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CANTECH is syntonic 
by making efficient use of all 

Just as nature does 
CANTECH buildings require 10% less 
capital cost, up to 25% less operating 
costs, only 10 vertical floor spaces to 
build 11 floors, and will last 1/3 
longer through proactive facilities 
management systems.
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form the subject of World Architecture'^ 24-page 
profile section.

24

B4 Project: Consortium of Space
The story of the new Ohio Aerospace Institute in 
C]leveland, by Richard Fleischman & Partners.

68 Big Practice: Responsibility, Recognition 
and Reward
Colin Davies explores the world of Britain’s largest 
architectural practice, and now a co-producer of 
works in hurnpe too: once almost down and out, 
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A new name-a new force
ABK

[A NEW GROUP OF COMPANIES TAKES A BOW]

AGROB, and BUCHTAL, three of Germany's leading ceramics companies, have joined forces to form 
AGROB BVCHTAL-KERAMIK, or ABK for short and in doin^ so have become a new force in ceramics. Wir/i 
AWS-Wohnkeramik (tile design for bathrooms and living rooms), CONTECTA-Objektkeramik (as

BUCHTALQUAUTATS-KERAMIK /C>

used in industry, commerce and the public sector), and TechnoCeram- 
Systemkeramik (high-tech applications for facades and double floors), ABK 
unites all the different building ceramics applications under one roof. This not 

only offers new perspectives to architects, planners and designers but also encourages innovative problem solving. 
ABK is elevating the status of ceramics, in both the German and international markets.

AGROB

ABK®
AGROB-BtCHTAL-KERAMIK <;MBH

CONTECTA-13AWS:* TechnoCeram Jl
a(;rob-buchtal-keramik AGROR-BIJCHTAL-KEKAMI K GMBHAGROB-BUCHTAL-KEKAMiK GMBH

For further information, please contact at ABK International, 
D-53347 Alfter-Wiiterschlick near Bonn, Servaisstrajie on +49 (228)9870-0.



Focchi S.p.A.
Curtain walls
Circonvallazione Ovest, 9
47037 Rimini (Italy)
Tel. 0541.740055
Telefax 0541.742167



CHROMTECH

Chromterh with its uiiimitrhed aesthetical characteristic’s distinguishes itself from the traditional porcelain tile. 
It perfectly meets the recpiiremenls of commercial centres, hanks, hotels, residential homes and all areas where 
practicality and aspect are ecpially indispensable. It may be used indoors or outdoors without worrying about 
any chemical or mechanical damage. Chromlech is available in three finishes (biishhamiuered, matte and 
polished), nine colours, three modular sizes (cm 15x15, cm 15x30, cm 30x30), twelve feature strips (Mixage) and 
trims (cm 15x30 ludlnose and cm 30x30 step tread).

FLOOR
GREStt

CERAMICHE

Time is our friend.
FLOOR GRES CERAMICHE - 41042 FIORANO M. (MO) ITALY - Via Canalello 24 - ph. + 39 336 840111 - fax + 39 .336 8U750



Focchl S.pA
Curtain walls
Circonvallazione Ovest, 9
47037 Rimini (Italy)
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ADVERTISEMENT FEATURE

CANOBBIO
In 1926, Federico Canobbio set to work establishing the family firm that was to carve out a 
worldwide reputation for itself for its mastery in the field of high-technology textile structures.

In the 1950s the company decided to invest in the textile industry. New materials and new 
approaches to production were studied and Canobbio was the first in Italy to explore the 
potential of synthetic fabrics.

A new generation of light structure coverings took flight. The next major landmark came in 
the 1970s with the development of high-frequency microwaves for welding the PVC fabrics.

In the 1980s the company worked with new light materials and the latest techniques. These 
included the first use of lamellar wooden arches as a support for the membrane, as well as the 
use of PTFE (commonly known as teflon) as a coating materia! for fibre-glass fabric.

In the nineties, Canobbio has extended its reach by enhancing its sales and technical depart
ment, as well as by establishing links with some of Europe’s leading designers.

The advent of computer technology has changed the way Canobbio’s engineers work. For 
not only can designs be experimented with on screen, but complex calculations, such as load 
factors and so forth, can be produced, with pin-poim accuracy, in a fraction of the time.

Canobbio’s work continues to make strides thanks to its contacts with leading design and 
engineering consultancies, university departments worldwide, as well as its members’ active 
involvement in conferences and seminars. Increased automation of the company’s manufactur
ing processes is designed to ensure constant quality standards while experiments with cable 
nets, polycarbonates, glass, stainless steel, and light alloys ensure that Canobbio goes from 
strength to strength.

MOST IMPORTANT WORKS

Milan
Taranto
Bari
Otranto

Palatrussardi
Covering for stadium
Covering for an exhibition area
Experimental laboratory
Temporary covering for an exhibition area
for the presentation of Alfa Romeo 164
Covering for a sale and exhibition area Costa Crocierc
Chapiteau de Monaco
Theatre Giuseppe Verdi
Covering for a sport installation
Covering for performance area
Modular Pagoda
Exhibition in the Medici-foitrcss
Various temporary coverings for the Council of Europe
Temporary covering of the Apollo Epikourios Temple
Tensioned structure for the Fiera
Covering of the stadium grandstands
Research Centre
The Huge BIGO
El Palenque
Avendia Dos
Pabellon de Tierras del Jerez 
Palco Real

Milan
Castel d’Azzano (VR)
Principality of Monaco
Montecatini Tcrmc
Torino
Chianciano
Milan
Siena
Milan
Greece
Milan
Misano Adriatico (FO) 
Venafro (IS)
Genoa
Seville
Seville
Seville
Seville



CANOBBIO
THE LEADING NAME IN LIGHTWEIGHT

STRUCTURES
Canobbio has been 
of continuous 
Today we are 
advanced structural design.

ed in a process 
design evolution since 1926. 
leaders in technologically

Some typical examples:
THE PUBLIC SPORTS CENTRE (MISANO ADRIATICO, ITALY)

I

THE BEST MEN THE BEST MATERIALS THE BEST SERVICE
Our structures are built to last.
To guarantee long life, only the 
highest quality, most technologically 
advanced materials are used. 
Self-cleaning, ultra-violet ray 
resistant PVC coaled polyester.
PTFE (Teflon coated fibreglass, 
handled by a special production 
department, subject to rigorous 
quality controls, and employed for 
the most prestigious buildings. 
Highly specialized, durable and rust
proof steels such as Ferralium.

Our Company consists of engineers 
and architects of proven ability, 
expert technicians, and a specialized 
sales team - all led by managers with 
wide experience in the field. Such 
staff guarantees full and constant 
cooperation in supplying the best 
structures, whether Tensioned, 
Geodetic, Air Structures and 
supported by steel and lamellaled 
wood arches.

Canobbio not only means 
technologically advanced design 
and construction using the best 
materials available. Our name is 
also your guarantee of the fullest 
commitment to service at every 
phase of the building's design, 
production, installation and 
maintenance - all over the world.

CRNOBBia
THE FUTURE, TODAY, IN LIGHTWEIGHT STRUCTURES

CANOBBIO s.p.a. - 20135 Milano - Via Spartaco n. 23 - Tel. 02/55188168 ric. aut. - Telex 340093 CANTEL I - Fax 02/55183182



LIGHT s.a, 81, Abeelstraof 1800 Vilvoorde T6l.: {02| 251 30 91 Fox.: (02) 252 13 75

LIST OF DEALERS ON REQUEST
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New: Schindler 300 
Choices as far as the eye can

fM

concept for both design and technol
ogy that makes it possible. Owners of 
buildings will be delighted by the 
price-to-performance ratio—our costs 
keep their feet very firmly on the 
ground! And finally, the passengers.

too. will find their journey an uplifting 
experience: minimum waiting time, a 
smooth, fast ride and precise floor
levelling—a total atmosphere of 
comfort and security.

With the new Schindler 300 ele
vator generation—for residential and 
commercial buildings and hotels-you 
can let your imagination run free. 
Architects will love the practically unlimit
ed styling freedom. It's the modular

TM

Schindler 300
The Flexible Elevator Program

Schindler Management Ltd,. CH-6030 Ebikon-Lucerne. Switzerland



Borens AB, 
Boris, Sweden

BORENS - THE 
NORDIC LIGHT.
Borens is a modern Snedish lighting company with strong traditions. A 
company that has lyeen producing creative and functional lighting ideas 
for a wide vatiety of environments for over half a centuty.

Borem combines bigh-tecb lighting knou'-how with decorative designs. We Ellen Ldng u'allJltting.

Deriving Its inspiration from die elusive 
beauty of Nordic light, twilight and enigmatic 
darkness, Borens, the Swedish lighting com
pany, combines its high-tech know-how in 
lighting with decorative designs in an rare 
concept of exacting profe.ssionali.sm, Tlie 
creative K'sults are what Borens, and their 
clients, call lighting culture. Borens’ ability to 
use light to Its fullest scope is one of the 
major factors l^hind the company’s success.

liorens talent for combining creativity, 
artistr}' and technology is a truly valuable 
asset. The company u.ses the laie.st computer 
technology to analy.se the performance of 
lighting concepts, before going on to pro
duce its patterns and prototypes, Every client 
can receive advice and .solutions to specific 
ligliting problems, all backed up by graphs 
and calculations on light levels and require
ments.

Borens is synonymous with design, so it 
is nr>t surpri.sing that the company works witlt 
.Scandinavia’s leading designers to produce 
light fitings with superb ae.sthetic-appeal. 
The success of this approach can be seen in 
the fact that Borens lighting designs have 
not only won many international awards, but 
are also on show in maseunis all over Europe.

In a word, liorens' proves the validity of 
.Swedish lighting culture,

Iris, a classic by Morris.



LIGHTING CULTURE BELYSNINQSKULTUR

URANUS Pendant uplighter. HALO GRANDE 1000 Pendant Hght.
HALO ORANDE UP 1000 Pendant uptighter.

Borons is a modem Swedish lighting comply with strong traditions. We have been 
making creative, functional lighting for different environments for more than half a 
century.
Inspired by the Nordic light, twilight and enigmatic darkness, we blend professional 
design with high-tech lighting know-how to create a lighting culture of our very own.
If you want to know more about us and our light fittings, please contact one of the 
dealers listed below, or our head office in Sweden.
Borens AB. Box 44093, S-500 04 BorSs. Tei: +46 (0)33-11 79 00.

SWEDEN. Borans AB Tef ^ (0)33-11 79 00 Fax ^6 <0)33-12 56 08 DENMARK. Luxo OermaX A/S. TempovR 27-29. DK-2750 Bdlemp. TH. M5-42 65 52 11. Fax. +45-42 65 56 90 FINLAND. Fr^elook 
Oy. Fabianinkatu 14. SF-001 00 Helsinki Tel. +356 (9)0-66 15 99 Fax +358 (9)0-6616 87. FRANCE. Traisat Sari. B.P. 303. F-594 73 Seek) Cedex. Tti. +33-20 53 92 94. Fax. +33-20 53 92 95. GERMANY. 
Luxo LeucMen GmbH, Postfach 100942, D-31109 Hiktesheim. Tel. +49 (0)5121-810 24. Fax. +49 <0)5121-86 95 11. GREAT BRITAIN, gfc kghlir^ Ltd. WesVninster Busness Square, Durham Street, Lortdon 
SE11 5JA.Tel. +44 (0)71-735 06 77, Fax +44 (0)71-793 01 22. NORWAY. Jac Jacobsen Inlematiooal A.S. Postboks60, Manglerud, Enebiiikvn 117, N-0612 0^6. Tel. +47 22 57 40 00. Fax +47 22 1962 84.



specifying KONE for the elevators and escalators in your project secures you not 

only the finest equipment and most reliable delivery processes money can buy 

- it brings our people to your team.

Professionals with total commitment to your project's success.

KONE Elevators

For more information and a video presentation contact our Customer Information Service: FAX (32) 2 67 69 39 2



Caradon Naco Corso d'ltalia, 35/B 
00198 ROME (ITALY) 
Phone (06) 84.15.766 
Telex 626433 NACORM 
Telegr. NACOLITE 
Fax (06) 88.45.197



OLANDSSTEN
By Gert Wingfirdh

OLANDSSTEN

■on the cncient Islonci in 
the Boittc, stonOs for tra
dition and renewal.
Throughout a thousand 
years our stone has 
been \jseci as important 
parts of buildings in 
Northen Euope
Still In new ac^licatbns 
found by architects end 
designers if is a winning 
moferb!

