
film and recording centre on the site of the 
old Duple Coachworks factory in Hendon”.

So in 1969, with a £1,000 deposit, Sandy 
Brown Associates was launched onto the 
choppy waters of international movies and 
music. Staff were taken on and all went well 
for six months, even though the proposed site 
unexpectedly turned out to be marshland 
filled with Second World War debris. Then 
Hollywood’s fortunes turned unexpectedly 
sour and, with scant thought for the conse
quences of their action upon distant Hendon 
and a fledgling architectural practice, the 
American company pulled the plug.

“There are to this day about 150 piles 
driven into the marshland near the Welsh 
Harp reservoir” says Binns a trifle wistfully. 
“We just took a bottle of Scotch and sacked 
the staff”.

In those days the acoustics architect was 
usually someone whose expertise lay in build
ing recording studios. Certainly the field into

which Binns and Brown had made a near dis
astrous foray depended upon a continuing 
demand for such structures. Fortunately there 
was still enough of this work around for 
Sandy Brown Associates to survive the great 
Hendon debacle, although it was a close run 
thing and required an energetic salvage oper
ation led by Brown.

“The work continued to be mainly record
ing studios” Binns says. “A number of the 
major studios built in Lx>ndon at that time 
were done by us, including one for Eric Clap
ton. But gradually we were starting to collect 
other types of acoustic work as well, from 
dealing with domestic noise problems to indus
trial buildings. Although there were other indi
viduals at universities offering acoustic services 
at the time, I think we were the first firm to set 
up a serious office. In the early years we cer
tainly had very few competitors”.

Today the practice gets approximately half 
of its work abroad, a process which began as 
long ago as the early 1970s when ex-Cream 
drummer Ginger Baker commissioned them to 
build him a complete recording studio in 
Nigeria. Apparently the twin impulses for this
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partners - Neil Spring, David C Lamberty, 
Richard Galbraith and Kyri Kyriakides.

A picture emerges of a practice very differ
ent in character from the one that started so 
raffishly when the sun was gently setting on 
the swinging sixties. Today Sandy Brown 
Associates - despite premises with an exterior 
curiously redolent of an upmarket garden 
centre - looks to be a very serious business 
indeed. The field of acoustics demands inten
sive R&D, although, of necessity, this is often 
gained in the course of carrying out specific 
commissions, something which Binns says 
“excites me and sometimes annoys the client, 
who is of course paying for it”.

Several photographs of scale models are to 
be seen pinned around the office and Binns 
explains the once-common practice of build
ing eighth-size models and then bombarding 
them with 8-times speeded up sound to test 
their acoustic properties. Apparently such 
models are too expensive to build at this scale 
these days, and smaller-scale versions that 
yield less specific data are used in conjunction 
with other techniques.

Soon the suspicion arises that if you actu
ally understood the scientific processes that 
the practice uses, you would not need to hire 
them in the first place. Does acoustical exper
tise really involve the mastery of dizzying 
amounts of technical detail, or is it actually 
more seat-of-the-pants stuff? (Legend has it 
that after all the scientific acoustical measure-

exotic project were Baker’s wish to record eth
nic drum rhythms and his equally strong 
desire to distance himself from some fraught 
domestic situation. The thought occurs that 
whilst David Binns is a man quite properly 
sensitive to the dangers of wallowing in the 
past, it must be difficult for him, in these 
recessionary times, to recall Operation Ginger 
without at least some twinge of rosy nostalgia.

“I remember flying across the Sahara with 
him” he says, “eating caviare and drinking 
champagne. He just said ‘Tell me how much 
money I have to give you’. So we opened a 
bank account, he put money into it and we 
spent it”.

Those studios in Lagos also prompted the 
formation of a mechanical services unit at 
Sandy Brown Associates.

“The problems we always had with these 
studios was that they were too hot and air 
conditioning was too noisy. In self-defence, 
almost, we set up a branch of our practice to 
deal with that”.

“We later moved into Europe - two stu
dios in Berlin and one in Munich. Half our 
work in any year now is overseas - some
times it’s 60/40, but the ratio remains fairly 
stable”.

Establishing exactly how Binns acquired 
the acoustics skills he originally lacked is 
rather difficult, although he clearly learned a 
lot from Brown in the early days. Later he 
surrounded himself with highly qualified

Council chamber of the Institute of Electrical 
Engineers, London
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Acoustic model of Edinburgh Conference Centre

ments had been taken back in the practice’s 
early days of designing concert halls, Sandy 
Brown was inclined to run his own tests by 
getting out his clarinet and, so to speak, test 
driving the place).

I ask Binns a hypothetical question: what 
if a capricious tycoon wanted to acquire his 
practice and bought it l(Kk, stock and barrel 
but minus the personnel? Would the acousti
cal measuring equipment, technical records 
and databases be worth having?

“I would like to think” says Binns drily, 
“that he'd be wasting his money”.

He goes on to explain his holistic 
approach to acoustics and architecture, 
claiming that this is what won his practice the 
prestigious job of handling the temporary 
facilities at the Seoul Olympics for giant US 
network NBC.

“It was because we offered a different 
kind of service. American consultancies don’t 
provide the same kind of depth - they give a 
much more peripheral service, equivalent to 
the Beaux Arts system in Europe, particularly 
France. We were able to offer something that 
is very attractive to them - the co-ordination 
of all the technical services - not only low- 
noise air-conditioning but handling the enor
mously complicated cabling systems”.