OLANDSSTEN AB
S-38074 Lbttofp. Sweden 
Tel.Int. -1-46 485 26275 
Fdx.lnt. +46 485 26426

Gert Wingifdh, arch SAR, receiver of the farrous Kosper Salin prize for architecture of ASTf?AH7^LE MEDtCAL 
CENTRE in Gothenburg chose oiorxtssien to gel a SconOonavion blond and lesistant materral for floors, stoirs 
orxj Clodding
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WATER BASED DECORATfVE-SYSTEM

Oikos
a leader in the interior design products field presents:

New Book
This work tool was conceived and developed to offer the most 
advanced and complete interior design technology in a single com
pact unit. The selection of errors, designs and finishes is the fruit of 
many years of experience and on-going research dedicated to 
devising a unique Interior design system. The color samples are all 
real as life, you can almost reach out and touch them. The 400 
possible color combinations, the infinite style options and the 18 
different products make the Oikos Book an ideal tool for interior 
designers. The technical features, the manner of application, the 
Itemized specifications, the photo brochuer illustrating the infinite 
design possibilities all contribute to making this an indispensable 
and comprehensive tool for interior design.

New Book by Oikos
The most complete collection of products, finisches and working pro
cedures available on the market. Find out more by sending us the atta
ched coupon.

»

Realization with OIKOS products
S
o

fTA DecorSystem COLORANDODECORATION COMPUTER GUIDE ^
^ Video cout'se for applicalot-s

VMSANCD INTERACTIVE
CATALOGUEROM

first part deals witfi the corporate philosophy 
erirt^sizirg lop quaiy pnxlubs are staitbv 
gly revolutionary, conceived to reject the latest 
design trerxJs Hhle sti respecting an‘historicaT 
appreciation of the fietcTs kaiMons wih an exme- 

vast range of products that are al ecological, 
free of solvents and complelely sensi^ve to erwi- 
fonmenl aid human health consicteations. The 
second part is concerned with color theory and 
deals wit) toeoretical concepts ol perception and 
toe nature of color in a concise but trough man
ner. The toird chapter discuses the use of color in 
tenns ot toe overall interior design's requirements, 
whereas toe fouti chapter provi^ the decoTctors 
with usetui tps on how to develop new professio- 
nai contacts, suggesting ways lo best present 
one's own professional qualfications to prospecti
ve new dents. The final secton deals with actual 
methods of applying Oikos products and techni
ques toat win help the decorator to best express 
and stimulate his own unique creativity, thereby 
bringing out the best i) toe product as wet.

In age of momentous changes, businesses are 
bound to (toange toer conrrjnication niethods as 
wel as goals. Be^ this in mind. Coiorando, a 
video course for applicators, represents a giant 
step in moving beyond the old tormulas of busi
ness comrnneation in whicii toe message was 
pnmarily oriented at creeping an image and promo
ting products and services, ol ten employing irery 
sophisticated methods, txri toeir mail ritorest in 
the redpierrt was imited to encoura^ his con- 
surnption and purch^ of toei product The coio
rando video course is dMded into ffve parts. The

Decor System is a muib-media interactive tool 
wito which Oikos. a ieadng corrpany in toe nte- 
nor design products field, is able to iusbate its 
vast arrat of products. It's a sort of nteractrve 
catalogue that makes pos^ for toe customer 
to access al toe pedmlent infonrabon about any 
of Oikos's products by simply keying into toe 
desired category. After mitiatly selecting the 
appropriate field of application (private houses, 
holels-catering. historical structures, pubtc instilu- 
tions, public woiks. woik environments, commer
cial buildings, fairs-conventions and furniture- 
accessories) toe customer may proceed to deter
mine which Oikos products best satisfy the speci
fied requirements.
Once a product has been selected, one may 
scrutinize its technical features, the safety data, 
the specificBtlons, the certification, how it is 
appk^ and visuafize possible design and finish 
scenarios by means cri textual information, rotor 
images and narrated films, all the latest multi- 
media features. Another very important service 
that Decor System offers toe is printing of al the 
textual data that is th^ transferred a 
informalion about materials onto the ha 
the customer's computer so that ^ oi i can be 
used for his r-house needs (designing 
or comping an c^, utilization cx toe 
tor ritosirating interiors in perspective wti CAD) 
In adetition to product informatton. the customer 
has access to al infonnation regadirig toe Oikos 
company. Decor System is operated with 
Windmts or Apple programs on CD-ROM dec. It 
may be us«] on ^ type of personal computer 
equipped wito a graphic card, cobr monitor. 4 Mb 
Ram ^ CD drive.

MAGE ol appheatons screen
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MAGE al a proieci done wih CACOS prockicts

BOIKOS
Vk) Negreli, 1 • 47042 Cesenaheo (Fo) fTALY • T«l 0547-81412 • Fax 0547-75650



ADVERTISEMENT FEATURE

SOLAR ENERGY EROM 
A CURTAIN WALE
A building curtain wall oriented cowards che south 
is subject to sufficient insulation and at the same 
time offers the required space for phiHo-voliaic ele
ments to create solar power by direct conversion of 
solar energy into electric energy.

The project was brougln into l>eing as a demon
stration project by the solar work-group of the min
istry of science and research of the (icrman county 
North Rhine-Wcstphalia. The cask was to provide 
the centra! library of the research centre KFA in 
Jiilich. Germany with solar energy without coupling 
to the national grid. At the same time the facade of 
the building built at the beginning of the sixties was 
to be upgraded aesthetically. The contract for the 
new curtain wall was awarded to the companies 
Flagsol, Koln and WiCiONA BausystenK, lUni. 
According to the wishes of the research team they 
developed a curtain wall with integrated solar mod
ules, which was hung in front of the existing old 
facade of the central library. The photo-voltaic mod
ules are installed in the south-western exterior cur
tain wall and the south-eastern curtain wall of the 
inner court. The position of the modules has been 
chosen in such a way that in the wall area four mod
ules with a size of 1.71 m 1.1.3 square metres could 
be installed in the vertical direction. Half of the 
upper module projects bey<md the top edge of the 
building. On the roof another phoro-voltaic field has 
been put up at an angle of 40 degrees. Behind the 
curtain wall of the inner court there is a corridor, the 
windows of which should not he darkened b)* the 
solar modules. For this part of the curtain wall Flag- 
sol has developed a new module, whkh is only part
ly covered with solar cells. This allows sufficient 
penetration of light into the corridor coniparahle 
with light falling in through half-closed blinds.

The total number of solar modules used in the 
curtain wall amounts to 220. Ihis corresponds to a 
module surface of 425 square metres. The total 
output of the installation is 40 Kwp resulting in an 
annual energy output of approximately .32 Mwh.

In order to guarantee the efficiency of the photo
voltaic curtain wall in the long run the aluminium 
curtain wall construction has to fulfil certain require
ments with respect to the statics, the integration of 
the modules, the drainage and air pressure compen
sation, the cable guiding and the design. F!specially 
for Jiilich and the area of application of photo-volta
ic WItiONA has developed an aluminium section 
raking into account all of the above-mentioned 
aspects. The interior of the sections has been 
designed in such a way that three separated channels 
are available for the cables. Two channels are used 
for the separated guiding of the positive and negative 
cables. The third channel takes the cables needed to 
connect the modules. This third channel also offers 
the possibility to include additional cables of mea
suring instruments. The hollow chamber situated

Central library of the research centre KFA liihch; 
The solar tnodiiles have been integrated into the 
curtain wall.

Iiehind the cable channels is used for the parallel and 
serial connection of the modules. The required con
necting box is included in this construction and 
ck>scd air-tight with a cover section. Tlius invisible 
from the outside all cables as well as the connecting 
box are placed inside the construction protected and 
separated from each oilier. The removable cover sec
tion enables quick access to the cable connections.

The VC'ICONA photo-voltaic curtain wall is 
drained per field over the horizontal cover section. 
The continuous gasket in the pressure section pre
vents the infiltration of condensation water or ram 
from elements above, in addition the polyamid 
thermal break section is sealed towards the tran
som with silicon. A preformed piece is used as 
external gasket at the cross point.

Different methods .are available for the distribu
tion of the generated solar energy. The electric ener
gy needed at the time of the production is converted 
immediately into alternating current and used direct
ly by the consumer inside the building. Surplus ener
gy, however, is temporarily stored in two ways: So- 
called short storage installations consisting of elec
tro-chemical accumulators store the energy that is 
needed during the night, for example. The remaining 
energy produced is stored with the help of an elec
trolytic procedure for the decomposition of water 
into hydrogen and oxygen. The thus created amount 
of hydrogen is mainly used to meet the higher energy 
demand during winter. It is reconverted into electric 
current by means of a fuel cell.

So far solar elements have only lieen set up either 
on r(X)fs or in front of the buildings. The integration 
of photo voltaic elements into the building facade 
exploits this otherwise unused surface as an energy

carrier. Furthermtire, the use of photo-voltaic ele
ments can improve thermal and sound insulation 
and can he used as sun protection instead of blinds. 
The construction of photo-voltaic curtain walls, 
however, requires supreme care of the manufacturer 
and the fabricator. Therefore, a close co-operation 
of the building owner with the manufacturers of the 
solar modules and the curtain wall construction is 
indispensable. To this end the Ulm-based WICiON.A 
Bausysteme GmbH developing and distributing alu
minium system sections and the manufacturer of 
solar modules Flagsol, a 100 percent subsidiary of 
Flachglas CinibH, have signed a co-operation con
tract for the use of solar modules and their incorpo
ration into building facades and conservatories.

Number of moJiilrs:
Number of cells:
Module dimension;
Module surface:
Tout curtain wall surface:
Power:
Oricnia rior^ IXI ina tion;
Cell material:
No ciHincctioo with puHic network 
Shewt-term storage with electro-chemical batteries 
Long-term storage with electroUtic hydrogen hiel cell 
Building owner;

220
,31200
1710 mmx 11.30 mm 
423 m2 

m2 
40 Kwp 
SK/SW, 90*, 40* 
Silkium. mtwuKristaUine

A(iS.4ar NRW,
Research Centre Juikh 
Flagsol, Kuin
WU;ONA Bausysteme, Ulm

Solar mtxiules:
Aluminium curtain wall:



u.

ARGETON clay tile facade Design Thomas Herzog

Clading system 
Rear-ventilated
Thermally insulated

4
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CERAMICSTEEL IN ARCHITECTURAL APPLICATIONS

Oueme cis fusuters Martns. lonent trance

Ceramicsteel... a cladding 
with real lyeatity to take real 
punishment. Specify 
Ceramicsteel for your projects... 
for low maintenance costs... 
for durability... for high 
performance. ..for safety... 
for aesthetics... for adaptabili
ty. .. for colon rfastness... 

for external and internal 
cladding... for decoration... 
for signs... for route maps... 
for tunnels... for heated tmlls... 
.. for ever.

UOa Bommm. Suvdett

There are no limits to the creative 
uses of Alliance Ceramicsteel in 
architectural applications. Building 
interiors and exteriors are subjected 
to vandalism, grafTiti, stains and 
fire. Alliance Ceramicsteel Panel 
Systems offer a durable, uniform, 
colourfast surface that resists all 
these forces, are easy to maintain, 
and add beauty tliat will last a life
time...we guarantee it. Our 
ceramicsteel combines the strength 
of steel with the l>enefits of non- 
porous, colourfast porcelain. This 
superior .surface design is ideal for 
all types of installations, on new 
and pre-existing construction.

Ceramicsteel is used in roofs and 
domes, interior and exterior 
w'alls,ceilings, columns and cubi
cles. Applications include ofllces 
and health facilities to schools, fac
tories and food prcK'cssing plants. 
Everything from clean rooms at 
NASA Space Center in Florida to 
cladding panels at UC 
Headquarters in Brussels. Alliance 
offers a full range of colours, tex
tures, graphics and patterns. 
Choose from standard colours, 
earth tone, or bright tone colour 
matrix, or custom finishes. Please 
contact us for more information.

BuSL Osh, Norway

Six Ways Titnnei Birmingham, tfC

ALLIANCE
TqyoU. KOIn. Crrmany

Alllanc* Pentagon A/S 
5240 Odense N0, Denmadt 
Tel. (45)66109030 
Fax (45)66109060

Alliance Amertca 
Norcross. Georgia 30092. 
Tat. (1)404-447-5043 
Fax (1)404-446-5951

CERAMiCSTEBL PRODUCTS Alliance Europe 
3600 (3enk.
Tel (32)^35 65 31 
Fax (32)69-35 65 39

Herdle Alliance 
Sydnay. Austfalia 
Tel- (61)2-836 7130 
Pax (61)2-638 7650

Alliance UK 
No(1hantsNNl6 8 0J 
United Kingdom 
Tel. (44)536 522 473 
Fax (44)536 410 805

Alliance Aubecq 
59154 Crespin. 
FrarKe
Tel. (33)27-45 60 60 
Fax (33)27-351549Our surfaces last a lifetime...



Prochiction and S*lM 
Austria: 

VOeST-AU»INE 
Krnns Fin^Hchn* 

Gei.m.b.H . 
P.O.Box 42. 

SdvnitfiononsffaBa 8. 
A-3500 Krams.

Tsi.: (0 27 32J 685-506.540. 
Fu: (0 27 321685-626

Sates Garmany: 
VOESTALPINE On«H.

Salas Samoan 
Tsi (0 711)70 77 077.

Sales BefUn:
Tal. (030)66 45094

Sales SwitMfland; 
VOEST-ALPttlE AQ. 

Tal:01016 65 50

Sales Spain: 
VOESTALPINE 
Espanola 8 A.. 
T«'1>B55 1927

Excellent prospects for an individual outlook. The cleverly thougth-out VS-T2000 
modular design dividing wall system permits individual adjustment to the purpose of the room. The 
partitions offer a timeless elegance, which resutts in functional design combined with optical charm. 
Moreover, even If the room function changes, economic and simple alternation and reuse means that 
the individuality of the system is retained.

Salas Franca: 
CM.F.

laL.(1H946082

VOEST-ALPINE
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ALTA QUARTZITEVi__
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Flooring, steps, windowsills 
and cladding

'jr

iiii

t

■*• i 1^

■ILI|l

OTTA PHYLLIT 1

Flooring, steps, windowsills 
and cladding

Atta Quartzite. Otta Phyllit (Black Lace) and Favang 
Phyllil:
three very decorative Norwegian quartz-slates from 
the quarries in the mountains near Alta. Otta and 
Tretten.
All three of them are among the hardest natural 
stones in the world:
Alta Quartzite:
Otta Phyllit:
Favartg Phyllit:
In all their simplicity, the greyish green colour of Alta 
Quartzite and the bluish black colour of Otta- and 
Favang Phyllit give these robust Norwegian quality 
products a stylish and dignified aura. For this reason 
atorre, these natural stones areoccupying an increasingly 
important place in the present architecture.
Moreover. Alta Quartzite. Otta- and Favang Phyllit have 
a number of advantages which make these natural 
products very easy in the maintenarrce and suitable 
for use in various places. These characteristics are 
particularty useful in a variety of applications: public 
buWirrgs, offices, houses, swimming-pools, terraces, 
gardens etc. (Otta- and Favang Phyllit can also be 
supplied in a rust-cdour, mixed with bluish black).

II

80 - 85% SiOz (quartz) 
65 - 70% SiOz (quartz) 
65 - 70% SiOz (quartz)
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A member of the Rieber Group, Norway

Beisterveld Natm/steen b.v. - Protonweg 4 (Industrieterrein Lage W^) - Postbus 8228 - ML 3503 RE Utrecht, Nederland - Tel. (31) 30 - 414 021 - Fax (3t) 30 - 411 700



DURABILITY
IN
PERSPECTIVE
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GRUNDFOS PUMPS - STRENGTH AND 
QUALITY UNSURPASSED!

wpi

Millions of Grundfos pumps are on the job 
24 hours a day, around the globe. Some of 
them have been for 30 years. Because every 
single Grundfos pump has been designed for 
years of troublefree operation, even in the 
most demanding circumstances. It may not 
quite compare with the pyramids, but the 
perspective is there...

:n i

Leaders in Pump Technology

Europe - Tel. +45 86 68 14 00 • Americas - Tel. +1 209 292 8000 - Middle East - Tel. +971 8 455166 • Asia/Pacific - Tel. +61 834 00200



T
TransVario.- 
architectural 
feature and 
people mover 
in one, ahead 
of its time and 
of exemplary 
dependability.

TheTransVario is environmentally sounder.he TransVario is "nearly" new. Nearly.

more economical and ergonomical, technicallybecause much is still unrivalled and on

perfected, and even more elegant. Top qualifyits own as a standard. Take the chainless

and maintenance-friendliness are standard.escalator drive, for instance. One new feature

here is the variable arrangement of the Of course. TransVario from O&K. The sensible in

OkaVarioDrive. Also variable is the travel speed; what is feasible.

OkaVarioSpeed. And the new OkaVarioTronik

control system is even more efficient than its

O&K Rolltreppen GmbHpredecessor. The balustrades are one metre

Postfach 80 06 47. D-45506 Hattingenhigh throughout, and the handrails generally

slimmer. Choose your own colour. Telex 8229971, Fax (23 24) 205-215

O&K

High technology in escalator construction.



WORLD
ARCHITECTURE

Say hello to the Hanscomb Index
Slowly but surely World Architecture is coming together. When this magazine started 
five years ago it was based on the core idea of the Profile, a feature that has grown 
into the exhaustive 24 page bi-monthly survey of the life and work of a living architect 
that is the heart of the magazine today. Over the years Profile has brought World 
Architecture’s readers 29 full length, heavily illustrated studies of such great architects 
as Oscar Niemeyer, Sir Norman Foster, Paul Rudolf, Arthur Erickson, Sir Richard 
Rogers, Imre Makovecz, Renzo Piano, Gustav Peichl, Fumihiko Maki and many more. 
Concept too is a feature that has been with the magazine since the beginning. Today it 
is a much admired, and exclusive, window on the emerging countries 
of Eastern Europe and the activities of the architectural avant garde all over the world.

Last year we began our major expansion of World Architecture. Impressed by the 
increasing globalisation of design and construction we introduced Global Review, 
our compilation of reports, information and analysis supplied by readers and practi
tioners from across the world. Then we added Gallery, our unique series of portfolios 
of images from the world’s best architectural photographers like Richard Bryant, Ben 
Johnson, Thomas & Collie, Wade Zimmerman and John Linden. Then came the turn 
of Small Practice, the showcase for the work of the smaller office, and Big Practice, 
the recently introduced 12-page study of major world practices on the global scene 
like Murphy/Jahn, KHR, and BDP.

This year has seen more developments on the information front, and will soon see 
even more. World Architecture 28 saw the first of our annual "Top 100" practice 
surveys. The first ever attempt to establish a ranking of architectural practices with 
global reach and resources to match. World Architecture 29, is building on those 
foundations with the launch of the World Architecture/Hanscomh Index, a global 
construction cost information service supplied by the well known international con
struction consulting firm of Hanscomb, which operates out of 40 offices in Europe, 
North America, Africa, the Middle East and Asia. Twice a year, in March and 
September, the Hanscomb index will provide the most up to date information on 
construction costs available in any architectural magazine published today.

In addition to relating construction costs worldwide, whenever possible Hanscomb 
will supply World Architecture with National Reports that are synchronised with the 
country of origin of the Profile architect, thus creating a double level information ser
vice, from the best architecture to the state of the practice market place.

Finally, 1994 will see the introduction of a new technical feature called Blow 
Up. This innovative specifier's guide will work from exploded views of state of the 
art commercial buildings to break down their finished assemblies into individual 
products and suppliers. The key component, its name, and the name, telephone and 
fax number of the supplier will be right there on the page, identified with a clarity 
never achieved before. As I wrote in this space a year ago: 1 think you will want to 
read World Architecture.

WOfOO

ARCHITECTURE

Martin Pawley
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FRUITS 
OF THE 
FREEDOMS 
OF ’68
At fjrst sight Frdnfo/se-He/ene Jourda is smaiier than her reputation 

would suggest. A diminutive /igure dwarfed by the Chrysler Voyager 

she has driven to the airport But that is a fleeting impression. Once 

at the wheel she demonstrates an unnerving mastery of its controls, 

speeding through the gamut of motorways, boulevards and narrow 

streets that make up the city of Lyon. She is the demonstrotive port- 
ner of the firm, the linguist, the traveller, the tour guide. Her object 

is to show World Architecture some of the projects that she and 

her life and business partner Giles Perraudin have erected in the / 4 

years since they set up in practice. The task is not diflJcu/t, for Lyon 

has many examples of their work to show. The city is, in effect, a 

showcase for the French system of architecture and the municipal 

benefits it can bestow when unhindered by bureaucracy.

In a fatal tactical error the established archi*1968: events whose consequences were to be 
of great significance for the development of the 
education systems of countries as far apart as 
France and China.

After 1968 the Beaux-Arts system was dis
credited and architectural education in France 
entered a period of near-anarchy that few who 
took part in will ever forget. At the end of this 
period a new architectural education system was 
born, entirely separate from the old Beaux-Arts 
hierarchy that continued to rule in the ateliers 
of painting and sculpture. Under President Gis- 
card d'Estaing it was decreed by the Ministry of 
Culture that all new French public buildings 
should be designed by architects chosen in com
petition. and that the competitions should be 
open to all architects, young and old.

To surt at the beginning. A book about jourda 
et Perraudin was published last year on the 
occasion of a great exhibition of their work.
The publisher was the Institut Fran^ais d'Archi- 
tecture. Such an official endorsement is appro
priate, for few French architects better exempli
fy the Opportunities created by their own 
national competition system for public buildings. 
The surprise Is that tb/s system, now admired 
across the world, is of comparatively recent 
invention. For most of this century France suf
focated under an ancient and corrupt regime 
whereby the only architects eligible to be com
missioned to design public buildings were win
ners of the Prix de Rome of the Ecole Nationale 
Superieure des Beaux-Arts. This system 
remained intact until the disturbances of May

tects of the Prix de Rome system boycotted the 
first of these competitions, sure that the method
would fail. But it did not. Instead young French 
architects obtained relatively large and challeng
ing commissions early in their careers, and this 
process soon created the cadre of a new archi
tectural establishment. The awesome regiment 
of young architects paraded by France at the 
1991 Venice Biennale all under 40, and all
with major commissions already to their credit 
— was a direct result of the success of this new 
competition system. Typical of its beneficiaries 
are Jourda et Perraudin.

In 1980. the year they set up in practice 
together, Gilles Perraudin aged 31 and his wife 
Fran?oise-Helene aged 25, won a European
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Community competition for the design of passive 
solar housing. In 1981 they entered a competi
tion to design new courts of justice for Lyon; a 
competition to design a maternity home at 
Cergy-Pontoise. and the well-known competition 
to design the Institute of the Arab World in 
Paris. The following year they won a major com
petition: the design of the new school of archi
tecture at Lyon to replace the one from which 
they had both graduated only a few years before. 
The school they created, with its great concrete 
arched plinth, its flat glass roof and glass-clad 
upper floor, its undulating fabric sunshades and 
its strange timber-forested studio spaces, was a 
great critical success. It is the first stop on a tour 
of the architects' buildings in Lyon itself.

As the Chrysler Voyager deftly turns into the 
school carpark and stops. Fran^oise-Helene 
lights a cigarette. Entering the building she is joy
ously greeted by two middle-aged gentlemen. 
There is an exchange of pleasantries before she 
moves on down the great central aisle towards 
the stairs.

"My old professors", she explains, and stubs 
out her cigarette in a tin full of sand.

Fourteen years after they first set up in prac
tice, Jourda et Perraudin have a world reputa
tion. Thanks to the competition system, neither 
has ever worked for another architect. Nor 
indeed did diey receive much formal instruction. 
In the old school the events of 1968 struck like 
lightning. As Fran^oise-Hel6ne remembers it;

"We had no professors. We did not travel. 
We had to teach ourselves. In a sense the 
school was more practical for us then than it 
ever was before or after." Indeed, even later, 
when Fran^oise-Helfene did travel it was not an 
elevating experience. She was invited to teach in 
Minneapolis and was annoyed to discover that 
she was regarded as a curiosity — a French 
woman architect. Still exasperated by the expe
rience after several years she remembers; "Only 
female students enrolled for my classes".

In any event, like characters from some 
unwritten architectural operetta, Fran?oise- 
Helene and Gilles met in the studios at Lyon, 
married and then, by chance, came to redesign 
the place in which they met. Inside the school 
there is a full-height semicircular hall with tiers of 
administrative offices around it. Below the floor 
slopes asymmetrically in the shape of a shallow 
frustum, down from a kind of speaker’s place.