Providing what he calls “a kind of super- 
consultancy service” has also led to a current 
TV project in Hong Kong where the practice 
is establishing all of the basic parameters and 
then teaching a local design team the essential 
elements of design integration.

Broadcasting studios have to a large extent 
nowadays overtaken the recording studios, 
although Binns is in fact currently involved in 
converting a Hampstead church into a new 
recording studio for ex-Beatle producer 
George Martin.

“It will have a wonderful, huge classical 
recording space in the original church hall” 
Binns says, clearly pleased to be back doing 
what he perhaps enjoys most. Meanwhile a 
huge list of projects, past and present, testi
fies to the sheer size of the market the prac
tice has cornered: radio centres, cinemas, TV 
and mixed media centres, independent radio 
stations, film and dubbing studios, auditoria 
and conference complexes mark the enter
tainment sector (“as in the past, entertain
ment has proved virtually recession-proof” 
Binns says). Hospitals, educational establish
ments, offices and a whole range of civic

amenities represent half as much again.
If Binns was originally the subsidiary part

ner, the man who joined with Brown to learn 
and whose name did not go on the door, he 
must take now considerable satisfaction from 
the practice’s subsequent success. Certainly 
his parents did.

“I remember when we were kicked out of 
Oxford Poly all those years ago, our tutor 
alerted Fleet Street and we had the Daily 
Telegraph people come down and take pho
tographs of us” Binns says. “I went home and 
my parents were sitting bolt upright in bed 
looking at this paper with my picture in it. 
They never really recovered from that - at 
least not until I eventually got a successful 
firm up and running”.

Anyone wondering how Binns’ architec
tural training was completed (including his 
clients who may now be nervously wondering 
if it was completed) should know that he 
later finished his architectural education at 
the AA, of which establishment he whole
heartedly approved.

“One of the things that the AA prided itself 
on - or at least one of the things that appealed 
to me - was that of the number of people who 
qualified, less than half of them ended up 
being architects” he observes. “Now, I always 
thought that was an indication of a very good 
and broad-minded course”.
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INSECURE DESIGNER: 
TIMID CRITIC

of society and ihe inevitability of class struggle. For 
Risebero it was not communism that collapsed in 
the USSR and eastern Europe but Stalinist state 
capitalism. This insistence on the continuing validi
ty of Marxist analysis gives the book an old fash
ioned, Dave Spart quality, despite the topicality of 
its subject matter.

Like his other books, Fantastic Form (the title 
comes from Marx’s description of the character of 
human relationships dominated by commodity pro
duction for profit) is a wide ranging survey. Post- 
Modernism, High-Tech, Community Architecture, 
Deconstruction, Meo-Classicism, Prince Charles - 
all are placed in the context of the decline of the 
welfare state and the rise of Thatcherism, with the 
emphasis on the political and economic backround 
rather than the architectural foreground. Many of 
the familiar line drawings take the form of econom
ic diagrams, histograms, maps and portraits of 
socialist heroes (William Morris, Rosa Luxem
bourg, Berthold Brecht, a rioter in the Boulevard St 
Germaine in 1968) rather than plans and views of 
buildings. These diagrams culminate in a two page 
flow chart entitled simply “Future Society” - a 
kind of Easiguidc to Utopia.

This is Marxism by numbers. The problem is 
that the architecture stubbornly refuses to fit the 
picture. Perhaps the Russian Constructivists really 
were creating a revolutionary architecture, but 
from then on the story is of one sell-out after 
another. Risebero is unable to point to an architec
ture of which he can wholeheartedly approve, 
unless you count a handful of timber framed hous
es by Walter Segal. Which leaves us with the not 
very original conclusion that all modern western 
architecture serves the purposes of industrial capi
talism and the bourgeoisie. It might be true that 
New Right thinkers prefer Neo-Classicism and 
property developers favour post-Modcrnism, but 
sooner or later Capitalism absorbs all styles and all 
architectural ideologies, just as it once absorbed 
Modernism.

Marxism sets out to explain the world, but it 
fails to explain the heterogeneous character of the 
architecture of the last 25 years, or even the single 
most important architectural event of the period - 
the collapse of the Modernist consensus in the late 
1960s. Perhaps the real explanation is staring Rise
bero in the face. The world is still an evil place and 
it still needs changing but we no longer believe that 
“scientific” theories based on the Marxist model 
can do the job.

overstepped the mark by questioning the integrity 
of a great designer. This process of advance and 
retreat is repeated throughout the book to annoy
ing effect. On the other hand it certainly cannot be 
said that Jodard does not bring Loewy down to a 
human level - he does, to the point where Loewy 
becomes eminently distikable. He is revealed as an 
insecure and arrogant man, always insisting on 
being addressed as “Mr Loewy" and always insist
ing on the appearance of a personal design 
involvement by signing every drawing shown to a 
client, regardless of who actually made it.

In the end one is left with the impression of a 
successful phony. A man with tremendous faults 
who nonetheless contrived to be a man of great 
influence in the growing business of industrial 
design. As with any new profession, it was the self
publicists and the showmen who gained industrial 
design its wider recognition.

Raymond Loewy. Design Heroes series. By Paul 
Jodard. Trefoil books. 192 pp. £11.95 (hardback).

Review by Rob Norridge

Paul Jodard’s book needs to be looked at from two 
points of view, first for its content and second for 
its physical form. In the latter connection it is iron
ic that a work about a man seen by many to have 
been the father of streamlining should itself be so 
heavy handed in design and production. So pro
nounced is this impression that from the cover the 
book looks like a pseudo period piece. Alas, on 
opening the book it becomes all too plain that 
instead it is simply a poorly made piece of work 
that consists of a number of ill-considered and 
poorly combined elements.

It may seem a little churlish to go on about the 
visual aspects of a book, but when the subject is a 
man who made his name by wrapping machines in 
a stylish skin, the relevance is indisputable. In this 
book the cumbersome type, whether text, headline 
or caption, its made all the worse by the poor qual
ity of its printing. And however this may be 
excused on the grounds of economic necessity, 
what cannot be forgiven is the lack of editorial 
attention to detail. One tires of the overlong para
graphs and becomes increasingly irritated by the 
frequent repetition of the same anecdotes and 
observations. Finally one becomes exasperated by 
ceaselessly inaccurate captioning which ends up as 
a confused jumble of aboves and belows, tops and 
bottoms and lefts and rights.

On turning to the narrative contents one can 
afford to be rather more generous. What Paul 
Jodard has produced is a reasonably detailed intro
duction to Raymond Loewy's life and work which 
covers all the major aspects of his career whilst 
leaving one with a healthy appetite for more. The 
major criticism of this reviewer is that Jodard 
never goes quite far enough in this analysis, and 
certainly not far enough in the criticism that 
accompanies it, even though there is criticism 
aplenty in the book. When discussing Loewy’s 
original redesign of the Gestetner duplicating 
machine, for example, Jodard readily admits that 
this was little more than an exercise in dressing-up, 
with no consideration given to improving the 
machine or solving the operating problems that led 
to its being disliked as “smelly” by those who used 
it. Unfortunately, after making this p»erfectly valid 
point Jodard then backs away as though he has

DAVE SPART LIVES

Fantastic Form, Architecture and Planning 
Today. By Bill Risebero. The Herbert Press. 
192pp,. £14.95. (hardback)

Review by Colin Davies

Bill Risebero’s metier as an architectural historian 
is the brief and not too detailed survey, His books 
are ideal for students because they are cheap, they 
cover the ground and they can be read at a couple 
of sittings. Those who don’t have the time or the 
inclination to wade into the text can get the gist of 
the story from the annotated line drawings. On 
most architectural history courses it is possible to 
get by with Risebero’s The Story of Western Archi
tecture and Modern Architecture and Design at 
£10.95 each, without having to shell out £60 for a 
Banister Fletcher. This third book in the series 
brings the story up to date with a survey of mainly 
British architecture of the last 25 years. Or at least 
that is what one is led to expect. However, the 
strong ideological ingredient in Risehero’s writings 
has now become so pervasive that this latest vol
ume reads more tike a political pamphlet than an 
architectural history.

The fact is that Risebero is an unreconstructed 
Marxisi/Modcrnist. While the rest of the world has 
been gleefully consigning Marx to the dustbin of 
history (Lenin’s phrase, as Risebero points out), he 
continues to insist on the base/superscructure model

□
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ON EDUCATION
The training of architects is a burning issue of the day. But who, alas, pays it any attention? 

It no longer appears in the UNESCO programme. And since the Paris Congress in 1965, 

the UIA has not seriously concerned itself about it. These prophetic lines were published in 

1949, in the journal Architecture d’Aujourd’hui, above the signature of Pierre Vago.

Before looking at how the future architect ought to 
be trained, one has (o define what an architect is.

An artist, it will be said. Of course he should be 
one! To be really worthy of the wonderful title, an 
architect should be an artist. But let us look reality 
in the face. Of the tens of thousands who cover the 
globe with their works, how many of them are 
artists? And if they aren’t all artists, must we get rid 

of the 2Ji, 3/4 or 4/5 who quite clearly aren’t? Are 
there then too many architects? Isn’t there a greater 
danger that there aren't enough? I don’t believe that 
anyone would seriously demand that all architects 
should be artists or that only artists should be enti
tled to call themselves architects. The necessary 
judgements have to be left to the clients. For the 
moment, we simply have to admit that architect is 
not a synonym for artist, and as a result, the schools 
of architecture are not schools of art. The diploma 
which rewards the years of architectural study does 
not ordain an artist, but is a rect^nition of certain 
knowledge. It is this knowledge, necessary to the 
exercise of our difficult profession, which the aspir
ing architect must acquire in training.

What is this knowledge?
First of all there is practical and technical 

knowledge. This is the “craft" side. This knowl
edge is just as indispensable to the true architect 
(who is both an anist and an excellent builder) as it 
is to those, more numerous, who are simply honest 
builders (which is itself no bad thing to be).

The craft side one can learn in the office, on the 
job. Well, perhaps. Each one of us knows how igno
rant we were, when we began... despite the parch
ment so solemnly handed over to us. But all of us 
know, too, that the possessor of such a parchment is 
not, alas, an artist. Should we then do away with the 
parchment? I don’t think so. But it has to be given 
another meaning than opening the door for another 
class of privileged persons. Its reputation must be 
remade: now compromised and resting on the past, it 
cannot be maintained without being ^ven new life.