"We wanted one space In the school that no 
one could fill up with furniture or partitions so 
we gave the floor a 7 per cent slope", she 
explains.

"Everyone can hear you if you stand here."
Standing on the flat top of the shallow frus

tum this proves to be true. The reverberation is 
palpable. Upstairs in the studios, the forest of 
angled timber struts supporting ^e mezzanine 
may be remarkable, but down here In this hol
low space the symbolism is more specific. This is 
an echo of the liberating force of the fundamen
talist democracy of 1968: an era that is in the 
very bones of the new French architecture. An 
episode of history that explains the observation 
that Fran^oise-Helene makes later, as she sur
veys an uncompromisingly anti-graffiti-coated in- 
situ concrete low-cost housing scheme that she 
and Gilles have built in another part of the city.

"It is too late now to oppose Modernism in 
France. Once you win a competition for a public 
building here, there are no restrictions on what 
you do except the budget. Nobody can tell you 
how to design. The private sector is completely 
different. There is no real innovation in the pri
vate sector."

Proof of this statement is everywhere that 
the Voyager travels in the course of that day. 
The vast, sparse grey concrete Lyon Internation
al School has an internal floor surfece of tarmac, 
no smoother than a recently repaired road. Did 
no client or user object to thisf

Franfoise-Helene shrugs. "It was the budget. 
We wanted this great atrium like a street. This 
was the only way to afford it. They are talking 
now about replacing the tarmac with stone."

The glass-clad walls of the long, snaking class
room block at the International School are heavily 
louvred to open up when it is hoc. Does this sys
tem really work? Again Fran?oise-H6lene is philo
sophical; "For three days last year the school was 
unusable because it was hot and there was no 
wind. But it was the same out of doors in the 
open air. It was coo hot everywhere."

Multitudinously perforated by angled stan
chions and steel tension bars, the roof of part of 
this building is covered in grass, although it will 
not bear anything other than maintenance traffic.

French critics are neither sparing nor consis
tent in their praise of Jourda et Perraudin. 
"Architecture has the right to realise what it has 
conceived”, says one, so the pair can be 
described as "structural rationalists who refuse 
to compromise" because they have a "taste for 
materiality". At the same time they can be cele
brated because they are "liberated from techni
cal demonstrativeness." Their "ascetic high-tech" 
can create soaring roofs that are "tangible firma
ments", and floors that are roads. In the same 
confusing way their work is widely supposed to

be influenced by Kahn and Le Corbusier when it 
is clearly more eclectic.

Taking lunch in the converted grand central 
station at Lyon it becomes clear that it is not 
fruitful to challenge Fran^oise-Helene on the 
subject of critical contradictions. She responds 
to them with a dismissive gesture;

"We do what we want to do. We change our 
ideas. We try to demonstrate not a single logic 
in any of our buildings, but the closer and closer 
combinations of different logics." Thus were 
born the great floating "airships" of the Toulouse 
Congress Hall and the Tokyo Forum competi
tion; the rows of neat student housing for the 
university in Lyon, perfect boxes in steel and 
glass in the spirit of Ernst May and the Bauhaus. 
Thus too is born the German glass box soon to 
start building, and the series of motorway 
bridges and sound barriers for the new east- 
west motorway, and the parasol Paritly m^tro 
station, still awaiting its air-rights building.

One of the different logics of Jourda et Per
raudin was the logic of chance. In 1986 Norman 
Foster was appointed assessor for the award of 
a French national architectural prize. He select
ed their newly completed school of architecture 
at Lyon. From the consequent meeting came the 
collaboration over the mediath^que at NImes 
and the formation of a short-lived practice called 
Foster Jourda et Perraudin. One outcome was a 
Jourda et Perraudin scheme for the shelved 
King’s Cross development in London, reflecting 
on it now. Fran?oise-Helene exhibits a surprising 
sympathy with the views of Prince Charles; "I 
think he is right London is such a mess. You 
need some peace, some control there. Some 
restraint to create a proper identity again."

Eventually the tour in the Voyager terminates 
at the jourda et Perraudin offices in the nine
teenth century walled villa of a priest who once 
ran a hospice and chapel long since demolished. 
Here the office staff of 20 work with Macintosh, 
Claris and models, most notably upon the the 
great motorway project.

Here the visitor meets Gilles Perraudin, the 
other half of the partnership. A quiet, soft-spo
ken man. A quick tour of the office and then, 
behind a simple hoarding, their celebrated house. 
An uncompromising, teflon-parasolled plywood 
vaulted steel framed structure with its own 
walled garden. In its modest yet drastic way it 
demonstrates more than the whole tour. One 
glance at the power of this act of liberated cre
ativity in architecture is enough to show that, as 
Fran^oise-Helene has said, it is far too late to 
oppose Modernism in France. □
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In order to understand the work of Francoise- 
Hel6ne Jourda and Gilles Perraudin, it must be 
seen in relation to the dynamics of their con
stant research and the permanence of their 
relationship to architecture. Ever since they 
joined forces in 1980. each new project has 
been used as an attempt to broaden their field 
of study and investigation.

This positive attitude confirms a taste for 
matter, for the shaping of matter subordinate to 
a global conception. During his lime at the Engi
neering School of La Martini^re In Lyon, Per
raudin explores numerous techniques, but more 
importantly manipulates, weighs and balances 
materials: clay, cement, wood and steel. Their 
hands, their muscles, their touch, have made 
them familiar with the sensations of iightness, of 
heaviness, of cold, of roughness and smoothness. 
This familiarity grows as they continue their 
exploration, rewarded as they go by the joys of 
discovery. Yesterday, and today, they keep up to 
date with manufacturing processes, inventing 
specific uses for new materials. And so they visit 
quarries and sawmills and foundries. This taste 
for materiality is accompanied by a taste for fab
rication: Perraudin likes to make things with his 
own hands, to form and deform, to knead into 
shape. In 1973. during his architectural studies, 
he founds the company MRA (Module Rhone- 
Alpes) with friends (Claude Ivorra in particular) 
able to conceive and construct space and struc
tures as well as building materials. A little later 
(I97S), he goes away to Algeria for a year, 
under the supervision of Andr6 Raverau at the 
Institute for Sahara Studies.

It is a time of confrontation with the earth, 
with stone, with the scarcity of materials avail
able, with reduced technical possibilities, with 
the choice of solutions adapted to a given con
text. Before completing his degree, he under
takes to conceive and build a wooden house.
The project is not to be carried out. All that 
remains to indicate what this art of construction 
is based upon is a series of hyperbolic 
paraboloids: it is the art of conceiving structures, 
frameworks, links and knots. Technical know
how can help to render architecture more easily 
accessible. Through his studies. Perraudin is 
well-armed from the outset. In 1984-85 
Fran^oise and Gilles continue to explore the 
possibilities of dried earth, baked earth, project
ed earth, etc., with a series of dwellings in Isle 
d'Abeau; those of wood, steel, glass and PVC 
with die School of Architecture in Vaulx-en- 
Velin; and those of concrete with the under-

PER ARDUA AD 
ASTRA
The portnership of Fran^oise-Helene jourda and Giles Perraudin is one of the most sue- 

cessful in French architecture. It stretches from structures in rammed earth to the most 

advanced "filter-wall" glass enclosed buildings. Here Jean Francois Pousse outlines their 

achievements over the last 14 years and contemplate the triumphs that still await them 

in the future.
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a grave matter. A deep-seated taste has brought 
them to it. They are encouraged neither by their 
culture nor by family antecedents. The wish to 
build suffices. Perraudin has a desire to construct 
before beginning his architectural studies. Jourda 
too. before finishing school. Yet there is more to 
it than this. For them, architecture is a founding 
principle. It is the possibility to organise man’s 
interior, to magnify it and to project it into that 
which is beyond him. This is a profound convic-

ground station in Parilly (in construction in Lyon 
from 1982-89). So much so that these last two 
projects enable them to free themselves, to go 
beyond the frontiers of technicality. Their libera
tion from technical demonstrativeness has 
immediate effect. Having proved their prowess 
in the matter, they no longer need to impose it 
upon themselves or on others. Technique sur
renders to other goals.

But what are these? For them, architecture is

Project for offices und hottsin^ at Kind's Cross 
{opposite) and Toidimse Congress Centre project 
19S9 (ahore)
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Lyon Cerbmi Metro sltition project 1^91

one capable of defining space, the gravity of his 
action and of his responsibility towards the 
occupants becomes even greater.

For Jourda and Perraudin, this search for a 
spatial substance capable of breathing life is root
ed in time, and nourished by a handful of princi
ples taken to be timeless. Absolute. In time, for 
mens' needs change along with their understand
ing of the world. Absolute, for as Jourda and Per
raudin posit, humanity finds its true value in a 
vertical dimension, by surpassing itself, guided by 
a sempiternal aspiration to immersion in perfec
tion, where the intrinsic identity of the individual 
unfolds, merging with an impeccable All.

As often in religious architecture, their pro
jects become condensed. One must concentrate 
the essence, or at least evoke it, so chat desire 
may be born. Perraudin (he’s not the only one) 
tells of the powerful impression his first visit to 
Thoronet made on him. Romanic architecture 
isolates before giving. So in its way does that of 
Jourda and Perraudin. Their house, the project 
for La Villette. that for the Indira Gandhi Centre

means or culture/geography/economy, one of 
the recurring themes in the practice.

Subsequently, on his return to France, his 
dissertation investigates The Participation of Occu
pants in Housing Conception. This paper is both 
theoretical - it is presumed that each person has 
the right to dispose of and invent his own space 
- and experimental - people are asked to design 
their own dwellings. It is a disappointing study. 
Most of them confine themselves to choices 
symbolic of their culture and their social ambi
tions, expressed by the situation of their house 
in the city and in its layout. Few go any further, 
and i^e spaces they propose are disconnected 
from technical necessities, their fittings lacking in 
imagination, instead of inducing a sense of fail
ure, his dissertation gives him the opportunity to 
review the situation. It becomes obvious that 
occupants are not normally in a position to plan 
a spatial entity by themselves. It is up to the 
architect to play this role.

If this is so, if architecture shapes humanity, if 
the project manager, the specialist, is the only

tion, based on rigorous evidence, preceding all 
conceptualisation, underlying a specific evaluation 
of ^e architect’s trade, a sensitivity to man’s 
need with regard to his space, in short a concep
tion adapted to the gravity of what is at stake.

Refusing compromise and "bread and butter" 
commissions, their objective is to build the project 
as it is. for. defined as such, it appears essential to 
them. A rugged determination which has already 
led them to stop work in progress (the Institut 
Vatel) rather than toning it down for economic 
and diplomatic reasons. It Is also the scrace^ of 
their practice, this conviction that architecture has 
the right to realise what It has conceived, the cer
tainty that in the long run only quality pays.

In the wake of 1968. Perraudin, like others, 
rejects the standing of the architect retreated to 
his lonely tower, the wise man outside of social 
and technical reality. The idea of involving soci
ety at large, of working on its evolution, leads 
him to participate in a number of collective 
actions. His stay in Algeria plays a role in this 
confrontation with the triad man/environment/
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for the Arts, are organised around an interior 
axis. The opposite of the road leading off to other 
horizons, it innervates a world in itself. For sever
al years this backbone remains rigid: a straight 
line. Today it is evasive, meandering, transformed 
into an interior city and the apprenticeship of 
space (the International School in Lyon).

Through Kahn’s influence - essentially the 
will to submit the centrifugal forces in architec
ture - most of their projects lock together in a 
close geometric network where rhythms and 
sub-groups connect, repeat, perpetuate them
selves. This authorises a hierarchy, a step-by- 
step exposition of the essential and the sub
sidiary. it ^cilitates the play of an obvious dialec
tic. Like the body, architecture can be divided 
into parts and sub-parts. The exaggerated 
decomposition of the plans, the stratified materi
als with their stressed characteristics weave a 
path of recognition, of identification. The School 
of Architecture is a prime example. Besides pro
viding a metaphor of construction for the stu
dents, the layout, the cross-section, the choice 
of materials organise a discovery of architecture, 
letting the visitor take over the place and be 
taken over by it in turn. This singular, yet force
ful impression is repeatedly found in their work.

There are many many examples, yet apart 
from enabling understanding and discovery, they 
introduce other dimensions. Perraudin, who 
rarely speaks, utters the word "archetype" from 
time to time. This word implies eternal spatial 
figures and formulae, everlasting aspirations, 
shared response throughout time and space.