If it cannot be Apollo’s wreath of laurel, it 
should at least be the guarantee of certain abilities 
and of a certain knowledge of a general, technical 
and practical nature, the only things that can be 
“taught" and recognised with a diploma, the only 
things, in the present state of affairs, that can actu
ally be required of a young architect.

Nascuntur poetae. Artistic qualities are the gifts

But he must be prepared for his role, which is to 
lead, to choose, to co-ordinate and to control. His 
prestige and his authority on site will depend on it.

I would add that, far from harming the artist, 
the broadest technical knowledge can only be help
ful, from every point of view.

Finally, there is the “practical” side of the trade, 
which it is wrong to treat with contempt. TTie 
architect, and I apologise for shocking some of my 
colleagues, should be a businessman. He hasn’t the 
right to live in some cloudy “superior sphere”; he 
has exceptional responsibilities. He handles (indi
rectly, admittedly) considerable sums of money. He 
draws up, executes and arbitrates contracts, agree
ments and deals. Let’s be frank: social and econom
ic circumstances require him every day to be more 
and more of a businessman (which doesn’t mean 
being venial). Only the hypocrites will object.

The training of the future architect must take 
account of this aspect of our role.

But scientific, technical and practical training is 
not enough. If the School cannot create artists, it 
can on the other hand help talent to flourish, 
encourage the expression of natural artistic gifts 
and produce an atmosphere conducive to the devel
opment of imagination and the plastic sense.

The knowledge and the rational analysis of the 
works of the past, and of vernacular traditions; the 
study and practice of modelling, of painting and 
music; the closest contact with contemporary intel
lectual and artistic life; confrontation of ideas and 
experiences with fellow-students from abroad, these 
ail serve to develop the imagination, and to develop 
the personality without ever stifling it, to accustom 
the young architect to express himself in volumes, 
forms, colours, materials, proportions and rhythms.

For architecture, while making more use of the 
material than any other form of artistic expression, 
is an essentially abstract art. Mathematics of a fair
ly advanced kind can play a very important role in 
the education of an architect. But I shall not cite all 
the fine things that have been said on this subject, 
from Greece to our own day.

of the Muses, as faith is a gift of God. But the School 
can stifle them, or encourage them to flourish.
Above all, it can and must teach and help the artist 
to express himself. “The architect”, said Auguste 
Petrel, “is a poet who thinks and speaks in build
ing... Building is the architect’s mother-tongue”.

Unable to give the “divine spark”, without 
which the architect will never be an artist, the 
School of architecture must teach everything with
out which the artist can never be an architect.

Composition. How many times have 1 heard it 
said that that is what the School ought to teach: it 
is life that will teach the trade. But what is compo
sition? The action of putting together. And to put 
things together one needs a perfect knowledge of 
the elements to be assembled, and of the way in 
which it can be done. There are no recipes. Once 
again we see the need for the knowledge without 
which no “composition” is possible.

But what is the knowledge with which the 
aspiring architect must be provided? It isn't, of 
course, the “perfect acquaintance with the plumb
ing of a bidet”, as was claimed by a ferocious 
opponent of every kind of reform, accustomed no 
doubt “to create ensembles such as those of Ver
sailles or the Place de la Concorde”, and full of 
contempt for the humble tasks which make up 
nine-tenths of our work.

This knowledge is of three kinds: general, tech
nical and practical.

The architect should be a cultivated man. To 
be exact, he must not fall into the trap of speciali
sation. His role is one of management, of co-ordi
nation and of synthesis. It is a difficult role. It 
must be prepared for. He cannot be ignorant of 
history, or philosophy, or psychology, physiology 
or political economy.

The baccalaureate is a minimum. It is a founda
tion, a point of departure. But intellectual training 
should not end there. The future architect should 
receive in addition a broad technical training. It 
isn’t a question, of course, of producing an engi
neer in reinforced concrete or a perfect plumber. □

85



Britannia Joinery
. . . proud to have worked with Sir 
Norman Foster on the Cranfteld 
Institute of Technology Library. We 
offer traditional skills backed by a 
highly professional modern work
shop, a wealth of experience, 
attention to detail, budgets and 
deadlines and an emphasis on close 
client liaison. When you need 
quality, Britannia Joinery assures it.

NEW LIBRARY
for

CRANFIELD INSTITUTE OF TECHNOLOGY 
LIGHT REFLECTORS 

CARRELS
LIBRARY SHELVING 

by Sir Norman Foster & Partners

Britannia Joinery is a division
of Britannia Construction -
whose experience over 30
years in all aspects of
construction and civil
engineering is available to
all our clients.
For further Information your
contact is Mr A D Hi nee or
Mr M J Bishop.Design Development, Manufacture & Installation

by
Architectural Feature Services Ltd

lONGHIlL. ElMSTONE HARDWICKE 
Nr CHELTENHAM G151 9TB 
Telephone (0242] 6603B7 
Fox (0242) 680IQ2

BRITANNIA CONSTRUCTION LIMITED
BRITANNIA HOUSE • KINGSDITCH LANE 

CHELTENHAM ■ GLOUCESTERSHIRE GLSt 9NF

® • 0242 • 238661
FAX 0242 573706



MAG STRUCTURAL GLASS ASSEMBLLES

• Curtain Wall • Structural Glass Assemblies • Patent Glazing • Windows • Ventilation and Roofligbt Systems

Briggs Amasco 
Curtainwall Ltd.