Fran^oise and Gilles are no adepts of the 
ancient formula, emptied of meaning and reused 
for contemporary ends. When they use the 
vault in the School of Architecture. It is a way of 
reinforcing its intrinsic meaning. The same may 
be said of the plans: round, square, interlocked 
and superposed, they all refer to structurings of 
the spirit rooted in Western memory. The 
space itself reproduces a secular impression.
The projects for the Cit6 de la Musique at La 
Villette, their house, the Indira Gandhi Centre 
for the Arts, the International School in Lyon 
are all sheltered beneath an independent blan
ket, as man under a tent, or yesterday's prehis
toric man under foliage. A manner of referring 
to the way one is situated, to the sense of being 
both object and scale, but by inventing new fron
tiers. new forms. A manner of reinterpreting the 
obvious, directly related to fundamental physical 
realities, water, earth, the sun that rises and 
sets. Day, night, the rhythm of human life.

In this respect, the project for the Charles de 
Gaulle bridge marks a kind of frontier, which 
nonetheless has its place in the clearly defined 
evolution of their projects. Using an architecture 
particular to the heart of bone structure, they 
modify its content, add ligamental tension, polish 
the result with streamlining, material, colour, 
resistance, texture. A project bursting with 
impatience, straining the leash, eager to be gone, 
to be elsewhere, while respecting the same fun
damental demands. A series of competitions 
gives them the opportunity to advance further: 
the International School in Lyon, the Hotel du

D6partement in Marseille, the Conseil General 
in Toulon, the European Council in Strasbourg, 
an underground station in Lyon, other projects 
including street furniture, also in Lyon,

The memory of the practice is threaded 
throughout, honed-down propositions, tensions 
and paths that are in the process of being deci
phered. The International School heralds these 
developments. The project dates from 1989,
The site plan is startling. A sort of question 
mark stretched out along the edge of the Rhone.

In the building on the river two geometric 
logics come together: the general curve, the 
slanted roof and the straight line. Towards the 
river, behind the curtain walls, internal circula
tion replaces the facade. Two truncated cones 
interrupt the flow. At the back, a suspended 
envelope is formed by almost blind naves turned 
in against themselves. Here, the eye wanders 
horizontally from inside to outside and back, 
between the sky mingled with water and the 
actual body of the building. There, an interior 
three-dimensional universe. The sensation of 
outside/inside, mixed with the discovery of a 
complex world along the interior paths show an 
accumulation of their potential. Cadence, 
rhythm, punctuation.

The school is the starting point for new 
research on another structuring of space: the 
interior street, which has been encountered 
elsewhere, is now only a basis, enhanced by 
transversal visions, a geometric spilling-over; a 
cross-section reveals the building on the Rhone: 
the volume of the Village, which has its own
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da and Perraudin tend to define entities, worlds 
not exactly closed, but capable by their coher
ence and their multiple transgressions of provid
ing access to new sensations and aspirations. Par 
from being an accumulation of images, architec
ture Is transformed into an interior temple.

Their project for the Strasbourg headquar
ters is isolated on an island, a question of pro
gramme of course, in order to better emphasise 
the extra territoriality of a place consecrated to 
Europe. From the outside, it resembles a dug- 
out rock. An anti-focade, an anti-image.

The Congress Centre in Toulouse, reflecting 
the Gandhi Centre for the Arts, is sheltered 
under a roof/blanket conceived as an over-sized 
pergola. The curtain-wall facades, veiled only by 
pare-soleils, let li^t filter in everywhere, reveal
ing the tension between the void and the mass. 
A sort of giant pebble containing conference 
rooms appears to be suspended. Hooded in 
steel, it is like a lake of ice reflecting all around 
the misshapen image of the building’s geometric 
envelope.

The confrontation between the rational 
framework, between a shape that is aleatory in 
the first place, and their reflection perturbs the 
ordinary sense of perception. The notion of top 
and bottom is disturbed. The project for the 
underground station in Lyon pursues the quest

vented from tfie pyramid, the very size of the 
voids, the thickness of the walls seemed to him to 
re-establish a link between the underlying reality 
in the countryside and its history: the omnipre
sent rocks at the entrance to the city, the density 
of accumulated time and the future, intermingling 
of sky and mineral, vegetable and air.

Yet beyond this, the envelope is fed by other 
sources. It changes into a preamble and an end 
result A moment of silence, an interval during 
which noise and disorder are cast aside. Clearly 
the practice is moving away from the problem of 
exterior appearances. Their intentions are con
centrated In the heart of the building from which 
the facades derive.

This option is further explored with the 
Congress Centre in Toulouse, so much so that 
one forgets the general envelope, recalling only 
the voids and the masses framing the bowels of 
the building. The question mark shape of the 
International School is also reminiscent of an 
ear. A play of waves on the edge of water. Per
raudin now sees here an intuition confirmed. A 
form which comes to complete a musical com
position, the echo of a score based on intersec
tion. superposition, compression, the logical 
development of algorithms. A computation of 
the aleatory.

Ever since the founding of the practice. Jour-

intemal logic, is microcosmic. It brings under
standing of the macrocosm by means of sequen
tial visions and the horizontal accumulation of 
volumes aspiring to verticality.

The project for the H6tel du D4partemeni in 
Marseille emphasises and illustrates other fields 
of investigation: the computation of an envelope 
responding to its environment, the search for a 
symbiotic relationship between landscape and 
architecture, the elaboration of an interior spa
tial universe complying with these requirements, 
yet surpassing them.

The practice has long been interested in 
materials capable of fulfilling new needs in the 
long term and of responding to specific environ
ments. In 1987-88, they propose a building situ
ated at the confluent of Phone and Saone, cov
ered by a skin which can respond to the 
extremes of the climate, of pollution, of future 
atmospheres, a sort of living matter that will 
open or close itself up as the need arises. Not 
just protection - active, innervated tissue. In 
Marseille, In stone, but in the same spirit, it is to 
be found again; Insulation and respiration.

Part too of an attempt to reconcile landscape 
and architecture. A project in the shape of a trun
cated cone seems somehow incongruous on the 
horizon. In fact, Perraudin was suggesting a differ
ent lope. Stone, stone-cutting, ageless form rein
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Unii'ersity of Marne !a Vallee 1992-^4, sketch (opposite) and plantwig studies (helow)

in a radical way. It is buried in the earth. The 
envelope disappears. Dug-out space remains. 
Essential now. Three amphoras planted in the 
earth and truncated at the top are crossed by 
the rails. Logically speaking, the programme 
imposed burial. Fran^oise and Gilles deviate the 
meaning and define a place at once autonomous, 
closed in upon itself, a reservoir of sun for the 
tall germinating stalks and a halo/signal for the 
city, signifying subterranean activity. This sealing- 
off enables the invention of autonomous space 
and the definition of a volume englobing path 
and trees. The opening is elevated, aspiring to 
the nimbus of light, to immersion in space.

The choices are made clear with the pyramid 
of the Dijon auditorium and the rock (or space 
station) of the Strasbourg Parliament ensemble. 
Chiselled interior volumes emerge at times or 
can be glimpsed through light-engulfing apertures.

The force of interior composition predomi
nates and is growing stronger. It has to do with 
soaring masses, with the computation of radii, 
vdth the use of a few monochrome materials. 
Nviih the amplitude of the void emphasised by 
cross-section, essential from now on to grasp 
their work. Those of the Dijon Auditorium, and 
more so of the offices and the hemicycle of the 
European Parliament show constructed volumes 
in suspension. It is the space of heights, of over

hanging cliffs. To evoke Piranese would be to bias 
feelings. Here there is no profusion, only concen
tration in great autonomous bodies. Compact, 
they look like solid blocks. Their sheer size 
leaves the reassuring shores of geometry behind.

The practically linear development of the 
practice, from one project to the next, is quite 
astonishing. From their vantage point on the 
frontier. Jourda and Perraudin survey territories. 
The choices they make are unsettling for some 
and call for involvement on the part of the 
design team. And they certainly won't stop at 
this. Once it has been completed, the Interna
tional School will provide a yardstick, already 
overtaken by new projects.

Architects capable of this fiery strength are 
few and hr between. It is a strength that reiies 
on a practice where old friends are working - 
Amilcar dos Santos the architect. Giorda the 
painter. A practice that is impelled by rationali
sation in the design process, which means tight 
economic management as much as the gener
alised computerisation that has banished the 
drawing-board to the realm of memory.

As in all true stories, this one is only partly or 
not always true. The latest commissions for social 
housing and student accommodation in Lyon, the 
competitions they have won for the university in 
Marne-la-Vallee and the training institute in

Herne-Sodingen in Germany give Jourda and Per
raudin a chance to show their mettle.

Subsequent to the International School, these 
projects provide an opportunity to concentrate 
and develop their researching on a large scale. A 
synthesis of the themes they have worked out 
over the years can be discerned, whilst beyond 
this, a long-nurtured ambition is breaking through.

Having ascertained the exponential complexi
ty of the project, they no longer try to submit 
its incidences to the square of principles. And so 
they now work on the superposition of func
tions. their mutual enrichment, friction between 
networks, fluids, energies. In fact, all architecture 
is a creature, made of interlocking, interlacing, 
infinite networks, a particular, a specific palpitat
ing body, a metaphor of the complexity of the 
world, of the city, with which it is in contact.

Thus the idea of responsive architecture 
takes shape, an architecture sensitive to nature, 
to manmade surroundings, no longer 
schizophrenic, definitively closed off, but relating, 
almost evolutive. The roof of the university in 
Marne-la-Vall4e resounds with this idea. It will 
respond to the wind, conduct natural light, tell 
by its pulsations and vibrations the state of the 
sky - freezing or warm, cloudy or clear. Interac
tion and exchange crystallise the vitality and the 
profusion inside and out. □
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PROJECTS tahric 'superstructure' 
(right and below) floats 
over massive concrete 
base with arches open- 
ing onto inner circular 
tion space

New school of architecture, Lyon, 
France 1987

The theoreticol teochj'ng oreas (dossrooms. library) 
and expenmental areas (laborotones) are juxta
posed ond ossembfed to form the ground floor, or 
"base" while the areas devoted to the Apprenticeship 
of project-running (workshops) form the continuous 
spoce of the first floor, or "superstructure’ The exhi
bition and discussion areas imgate the entire length 
and height of the building, forming the pubhc spaces 
(street square).

This stnct dissociation of space entails a strong 
orchitecturd opposition between foundation and 
superstructure, matenaiismg the tegendofy ontc^n/sm 
between the necessary ocquisit^n of knowledge and 
the indispensable, inevitable, personal experimenta
tion. Thus the thick, heavy base is both a support for 
the workshop space above the matenahty of the earth, 
ond the necessary anchorage for the orocu/oted 
structure which houses the students' work areas.

This stratificatxxi is broken along the length of the 
building by the central street, where events, exhibitions 
ond dscussions take place, a public space on the scale 
of the building servicing the entire premises ond detm- 
ited by the continuous workshop facades the toborato- 
nes ond the dkjssrooms This federating axis, punctuat
ed by the central square contounmg the Arts Cafe and 
the library, hnks the leochirtg oreas to the hoi/ ofon 
independent bmkjmg the admmi^atton blade

The worktop superstructure ensernbte forms a 
continuous blanket that spans the central street The 
framework of glued and laminated wood, whose sep- 
orote parts are articulated by metal components, is 
ossemWed on the bose according to a ngorous gnd: 
Its ali^ment forms two large naves above each labo
ratory and classroom base. Both portal framed and 
diagonally braced, each element of the framework 
has a 14 m range, reduced by the underbracing and 
suspends the pod elements of the workshops.

Each construction system ossociated with the 
typology of the orchiteaurol teaching oreas is 
expressed m its techmet?! reality, the dossroom arches 
ore composed of prefabneated voussoirs. dry con
structed on curved wooden shuttering. The keystone 
of Che diagonal arches is the only element cost on
site. The glued ond lominoted frameworks of the 
workshops are articulated by means of moulded steel 
parts whose form direaly derives from the ono^s of 
the forces they hove to tronsmit

As with all the other matenals used In the School, 
the meosur^ents and thidmess of the silicone seated 
and bolted ^ss panes composing the flat glass roof 
over the central street are calculated so os to respond 
very preasely to the demands they must n>eet

a..
b-i-i. 1 / /

II
Plan (right) shows a.xial 
composition of school 
along central circulation 
space, with semi-circu
lar meeting area to right
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Architects' own house, Lyon, 
France 1987

The organisation and surface area of this house, 
intended for a famity wf'th four children, were con
ceived m an evolutive fashion so as to respond to 
changing famify needs.