Halfords Lane. Smetbu ick, Warley, Vf Midlands B66 IBJ. UK. Tel: 021 SSS 2191 Fax. 021 558 8013

The British Parilion. Expo '92. Seville Architects: Nicholas Grimshatv & Partners



We believe some things
SHOULD NEVER CHANGE.

Neoparies, the innovative l)iiildin^ material, is the result of applying \ 
Nippon Electric' Glass’s new technology to crystallized glass. It combines ail \ 
the l>t*auty and sense of depth that glass has with the strength and durability of A 
natural stone. Neoparies resists acid 13 times more than granite, and 130 times v\ ■ 
more than marble. With a water ahsorj>tion rate of zero t>ercent, freeze damage ^A 1 
is impossil)le. Neoparies can also he easily fonned into curved panels to meet your m ' 
specific recjuirements. And it is available in many distinctive colours*. ^

As modern arc^hitecture continues to evolve, so 
will the role played by Neoparies. But its beauty and 
durability won’t. See how Neoparies can change your 
vision of architecture.
*For the \tajestic Tower, colours used were ubile, dark Wue, retl-brown. and bkn-k.
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Nippon Electric Glass Co., Ltd.
Building Material Division

1'14, Miyahara 4-ehome Yodc»gawa-kii, Osaka 532 Japan

European Office
Nippon Eteetric OlaM Co., Lid.
Europe Representative Office 
Graf-AdoH-StraOe 68,
4000 DOsseUorf 3 Germany
Tel: (0211) 353551 Fax: <0211) 361-3611

Hepresentattvos In Europe 
T.l. THes International Limited 
9 Tollpark Road, Wardpatit East. 
Cumbernauld Q68 OLW United Kingdom 
Tel: 0236 732727 Fax: 0236 720857

Sumitomo Frarrce S.A.
87 avenue de la Grande Armde 
75762 Parts C5dex 16 France 
Tel: (1) 4067 6400 Fax; (1) 4067 9861

Sumitomo Corporation 
Stockitolm Liaison Office 
OfoitrMtggalan 25, P.O. Box 16079 
103 22 Stockholm Swed^
Tel: 06/24 27 16 Fax 08/20 20 82

Dekker Natuurstean 
Rading 154, P.O Box 40 
1230AA Loosdrecht Nettterlands 
Tel: 02156 3051 Fax: 02158 6296
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IS ANYTHING 
WORTH SAVING?

Perhaps the decision to adopt the total restora
tion approach at Hampton Court Palace was a rel
atively easy one, given the unique historical nature 
of the building, its age, and its current role firmly 
established as part of the nation’s heritage. With a 
monument like the Albert Memorial, however, the 
question of “worth” is felt with full force. It is only 
120 years old, many would descry its relative his
torical or architectural value, and it is not quite so 
strongly imprinted on the tourist map. Again, much 
of the work that is needed will never by seen by the 
casual observer at street level.

Yet the Albert Memorial is unique, and tells a 
talc of its own. Its very construction is a feat of 
engineering it itself. The Memorial stands on a bed 
of concrete to an average depth of 17 feet. The steps 
at the base rest on brickwork and vaults, rising to a 
height of 40 feet. Twenty-four granite blocks form 
the podium, some weighing 10 tons, and the whole 
plinth is 3 feet high by 214 feet round. Marble slabs 
were used to form the sculpture of the podium, and 
the central figure of Albert was moulded and cast 
from 37 disused guns. The Albert Memorial is cur
rently shrouded in the tallest free-standing sca^old- 
ing ever constructed - and this fact alone has made 
the Guinness Book of Records.

The scaffolding incorporates a hoist which has 
allowed conservation specialists to carry out 
detailed investigative research into the extent of the 
deterioration. The iron supporting framework has 
rusted, and water penetration over the years has 
caused tesserae to lift away from the mosaics.
Much of the gilding has been destroyed by atmo
spheric pollution.

The contractor has also installed protective cov
ering for the 210 foot marble frieze around the 
base, and crane-lifted off some 28 bronze statues 
for closer inspection and repair. Grouped in ranks 
and in descending order, these represent angels, the 
four Christian and four Moral Virtues, the Arts, 
and the Sciences. The base frieze depicts 169 
artists, writers, musicians, sculptors and architects.

The Albert Memorial mi^t be viewed as a Vic
torian folly by some, merely an ostentatious monu
ment to Albert, erected by his grieving widow. 
Queen Victoria. Yet is bears unique testimony to 
the tastes and outlook of its time, and stretched the 
skills and artistry of its creators. Perhaps, then, 
these notions, too, should be taken into account 
when answering that question of “worth saving”X3

The conservation and refurbishment of traditional buildings is a con
tinuous and unrelenting task. So much so that ultimate feasibility is 
often in doubt far into the life of a major restoration project. Liz Tre- 
bilco of James Longley & Co Ltd, restorers of Hampton Court Palace, 
considers the pros and cons.

opportunity to exercise their restoration skills to 
the full. The main contractors were tasked with fol
lowing traditional building methods and using as 
near to the same materials as possible throughout 
their three year building contract - whether or not 
the finished results would be visible.

This meant washing sackful upon sackful of sea 
shells, which were discovered to have been used by 
Wren as sound insulation between floors. These 
were reinstated to serve their original purpose, and 
the firm may now be the only building contractor 
with a custom made sea-shell washing sluice tank 
in its plant Stock.

Similarly, the work that went into rebuilding the 
roof will remain invisible to many. Remaining roof 
timbers were decharred and repaired where possi
ble, otherwise massive replacement King and Queen 
Post trusses, following Wren’s original designs, were 
manufactured on site, then lifted onto the roof and 
assembled in situ. Most of Wren’s original wrought 
iron straps and ties were saved from the fire debris, 
and after reworking by blacksmiths, these were 
reinstated to strei^hen the roof truss joints. The 
roof was covered in the heaviest lead sheet, as was 
the original, and this was possibly the single most 
expensive material in the entire programme.

When it came to joinery work, such as for the 
carved oak cornices lining every ceiling, tagged and 
labelled fragments salvaged from the fire were pieced 
together with lengths which remained in place. The 
contractors’ joiners had to draw full size the entire 
cornice for the Canoon Gallery to show exact carv
ing patterns, to determine where salvaged pieces 
should fit, and where pieces of carvir^ were missing.

As work progressed, one could view the State 
Apartments and see the new joinery work juxta
posed with the old. But, as with the internal pan
elling, tones and colours were matched and the 
subsequent staining and polishing took everything 
back, imperceptibly, to a 300 year old lustre.

Underlying any task of a restorative nature is this 
simple question. But it’s usually a tough one to 

answer.
It’s that word “worth” that causes the problem. 

It does not just call for a judgement according to 
costs involved, and possible future financial gains, 
but, when it’s a question of to restore or not to 
restore, it calls to accoulft notions of historic value 
and heritage, right across the spectrum to nothing 
more than sentimental value.

In the case of Hampton Court Palace, the archi
tectural ethics of restoration per se were aired soon 
after the tragic 1986 fire had destroyed so much of 
Sir Christopher Wren’s south range, which house 
the King’s State Apartments built for William of 
Orange. Should not history be left to stand untam
pered with, ran one argument, and the fire damaged 
area be preserved under a glass pyramid for all to 
see? Or should not the unalterable fact of the fire be 
viewed as an opportunity to replace the old with the 
entirely new, and the State Apartments rebuilt in 
modem, twentieth century steel and plastic?

PSA project architect Michael Fishlock, in his 
new book, The Great Fire at Hampton Court* 
explains the arguments in greater detail. But in the 
event, the 5iecretary of State came down on the side 
of the PSA working party's recommendation that 
Hampton Court Palace should be fully restored, 
“using traditional materials and construction.”

To reuse ail and everything that was salvageable 
became the underlying philosophy of the restoration 
project. It began with sifting through charred and 
water soaked debris to extricate every reusable frag
ment, and finished with the glory of rehanging an 
entire glass chandelier in the King’s Audience Cham
ber of which every single crystal had been recovered.

This total restoration approach was carried to 
extremes at Hampton Court Palace, which is possi
bly one reason why the project was seen as unique. 
All those involved were given an unparalleled

*The Great Fire at Hampton Court is published by 
The Herbert Press, 46 Northchutch Road, Lotvdon 
Nl 4EJ. Recommended retail price £10.95.
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The impressive Gothk char
acter of Breadsall Prioi7, 
Derby, England (below) sen
sitively restored by J T 
Design Build, creating a gdf 
club and hotel. Circle #S8.

Crystallised glass panels 
from Nippon Electric 
Glass Company Ltd, ide
ally suited for both exte
rior and interior walls, 
here on the Wacoal Koji- 
machi building. Tokyo 
(right) Circle #57.

Natural stone used suc-
cesshjlly as a structural
medium by Dring &
Williams, on the refur
bishment of Bristol's for
mer general post office.
Circle #59. '1

Some of the 45,000 ele
vators. installed by
Orona Coop Ltda of
Spain (below) since 1964
when the company was
founded. Circle #60.

‘Neoparies', Nippon 
Electric Glass Co Ltd, 
unique crystallised glass 
panels in use to great 
effect at Shindo Higashi 
Station, Sapporo City, 
Japan (above). Circle 
#63

Careful brickwork design
and specification gives
character to the new six
storey Dalhousie devel
opment (above) in the
centre of Glasgow, from
Marley Bricks. Circle
#61.

The rehjrbishment of the
South Wales Electrktry 
Board offices in Cardiff 
(above), were carried out 
whilst the buildings were 
still occupied. Incorpo
rated into the designs 
were the patented Don 
Reynolds sightline witv 
dow. Circle #62.

Tlie intricate and delicate 
exposed steel roof of the 
East Rand Mall. Boksburg, 
South Africa, (left and far 
left), made possible with 
space frames from ABBA 
Space Structures. Circle 
#64.
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Utilisation of Amtico's 
marble collection for 
stunninhg visual effect at 
the Folkets Hus Commu
nity Centre, Sweden 
(left). Circle

Blackburn Borough 
Council’s 15 storey town 
hall and offices trans
formed after over
cladding by OCM (UK) 
Limited (right). Circle
#65.