It is built in the orchard of a presbytery s/tuoted 
within the city on a s/te enclosed by high walls. In 
order to preserve the existing vegetation, the house is 
supported at a small number of points, thus “/looting" 
slight)/ obove ground.

The mam structure is in steel. Entirety prefabncot- 
ed, It was erected in a few days. T?ie roof, a real artsfi- 
oal canopy, an extension of the neighbounng plane 
trees, was hung in one day. thus providing an effective 
shelter for the rest of the site. The octud bobitot is o 
wooden box (of plywood, generally used to manufac
ture packing cosesj; two (o/e/s of plywood on wooden 
stiffeners enclosing thermal insulation. The same 
motenal is used for ceilings, floors and partitions

The eost, west and north sides ore completely 
opaque while the southern facade is mode entirely 
of glass. The gloss front is composed of sing/e-g/azed 
removable sliding panels, creating physical and visual 
continuity between the dwelling os a whole and the 
garden to the south. This continuity is emphosised 
by the exienor prolongotion of wide terroces shel
tered by the roof making real outside living rooms or 
games rooms.

The house is endowed with its own "respiration’, 
thanks to the play of the openings and closures of 
the facade ponels complemented by Winds, and to 
the growth cycles of interior and exterior iregetation 
controlling the luminosity.

Set in the walled garden of an old 
bouse and concealed from prying 
eyes, this structure has been extend
ed by the inclusion of tu>o plywood 
■|g/t>o" bedrtxims (top picture). The 
original arrangement is shown 
above, left and right
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■IfmnsHiThe hollow square encloses a raised mirror in 
which everyone can see themselves reflected 
against the sky and contemplate their responsi
bility for the events of the German occupation. 
The structure itself is finished on the outside in 
steel mesh (above left) and, on the inside in 
white plastic sheeting (above right). Sketches and 
rudimentary design drawings are below

Memorial to the deportation of 
the jews, Lyon, France 1987

roam for contemphtion where the names of each 
camp with the number of wcvms were listed.

"The fewer images, the smaller the amount of his
tory. the less words the better. Just one large horizon
tal mirror so that, in Just one movement we con bow 
our heads to the sky’ (AJo/n Fraggi)

Built on the Terreaux square in Lyon during Kious 
Bofb/e's tnal. this short-/i^e building was conceived in 
one night designed in three weeks, erected in 38 
hours and taken down two months later.

It housed on exhibition of photographs and chil
drens' drawings /h>m concentration camps, and a

\

N
^1

'.‘I

a

34



Second AusterliCz bridge project, 
Paris, France 1988

Spanning 120 m. the forms and the geometry of this 
she//-sifucture tJfwige ore direct// derwed from the 
constraints with which it must comply: motor and 
pedestnan traffic must be cwsidered as fluids, the 
shape of the bodge is taken from the curves which 
will facilitate their flow. Matter is precise// arranged 
so as to achieve the equitable distribution of forces 
throughout the entire structure. 7>)e struaure Itself, 
which can be compared to the porous structure of 
bone, IS composed of fine interlaced membranes: on 
a larger scale, it forms a homogenous material.

With the help of computer programmes hitherto 
used in the nuclear industry, the geometry of the 
structure and the thickness of the membranes can be 
odopted, o/most rnteroctiVe//, to structural constraints.

The resulting shapes are dose to natural forms, 
while the constnictkin techniques - such os the outo- 
moted pktsnna cutting of the steel sheets - are bor
rowed from ship-hui/ding. The envelope is mode of 
composite sheets of stainless and carbon steel with 
the stoinless steel side turned outwards on ofl visible 
facings, and contnPutes to the structure's resistarxre.

Organic "bone struc
ture" of bridge is clear 
from photo-ninntage 
(top). Plan and sections 
(left) show unique 
s/rMff»rr and form
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Project for Hotel du Departement 
Marseille, France 1990

Siajoted m a suburb to the north of Marseille, this 
project comprises two cone-shope towers on an 
esplarxide. one filled and interxjed for OKhive storage, 
the other hollow, housing work and conference areas 
for the local government of the douches du Rhdne.

The moln tower. / 80 m high, explores the corv 
cept of the vertical aty. reinterpreting the urban 
structure of Mediterranean towns on the scale of one 
building. It IS composed of superposed gardens and 
squares which pro^'ide a varied array of spaces and 
Itineraries for users, and obove all. in sharp contrast 
to its monumental function in the larKtecope, intro
duces (he convMoi scale of the traditional town into 
the large halls that stravfy the building.

As m Ailedit^oneon towns, the sguores one pro
tected from the harshness of the climate: they ore coo/ 
and shady in summer and sh^te/ed fhm the North 
wind in winter. Their large windows, bellowed out of the 
stone, overlook the aty and the seam the distance.

Competition project shows 
large hollow frustum and 
smaller cone structure tow
ering above the city

Scheme is dominated by 
inverted umbrella struc
tures that double as 
sunshades. Lightweight 
shelters beneath follow 
the pattern established 
by the 1987 house in 
Lyon

Jean-Marie Tjibaou cultural 
centre, Noumea, New Caledonia 
1991

The climate in New Calechnia is so mild, and nature 
so generous that there is no real need for proteePon 
against it The traditional dwelling is no more than a 
lightweight shelter.

The cultural centre is not a buifcfing ond so it tes- 
t/^s to the foundaPons of this culture, bom of a sym- 
b*o6c re/atronship with noture. Ji«t a few enclosures, 
a few shelters are carefully placed on the ground, ter- 
roces and gangways brush gently ogoinst it The mam 
circulation areas ore protected by flower-shaped 
structures, alternately open and closed in on effort to 
capture natural energies thus responding to the 
passing changes in weather conditions and opening 
out onto the views in the distance.
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North Rhine Westphalia district 
training centre, Herne-Sodingen, 
Germany 1992

S/tuoted tn Heme Sodingen, os port of the IBA 
Emscher Park, the Academy of the Mtnistry of the 
Interior of North Hhine-Westphalia is to he one of 
the c^nomjc etements fnvofv«ed tn revitalisirrg the Ruhr 
region by economic, social, orchiteaural, landscaping 
and ecologico/ means.

The building is to be constructed in a park in the 
centre of the district of Heme-Sodingen. on the site 
of the pithead of the mine around which the town 
grew up after the beginning of the century.

The project proposes to extract a piece of the 
park, to protect it by a glass box measunng 13,000 

and to create in this parallelopiped a tempera
ture micro<Iimote all year round, controlled by exten
sive natural ventilation, sprays, sunscreens etc.

This gigantic shelter is a gJosshouse, constructed 
according to the bgic of industnol manufactunng sup
ported by large mixed wood arid metal tree struc
tures, perfectly mopped out, regular and extendible.

Within this new ecological environment, two iong 
wooden buifc/mgs house the training and accommoda
tion foa'lities Built in the shelter of the giosshouse, they 
can subsequently be easily modified and odopted.

A ilevelopmeitt of the umbrelh shelter approach 
into a free-standing glass box, fully ertclosing two 
long buildings in a cliniale-controlled envelope. 
The alignment of the buildings and the rrmf height 
related to the treescaping are noteworthy
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Underground station and roof, 
Venissieux-Parilly, Lyon, France 
1992

S/tucKed « a progressively urbanis>r\g part of the sub
urbs ofLyorx the station at the junction of several
mam roads

Its construct/on gcTve nse to the creation of a 
development scheme including a building with an 
area of 10,000 to be erected above the under
ground stobon. Its main hall wos also to serve os an 
entrance to the station. For economic reasons this 
building has not been built

In the underground station the mixture of tivo 
geometries (orthogonal 5A0 x 5.40 m gnd and the 
71 degree angle of the rails in relation to the grid) led 
to the creation of a structure of orches ond crossed 
vouta mode of exposed concrete, occordtng to a 
geometry that optimises the forces to be transmitted 
from the Lfpper slab (gmund floor of the building) to 
the ground below.

Eoch of the elements (shofts, chopters, orches, 
vaults) was designed in relation to the manufacturing 
techniques employed (metal shuttering, on-s/te con
crete casing, pre-fabhcated vaults).

The temporary roof is a later addition designed to 
provide shelter in the absence of the air n^ts build
ing. It demonstrates an advanced use of diminishing 
diameter "tree" structure supports

■ Tree ’ supports of 
free-standing roof stand 
out in night shot (top 
and above). Expres
sionist concrete work 
marks structure of 
underground slatioit 
proper
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Enclosed roof area is grassed over with contimtous rooflights

International School building, 
Lyon, France 1992

facing the confluence of the Rh5ne ond the Soone, 
the ciossrt>om building unfolds along the banks of the 
nver and decreases gradually from 7 levels m the 
north to 3 levels to (he south, its curves delimiting the 
different academic units

The western face to the river is entirely made of 
glass and contains an atnum 7 m high and 300 m 
/or7g where stoinvays, footbndges podiums. technical 
blocks and intenor gordens are placed. This temper
ate area is entirely open in summer thanks to a sys
tem of motonsed g/ass plates.

To the east the building orcumsaibes the "Centre 
of bfe" thot regroups all the spoces common to the 
three schools (primary school, intermediate school, 
upper school) - a village covered by a suspended 
and planted blanket. The collective buildinp are 
orgonised under this roof They ore concrete and 
wooden buildings between which the "extenor" yet

Weltered public spaces of the Centre of Life are to 
be found: intenor street terraces, gymnasiums.

The roof protecting hese buHdtngs measures 8.000 
ny ond fs hung of a height vnrytrg fixxn 4 to 12 m 
above the ground floor. It is cut out of a gnd of 8 m- 
beams in honiontal projection ond connected to the 
three haHs of the school. This regular Wonket hos been 
deformed, hfted at each of the gncfs mtersecDons m 
order to obtain the optimum hei^ and so comply with 
fiirKtional and techruco' constraints'.

The masts are rndined, becoming perpendicular 
to the tangent of the roofs approximated curve at 
this point. The covering is made of nbbed steel sheet
ing forming uneven surfaces. It comes woterproofing. 
drainage and a layer of vegelaOon.

The glass roof of the Centre of bfe is also an 
uneven surface composed of800 pones of vanously 
angled diamond-shaped glass, all different, bolted 
and stuck together with silicone.

The entirely glass-faced East and South faces of 
the classroom building ore protected by suspended 
bnse-soleils whose angles vary with the position of 
the sun dunng class hours.

function of undulating grass roof ami rooflights South-facing sunshades protect glass wall

.19



Low cost housings Lyon» 
France 1992

S/tuoted in the middte of a housing scheme and 
linked by a nonow tone lo the main rood, the build
ing contoining 66 social housing apartments does not 
comply wrtfi the 'traditionar requirements of urban 
logic such as olignmeni, the conception of open 
spoce etc. On the controry, it openly states its /inks 
with the surrounding countryside and geographic 
structures (orientation, geometry of the site, 'destruc- 
tured" urban erwironment).

The bmiding deliberately turns its back on the 
norths on the ci^, on the wind and the ran. opening 
out to the south and occomponying in its geometry the 
course of the stream that flows through the area. The 
roof forms a protective she//, its sunscreens shefter the 
balconies and the plywood facades of the duplex 
apartments. The building raises its fx/ttresses from the 
cfayey sor/ rts ronnparts protect the tost remotoing suh- 
ufPon fto/ds devoted to market gardening.

•?- 4 ■Mlt ' -
tJL.

Generous roof overhangs shelter plyivood-skinned 
upper storey. Base finished in concrete is a 
favourite jourdin & Perraudin theme
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Early models of motorway 
bridge structures (below)

Grenoble^Sisteron Motorway, 
France 1994-

Hperceptions of the motorv/ay imply two levels of 
understonding.

First of oil, the dnver's perception. At 130 km/h the 
motorway appears as a broad, extended nbbon with 
long, gentle curves, a smooth continuous trqjeaory 
without obstodes. The landscape flashes by like a dne- 
matJc image projected on the windscreen - 20 kms 
goes past in 10 minutes. The driver's comfort is directfy 
related to the ease of the curves, the calm of the set
ting even if'ntenvptions'' are necessao' to relieve the 
excessive monotony of the journey. Oven the beauty 
and variety of the hrTdscape, monotony is not an issue.