Two versions of ACO's 
new N lOOK grating and 
drainage systems (below 
and below right) enabling 
specifiers to custom- 
design installations to suit 
most applications. ACO 
Severin Ahimann GmbH. 
Circle #67.

Partek Concrete's ‘Palai- 
zo' architectural con
crete cladding slabs 
(below); available in a 
vast choke of colours 
and either polished or 
matt finishes. Circle #68.

Refurbishment of die 
home of Glasgow 
Rangers FC. Ibrox Stadi
um, by architect Gareth 
Hutchinscm. uses 
1.500m2 of black, grey, 
blue and white iamax 
cladding supplied by 
Booth-Murie Ltd, (right). 
Circle #69.

Coxdome ‘Skyline’ struc
tural glazing offers flexi
bility of design in a high 
quality, thermally efRcient 
system, (above) Circle 
#72.

Waterproofing on Alpine 
parking deck at Gross- 
glockner, Austria witii 
'Kemperol' from Kemper 
System GmbH (above). 
Circle #71.

The British Telecom 
headquarters building, by 
architects Maurice Field
ing Associates (left) using 
cladding and curtain wall 
products from Permas- 
teelisa. Circle #70.
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Scotchshield™ Combina
tion Film Prom 3M (left) 
which combines the fea
tures of solar control 
insulation and safety all in 
one application. A refurbished New York 

City Hall, USA (below) 
using an anti-crack sys
tem from Sto AG-

Beethoven's house in 
Bonn. Germany (left) 
protected from the ele
ments by Sto AG Silicate 
Paints on outer surfaces. 
Circle #7S.

TU reflectors3M Silveriux 
(right) are a new concept 
in lighting which contain 
a silver reflective film 
which assures 95% 
reflectivity. Through 
replacement of 'TL' lumi
naire with a 'Silveriux' 
model containing only 
half the original number 
of lamps, it is possible to 
achieve the same level of
light output using half the 
electricity. Circle #73.

The tallest building in the 
UK to feature a struc
turally glazed hcade using 
Interpon D coated alu
minium from Internation
al Paints. Circle #74.

Transplastix designed,
fabricated and installed. Specialist laboratory focilities offered by 

Messrs Sandberg Consulting Engineers 
of London proved invaluable in inspect
ing samples of materials from the 
Albert Memorial, London. Above is a 
photomicrograph of the external cast 
iron column. Circle #77.

glazed elements at Roch
dale's Wheauheaf Cen
tre (below). Circle #78.

Ideal for both new build and retrofit, the advanced 
Daikin VRV head recovery air conditioning system 
(below) provides cooling and heating simultaneously 
from eight indoor fan coil units on the same refrigera
tion circuit Circle#79.

An example of over-
cladding using an insulat
ed brick cladding system
from Eurobrick (above)
at Ashford School, Mid
dlesex. Circle #76.



Product Selector Directory

Contact Information Product/Service Company Profile

BRITISH STEEL GENERAL STEELS WELDED 
TUBES DIVISION.

This tube is used extensively in constnjctwn - inside, 
outside, above and bdow ground. Hot formed s^ixtural 
hollow sections, m particular, are building a fine reputa- 
bon among architects and construction engineers who 
appreciate the smooth lines and inherent strength of the 
product, allowing wide spans and compact designs.

British Sled Wdded Tubes ~ The Tubemasters - have 
been supplying world mariceis for more than a century, 
and tcxlay are Europe's teadmg marMjfacturer of electri
cally welded steel tube.PO Box 101. WeWon Rd, Corby. Northants NWI7 

lUA. UK.
Tel; 0536 402121. Fax: 0536 404005.

CARL NOLTE GmbH & CO. 
CREATIVE ARCHITECTURE,

The applicatKxis of textile roofing are almost unlimited, 
they may lake the form of car>opies, coverings to exhibi
tion areas, gangways, sport or training facilities, sales 
areas and open air stages. The properties of textile 
structures are; exceptional shapes, translucence of mem
brane, wide vanety of colour schemes, low wa^it

Decades of expeherKe in the design, rnarxjfacture ^ 
assembly of textile structures guarantee the high quality 
standards of Carl Nolte’s textile structures. This has 
been demonstrated in over 1300 projects worldwide. 
Dunng all these projects, cooperation and communica
tion with the customer were of paramount importance 
for us. Challenge us

PO Box 1563, Am Eggenkamp 14, D-4402 Greven I, 
Germany.
Td: -t-49 2571 16-0. Fax; +49 2571 3300.
Contact* Klaus Gipperich.

CLYDE CANVAS GOODS & STRUCTURES 
LTD.

The company specialises in the design, fabrication ar>d 
installation of tensile, air supported and frame supported 
fabnc structures, most of \^ich are designed for specific 
projects. Alternatively, structures can be made to clients 
own specifcations Installation or dismantling operations 
require very little site time and are normally carried out 
by the company's own installation team.

Oycan have successfully provided many designs of fabric 
structures throughout the UK arxJ overseas. We were 
also happy to provide structures for Eurodisneyland, 
Paris and for Spanish Expo ’92 in Seville.Wharton Rd, Winsford, Cheshire CW7 3 BY, UK. 

Td; 0606 594224. Fax: 0606 592379.