The second type of approach to the construction 
within its site is stotic either from close at hand ("per
sons penTionenty or occasionally c/ose to the road) 
or from afar (local inhabitants, walkers). This 
approach is all the more important os the valleys 
and mountains of the site permit exceptiono/ distant 
views. The motorway then appears as an element at 
the scale of the landscape, but as a function of dif
ferent landscape sequences or ’‘viewpoints'".

The motorway's diversity of larxiscape, complexity 
of topography ond s/ntiosity of line - at its own scoie 
- allow the landscape to be approached as indepen
dent sequences, each charoctensed by the unity of 
the perceived iondscape.

Bridges, tunnels ond viaducts, then form an inte
gral pan of a tondscape unit, someDmes os p/oces of

y }

tronsition or aipture between units. A tunnel is gener
ally' a rupture, die entry belonging to one unit, the 
exit to another

The approach to such constructions must be 
developed on the basis of the landscape unit 
whether it tn'es to blend them into the landscape or 
seeks to the contrary a form of deliberate transfor- 
mawe or subiimatory expression. In this way. these 
constructions will necessonty differ from each other,

as a function of the landscapes to which they belong 
for they are adapted to geographical locations, both 
in terms of their geometry and of their architecture.

The motorway can be considered to be a virtual 
tube, sometimes dosed in within its lateral walls, its 
supporting or protecting shell, adapting to the envi
ronment by changing its skin, ft is a fuid, linear 
object, in conbnuous curves, whidi expresses func- 
tionality, speed and e/pciency.

Insect, or hat-like tubular structures carry wings of 
polycarbonate over sheltered areas.

Bus and underground canopies, 
Lyon, France 1991

In order to enharKe the prestige of public transport 
the idea of the bus or underground journey must be 
given a dear and attractive identity that is compre
hensible to the user. These sculptural canopies, carry
ing all necessary passenger information testify to the 
signipconce of “underground life” and spring up out of 
the earth to signal the entrances of the alt the main 
stations and interchanges

They ore manufactured in moulded aluminium 
shell, granulated, and varnished with an anti-graffiti 
substance: the transparent sections mounted onto 
the articulated limbs on the main body are mode of 
pofycaitionate.
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Street furniture in Lyon, France 
1993

Extract from competftiorj statement / 990:
The spfnt of a cty is neither in its functionality, 

nor fts techn/co/ity. It is in its htstory. its secrets, its 
territory, its geography. The history of Lyon ferments 
in the underground, in its galleries and passogewoys.
/t hos been npening for centuries, creating a concen
trated energy that emerges from time to time, pro
ducing remankobie men and works of art.

'In Lyon, the soil is not a surface. It is a fragile 
boundary between the underground world and the 
aehat world, the sacred wodd and Che profane world, 
each thing, each man in Lyon takes his roots in the 
depths of History. Nothing is superficial. Everything 
must be anchored in the spint of the pJoce.

"Let us awaken these dreams, (et the testimony 
of those who emerge from subterranean mutavons 
be heard in the aty.

"From the earth they will shoot forth, those mysie- 
nous objects, vegetable and mineral at once, amaz
ing matenalisations of a powerful natural site covered 
over in time by Man. but never entire^ dominated."
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Zoo at Vincennes, France 1994

7)76 present zoo is set in 15 hectares of parkland sur
rounded by streets and buildtngs. The present orgoni-
sotion of the zoo buildings on the site is ineffioent and
too much exposed to pollution and noise. This results
in undue exposure of the artimols and excessive noise-

The new design reverses this situation by creating
a new zoo environment isolated from the urban scene
by an orchitectura/ Pomer, Within the area of the site
a ‘naturar space has been created for both animals
and humons, The interface between animals and visi
tors will be developed into a visual ond sensory adven
ture in accordance with the most cxfvonced zoo prac
tice. Architecturally, by using raised levels the actual
15 hectares is increased to an elective 30 hectares.
This creates a large "green" natural surface contoirwng
habitats for vonous OTSotures, with different climates
and forms of land and waterscape. aH of which will be
observable by wsitors to the zoo through o senes ofPLins show urtificiul
natural apertures in the fondscape. The superimposedgroitmi level for wild

life. Sections shotv ser- landscape also permits eosy servicing of the opera-
I'icing urea helou' tional animals thraugh ground level access traps.
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Appejrjtne of simple metiil boxes is transformed by fabric awnings

Student accommodation in Lyon, 
France 1993

enfronces and the mointy glass-faced facades, creat* 
mg sheltered arculaVon spaces fn cont/nuotfon of the 
landscaped environment.

The modularity and the precision of the buHdm^ 
OfB expfessecJ m the strict SKnphaty and /ightness of 
the construction: prefdmcated metal framewotic alu
minium and saeen-pnnted or transporent gfciss facade.

The living conditions in this accommodation, intended 
for the students of a nearby higher education insti
tute, will differ ^otly from any existing deve/op/nent 
the students and trainees will live in three or four- 
bedroomed duplex apartments with a shared living 
room in the middle.

All apartments ore accessible from the ground 
floor; they compnse modules forming a linear, doubly 
onentoted buiWing,

Large translucent ownings protect the indrvidual
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Experimental houses in Stuttgart, 
Germany 1993

7>?ese three expenmental houses, which were opened 
to the pubtic at the inauguratton of the lnte/r>otfor>o/ 
Gardening Exh/bition in Stuttgart m April 1993. were 
intended to i/fustrote new /i/estyfes dose^ refoted to 
the enwronment,

A metallic roof shell supported by two tree struc
tures to the south protects the tenoce and the houses.

Each house consists of a “stone house’, a 'minimal 
house', 0 refuge area and a gloss house opening onto 
the garden. According to the c/imate, the occupants 
will take up their abode in one or other of these 
comfortable areas experimenting with a kind of 
nomadism within the house.
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Urban and architectural 
composition, Paris, 1994

The project is a response to ti^e imposing edifice of 
the Biblioth^e de France by means of an archnec- 
lure built on the roo^ of the city, which in the varying 
height of its awnings expresses a new way of living.

The project thus separates three kinds of super
imposed spaces:
A transparent base which a//ows visual communica
tion between the street and the interior garden of 
the Wock;
A sforw building with honzontal lines, respecting the 
impact of the Bibliothbque de France on its neigh- 
bounng environment
Buildings beneath the awning which rehearse the 
piostic diversity of the Portsion roofxape, providing a 
space for a proctice and testifying to a possible 
reconciliation of city and nature:
A sloping garden, the green fifth elevation the block 
presents to the world.

The main body of the building makes a honzontal 
stotement with the continuous slots of the lo^'os 
faong on to the street harbounng broad glazed inset 
facacks. The rhythm of these hollowed spaces seem
ingly cut out of a massive stone, is simply achieved 
by a change in the gram of the stone facings at a 
nght angle to the horizontal projection of the north
west comer tower of the Bib/iotheque.

On the intenoc of the block the stone building is 
adapted to a more private scale by means of timber 
balconies whose positions at each level ore vaned to 
allow the separate identipcabon of each dwelling.

Between the stone faced building and the inclined 
plane of the awning are five small limber dad duplex 
apartments seporated by prrvote garden terroces.

The project tndudes 103 dwellings from studros to 
7-roomed apartments. The 87 dwellings in the stone 
building are all single-storey apartments except for 
the two dupilex apartments giving on to the garden.

The structure of the building as o whole is of rein
forced concrete (floors and supporting internal walls), 
with o sijpportiDg structure at ground level to allow 
for the supenmposed load on the pi/otis. thereby 
freeing ground level open space. Beneath the 
ownings, the fve buiWngs ore faced in timber, while 
the bulk of their facades are clod in stone. The roof is 
supported on a steel frame structure with dedong 
ond 0 waterproof membrane. Above this is vegeta
tion specially selected so os to need no maintenance, 
and above all requiring no cleaning os o result of new 
leaf growth. The loggias are paved in stone.

g’pp I
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University of Marne la Vallee, 
France 1993-

Jourda et Perraudin: a biography

Giles Perraudin was bom in 1949 and Frangoise 
Helene Jourda in 1955, They both studied archi
tecture at Lyon and graduated in 1970 and 1979 
respectively. Gilles Perraudin taught at Lyon 
between 1974 and 1981. Francoise Helene jourda 
has taught in Oslo, London and Minneapolis, They 
established their practice in 1980 with a competi
tion win to design the new school of architecture 
at Lyon and quickly followed this with a primary 
school at Cei^-Pontoise and their own much 
admired house. Throughout the 1980s the prac
tice attracted critical attention with their project 
for the Hall of Congress in Toulouse, the Euro
pean Parliament In Strasbourg, and the recently 
completed International School in Lyon, Today 
their practice is engaged in designing bndges and 
buildings ford^e Grenobte-Sisteron motorway, 
and beginning work on the North Rhine-West- 
phalia state government training centre in Heme- 
Sodingen, won in competition.

This current project invo/i'es two distinct buildings.
The first, the "module building"" houses conceals 
teaching and reseorch spaces. The second superpos
es a food<oun above leaure theatres. Both fit into a 
Side plan made up of small islands defining their 
geometry and their dimension.

The module building groups its flexible plateaux 
around a central street. The studies of its envelope 
ore based upon the specific concept of layers. The 
lecture and catenng building is the signal building of 
the university ensemble. Its architecture takes advan
tage of the acceptance of the contradicbon between 
the two progrommes by referring to two particular 
concepts - the /Jrst is inclusion, the second is the 
atmosphenc roof - exploiting the necessory cohabi
tation of the two systems.

The otrrrosphenc roof proposes a concept of the 
systematic superposition of systems, considered as 
independent "materials’ together with a concept of 
the administration of the places where they collide 
(gumming process) and of the exploitation of these 
interferences. It creates an "atmosphere" that is o 
direct resu/t of the different instruments that controf 
the chmaOc luminous, ocousbc and functiorial space.

The system proposed goes even further it is not 
merely intended to confirm this "atmosphere" within 
the limits of a "minimum comfort", which would be to 
smooth the curve of "spatial emotions'; on the con
trary. it proposes w/thm these limits to amplify the 
extenor "vibrations’ and to transform them in order to 
render perceptiWe the chariges m the environment m 
the very context of the building's internal comfort the 
"spores" or leaves on the glass will be swayed by the 
breeze, refleamg the sun, creating mobile light effects, 
transforming wind energy into light movement

Selected projects
1980 European passive solar house 

competition victory 
New school of architecture at Lyon 
Lyon rrvetro air nghts building 
Lyon metro station "Panlly*
Project for a bndge over the Seme. 
Paris
Experimental housing at Stuttgart 
Kings Cross office and housing 
project London 
International School at Lyon 
Roof over metro station at Panlly, 
Lyon
Metro station Lyon-Gerland project 
Project for the French pavilion at 
Expo '92 Seville
North Rhine Westphalia training 
centre, Heme-Sodmgen, Germany 
University of Marne la Vallee project 
Grenoble-Sisteron motorway 
structures

1980-87
1982-85
1982-92
1988

1988-93
1969

1989-92 
1989-92

1991
1992

1992

1993
1994-
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BUILDING 
IN FRANCE

•Due to separate trade contracting being the 
prevalent method of procuring construction, 
a strong construction management profes
sion has developed in recent years. These 
may be called Pihtes who provide OPC ser
vices {d’Ordonnancement, Pilotage, and 
Coordination).
•There is no Quantity Surveying profession in 
France, but there are cost consultants 
(Economistes and Metreurs) who work either 
for architects or directly for owners.
•The use of professional project managers in 
France is growing to improve the coordina
tion of many parties involved.

One key difference in France that needs to 
be understood is the fact that it is usual for 
designers to take designs only to a point com
parable to perhaps 60% design completion. 
The work is then bid at this stage on a lump 
sum basis and it is the contractor's responsi
bility to complete the design.

There are several methods of contracting 
in France:

1. The traditional method is by separate 
trade contracts (Lots Separecs). General con
ditions are parcelled out between the trades 
and there is a complex method of back charg
ing a fair distribution of these site overhead 
costs. In this situation the BET or a separate 
construction manager (pilote) appointed by 
the owner will coordinate the work.

2. The Groupement approach is a varia
tion of separate trades in which group trade 
contractors bid for the work together. Each 
is separately responsible for his work. Occa
sionally they may join together in a kind of 
joint venture.

3. In France the general contracting scene 
is dominated by a small group of very large 
and powerful contractors. The larger general 
contractors invariably own several trade con
tractors and usually a BET.

4. There are some signs that the use of 
Construction Management contracts is begin
ning to grow. Here a general contractor acts 
like a pilote, but holds the trade contracts.

portation projects. The commercial and 
industrial sectors are very quiet and are not 
expected to pick up until 1995.