ECLIPSE ENVIROMARK LTD, Product range includes drainage gullies, charvid, push fit 
pipe systems, also cwner protectioa grease traps, cater
ing equipment and a specialist stainless fabncation ser
vice. The devdopment and desipi of our procfucts will 
include the best features of traditional drainage with up- 
to-date designs to ensure compliance wth any future 
EEC regulations which may be imposed.

Eclipse Enviromark are leading manufacturers and suppli
ers of stainless steel architecturd products to industry. 
Our high quality products are supplied to construction, 
chemical, calenng, food processing pharmaceutical 
industries internationally. The company specialise in 
hygienic drainage systems for the food and health indus
tries and also a pipe system for both domestic and 
industnal water ^ waste applications.

Crowther House, Crowther Industrial Estate, Wash
ington, Newcastle-upon-Tyne NE38 OAB, UK.
Tel; 091-416 6666. Fax: 091-416 9999.
Contact Mr W G Clark.

KYNAR 500® PVF2/WDF based architectural coatings 
provide industrial and commercial buildings wrdi a 
durable finish of outstarxJing quality. Thirty years of 
proven performance shows that KYNAR 500 coatings 
offer exceptional resistance to colour change, ultra-violet 
and environmental attack.

KYNAR 500® based coatings are supplied worldwide 
through selected licensees. Suitable for use on steel or 
aluminium building products, KYNAR 500 is factory 
af^ied by coil coalers and metal section producers 
using spray or powder coating techniques followed by 
stoving. A list of product suppliers and technical informa
tion is available from Elf Atochem UK Ltd.

ELF ATOCHEM UK LTD,

Colthrop Way, Thatcham, Newbury, Berks RG13 
4LW, UK.
Tel: 0635 870000. Fax: 0635 861212.
Contact Mr David Nightingale.

JORDAN ENGINEERING UK LTD, We provide quiity fabncations of architecture stainless 
steel, cladding panels fixtures, fittings, sculptures and 
carv^es. Our services mdude*
•Engmeenng and detail design •Co-ordination between 
architect and mar>ufacturer •Fabncation and assembly 
•Ste installation and repairs ■Provision of site supervi
sion and tradesman to install other manufacturers’ 
cladding panels and fixtures

With roots extending back to 1964 Jordan have devek 
oped an enviable specialist knowledge in the manufac
ture of stainless steel components. With more than 400 
experienced personnel we are able to provide the high 
standards demanded by architects arvj their clients 
v.4iere the aesthetic requirements are as important as 
the functiorwl needs

Stover Trading Estate. Millbrook Rd. Yate, 
Bristol BSI7 5JW.uk.
Tel: 0454 315252. Fax: 0454 315377. 
Contact: Roland Johnson.

WESTBURY TUBULAR STRUCTURES pic, Westbury Tubular Structures pic are orw of the UKs 
leading specialist tubular structural steelwork engineers. 
We undertake the design, fabrication and erection of 
tubular structures for all sectors of the construction 
industry. Additionally we can provide a supply and fix 
package for the whole of the superstructure works.

Westbury Tubular Structures pic was formed in 1967 
and grew steadily until 1986 when we joirwd the Henry 
Barrett Group pic of Bradford. Our premises have been 
recently extended to allow us to iricrease our turnover 
to at least £ 12M. European markets are pursued 
through our Paris Office opened m 1991.

Thorp Arch Trading Estate,
Wetherby, West Yorks LS23 7DB, UK. 
Tel: 0937 843595, Fax: 0937 844109. 
Contact Steve Williams.

For inclusion in the Directory, contact David Rudd on 4-44 7I>383>5757
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One interior
every

designer should
look at.

telephone numbers, product and service descriptions.
It’s an invaluable reference book for designers working 

in commercial and domestic sectors.
So if The Interior Designer’s Handbook is missing from 

your bookshelf, what will your designs be lacking?

For over 10 years, The Interior Designer's Handbook has 
had a hand in more interior designs than any other product 
and service directory.

With over 5,000 entries covering everything from taps 
to tapestries and sofas to saunas, with names, addresses.

THE INTERIOR DESIGNER’S HANDBOOK
For your personal copy, telephone 071 383 5757 

The lOH, Halpern House, 301-305 Euston Road, London NW1 3SS
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Coming next in World Architecture

•Introduction, profile and 20 projects by Canadian architect Arthur Erickson.

•On the road: a study of new French motorway service areas.

•The colour and form of Ricardo Legorreta.

•Exclusive - a flat for the head of research and development at Proctor and Gamble by Florian Beigel. 

•Inside the quietly successful world of Fitzroy Robinson with Hugh Pearman.

•Graham Vickers goes toe to toe with James Wines of SITE.

•Shiu Kay Kan describes his life as a lighting expert.

•WA introduces a new section reviewing the work of new, small practices worldwide.

•And last but not least Georgi Stanishev’s Young Architects.
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Highclass
Hygiene.
With a new range
of exclusive dispensers.
For handzviping tissue,
toilet tissue and liquid
soap. Designed by
Giugiaro Design.
Made by Molnlycke.
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O&K Rolltr^pen GmbH In (he U.K.; O&K Escalators Ltd. OSK/KONEPostfach 80 06 47 Worth Bridge Road
GB-Keighley, West Yorkshire BD21 4YA 
Fax (5 35) 68 04 98, Telex 517 208

D-4320 Hattingen, Germany
Fax (23 24) 20 52 15, Telex 8 229 971 Escalators & Autowalks