Rates of Inflation: - Construction prices 
have been very stable and, for the first time in 
many years, have not increased over the pre
vious year. Neither is any increase anticipated 

over next year.
Forms of Contract: In common with 

other European countries, there is a great 
deal of regulation, both formal and informal 
of the construction industry in France. This 
is particularly applicable in the public sector 
for which a detailed range of compulsory 
procedures is laid out and in which the role 
of the architect is heavily protected. In the 
private sector however, there is as wide a 
range of options for design and construction 
as there are in the US Here are some particu
lar points of difference between France the 
United States that need to be understood: 
•The architect’s role is considerably dimin
ished in the private sector and is usually limit
ed to conceptual design. Architecture is con
sidered an art with all the practical details left 
to engineers.
♦The architect’s position is however protected 
by law and a registered architect must pro
duce the drawings submitted for a building 
permit (permis de construire). This permit is 
submitted to the local Mayor if a schedule for 
land use (plans d'occiipation des sols) exists, 
or to the DDE (Department for Resource 
Management) if it does not.
•Engineers dominate the professional side of 
the industry. The Bureau d'Etudes Tech- 
nieptes (BET) do not really have an equivalent 
in the US, being generally an amalgamation 
of engineering disciplines, usually with pro
ject and construction management capabili
ties in addition.
•Some BETs are very large. Almost all of 
them are owned by contracting organizations 
or financial institutions, creating a potential 
ethical problem. Some BETs are quite small 
and specialize in one discipline.

France has an area of 210,026 square miles 
(543,965 sq km). It's contiguous neighbors 
are Luxembourg and Belgium on the north
east, Germany, Switzerland and Italy on the 
east, the Mediterranean and Spain are south, 
and the Atlantic Ocean and English channel 
borders the west and north-w'est respectively.

France’s natural borders include the 
Ardennes mountains chat extend from Bel
gium in the north-east, the Pyrenees along the 
Spanish border and the Alps along the Swiss 
and Italian borders.

Population: 56.4 million (1990), Urban 
73%, Rural 27%

Language; French is the national and offi
cial language, spoken by 93% of the popula
tion.

Capital; Paris

ECONOMIC DATA
Consumer Price Index: 1980=100 
1986 1987 1988 1989 1990 (Oct)
162 167 172 178 187

Exchange Rates: Francs per US $
J9S6 1987 1988 1989 (990 (Oct)
6.46 5.34 6.06 5.79 5.09

TRAVEL INFORMATION
Time Difference: France is one hour ahead of 
GMT and six hours ahead of Eastern Stan
dard Time. Add one hour for summertime.

Dialling Code: France’s country code is 
33; the international dialling-out access code 
from France is 19.

GENERAL CONSTRUCTION 
INFORMATION
Construction Outlook: By 1993 the confi
dence which had returned to the French econ
omy in the late 1980s, began to evaporate.
As a result, there has been a considerable 
slow-down in the construction industry. 
Nonetheless, the public sector continues rea
sonably strong with heavy investments in low 
cost housing and civil works - mostly trans
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This offers the owner a choice of sub-contrac
tors without the bother of multiple contracts.

Due to the fact that bids arc called on 
incomplete design documents requiring design 
completion by the bidders, bid analysis can be 
a protracted business and often involves a sec
ond round of bidding and/or negotiation.

French contractors {general and trades) are 
highly flexible and arriving at an agreement 
can be a lot easier than in many ttther coun
tries. There is more reliance on a handshake

grades contractors on a six point scale, deter
mining the size of project which they are suit
able for and their insurance limit.

There are very few foreign contractors 
operating successfully in France. The six 
largest French general contractors are - 
Bouygues, SGE, CiTM-Entrepose, Spie Batig- 
nolles, Dumez, Cegelec.

Governing Codes and Standards: France 
is a country of written rights. The codes and 
laws governing construction are numerous 
and invariably written by the central govern
ment. Key codes are: civil, urbanism, con
struction and habitation, insurance. Laws 
and ordinances govern architects, contractors 
and real estate.

Specifications often refer to some or all of 
the following technical standards:
•DTDs - which are codes of practice that 
define design and w'orkmanship standards 
• Normes - produced by AFNOR applying to 
specific products
•Avis Techniques - which are advisors partic
ularly for new materials and components

USEFUL ADDRESSES
Union Internationale des Architectes Section 
Fran^aise
51, Rue de Raynouard 
75016 Paris
Phone: (33) 1-45-24-36-88 
Fax: (33) 1-45-24-02-78

Federation Nationale des Travaux Publics 
(French Contractor’s Association)
3, rue de Bcrri, F-75008 Paris 
Phone: (33) 1-45-63-11-44 
Fax: (33)1-45-61-04-47
Telex: FNTB 640675 F

gentlemen’s agreement and far less litigation.
Insurance Coverage: In addition to the 

usual insurances carried by designers, con
tractors, and owners, there is a legal require
ment for compulsory defects insurance to 
meet the so-called “decennal

Federation Nationale du Batiment 
(French Contractors Association)
33, Avenue Kleber, F-75784 Paris Cedex 
Phone: (33) 1-40-69-51-00 
Fax: (33) 1-45-53-58-77 
Telex: FEDEBAT 611975 F

requirements 
of the law, which holds all parties involved to 
a ten year responsibility for defects and fail
ures rendering the facility unusable for its 
intended purpose.

As defects arise they arc remedied on a no
fault basis which is very convenient for the 
owner. The insurance companies then pin
point blame l>ctween themselves rather than 
leaving this to the owner to sort out.

The insurance companies will require a 
Bureau de Controle to be retained by the 
owner to insure that the quality of the design 
and construction are satisfactory before they 
will issue an insurance policy.

Design Professions: The architectural and 
engineering professions are heavily regulated 
and are very watchful of their rights and priv
ileges. As noted, the Engineers tend to domi
nate the professional end of the business, 
with the BF.T’s being particularly powerful. 
There are some signs that the architects may 
be remodelling their image as simply artisrs, 
to one closer to the US pattern.

France is well supplied with all necessary 
design professionals and, in the private sec
tor, there is a great deal of flexibility and 
choice available to owners as to how to orga
nize the designs. About the only constant is 
that an architect must apply for the building 
permit but thereafter there are no obligations 
of continuing to retain one.

Contractors: As noted above, the industry 
is dominated by a dozen or so very large gen
eral contractors wh(» are almost conglomer
ates, and by a wide range of trade contractors 
who are very powerful politically.

Most building contractors are officially 
registered under the OPQCB system which

Chambre dcs ringcnieurs 
Ctmseil de France 
.\laison de I’lngeniere 
3. rue Leon Bonnat, 75016 Paris 
Phone: (33) 1-45-24-43-53 
Fax: (33) 1-42-88-26-84

CONSTRUCTION MATERIALS AND 
METHODS
Material Availability: With the opening up 
of national markets encouraged by the FX, 
there is now an extraordinary range of mate
rials and components available on the French 
market. Specific comments would be: 
•Reinforced concrete was invented in France 
and continues to be the material of structural 
choice
•Sophisticated air-conditioning equipment 
will invariably he supplied by American 
companies.
• No particular shortages are currently evident.

Labour Availability; Some regions report a 
few skilled labor shtirtages. Otherwise, supply 
is adequate.

Equipment Availability: The full range of 
equipment is available from European sources.

Union Internationale des Industries de Carri-
eres et .Materiaux de Constructi<)n
3, rue Alfred Roll. 75849 Paris Cedex 17
Phone: (33) 47-66-03-64
Fax: (33) 1-40-54-03-28
Telex: 641394 F

World Architecture and Hanscomh would 
like to thank GEMO for assisting us in the 
preparation of this In-Country Profile. 
G.E.M.O.
19, Rue Auber, 75009 Paris, France

Approximate Construction Costs:
The following square meter unit rates are provided for rough comparison purposes.

Franc/m^
3.500- 3,900
6.500- 7,000
6.500- 7,500 
10,000- 12,000 
6,000-7,000

Industrial Building with offices 
Office Building, 5-10 Stories.Shell & Core 
Office Building, V V-20Stories, Shell 6c Core 
Hotel, Mid Rise (4 Star)
Apartments, Mid-Rise
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as Stirling tended to do, he has 
pulled the components of the 
building apart to make a little vil
lage of smaller buildings. The 
grand gesture, however, is to 
plonk the whole assemblage 
down in the water of the city’s 
main perimeter canal, scooping 
out a new basin for the purpose. 
A new pedestrian/cycle bridge 
spans the canal through the 
museum, effectively making it a 
gateway for the city. The slightly 
hallucinogenic effect of this semi- 
submerged city block is increased 
by the fact that some of its win
dows go below the waterline.

There arc three main ele
ments: a central complex 
(admin, shops, cafe) dominated 
by a tower - the museum’s stor
age space - covered in gold lam
inate as if it were a precious cas
ket. West of this a low square 
brick pavilion (history and 
archaeology), designed by de 
Lucchi, is surmounted by an alu
minium drum housing Applied 
Arts, - interior by Starck, 
including a sub-floor aquarium.

Fast of the central complex is 
a three-level pavilion: bottom 
two floors by Mendini (clad in 
pointilliste laminate) housing 
temporary exhibitions and mod
ern visual arts, above which is 
Co-op Himmelblau’s Old Visual 
Arts pavilion, consisting of seem
ingly randomly assembled plates 
of steel which never quite touch, 
their interstices sealed with glass.

Groningen is still a somewhat 
conservative city, despite the 
presence of a large university. 
The museum is, not unnaturally, 
a talking point. “The scrap mefaJ 
is going on the roof now,” 
reports our man in Groningen 
with relish. "Everyone in the city 
has a view on this. Opinion is 
divided.”

Funding note: just over half 
the cost of building the museum 
(47 million Dutch guilders) came 
in the form of a donation from

PROGRESS REPORT: THE 
NEW GRONINGER MUSEUM
Pour architects, one building. 
Given that the designers collabo
rating on the New Groninger 
Museum in the Netherlands are 
Alessandro Mendini and Michele 
de Lucchi from Italy, Philippe 
Starck from France, and Co-op 
Himmelblau from Vienna/Los 
Angeles (replacing New York’s 
Frank Stella, who dropped out), 
it is perhaps not surprising that 
the museum’s director, Frans 
ffaks, describes his building, 
which opens in October this year, 
both as “surprising and festive” 
and as “a sample-sheet of con
temporary architecture”.

Groningen, an agreeable 
northern city in a country domi
nated by its southern metropolis
es, is keen to get on the map 
architecturally, and has of late 
taken the view that the more 
audacious, the better. It is one of 
the sites for the “Furopan” 
housing competition for young 
architects (winners in Groningen 
are the British architects 
Jonathan Woodroff and Dominic 
Papa) and has been notable of 
late for a number of eye-catching 
new office developments. How
ever, the New Groningen Muse
um is entirely unlike anything 
that has so far happened in the 
city. And, being a late example 
of Memphis-influenced post- 
Modernism, it is unlike anything 
else in this still sternly Modernist 

country.
Mendini, as much a theorist 

as a working architect, is the lead 
architect on the project, assisted 
by his brother Francesco (project 
architects are Groningen’s evoca
tively-named Team 4). Since the 
museum possesses a number of 
very different collections - con- 
tempMDrary art, Chinese porcelain, 
and local history being three of 
them - Mendini decided to 
express the collections as sepa
rate but linked elements. Rather

GASUNIE GIFT

PRIVATE EUROMONEY

BOVI5 DIVIDED

TEL AVIV MODERN

PROJET SANS FIN 

CULTURAL W'ASH
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Exterior and interior of proi ■r museumDutch Gas (Gasunie), which has 
exploited the gas fields of the 
province of Groningen for the 
past 25 years, h seems the com
pany wanted to give something 
hack. At the same time as hand
ing over this money, Gasunie was 
building one of the most domi
nant pieces of new architecture in 
the city, the battered fortified 
castle complex of its own head
quarters, designed by the Amster
dam practice of Alberts en Van 
Huut, completed in 1993.

EUROPEAN FUNDING
Anyone travelling through the 
nations of what is now called the 
European Union will notice the 
EU symbol - a circle of stars on 
a blue background - on an 
increasing number of building 
sites, along with the signboards 
of contractor, architect, engineer 
and so on. Long associated with 
infrastructure projects such as 
roads and rail links, the Regional 
Funding of the EU is available 
not only for buildings, but also 
for buildings in the private sector 
- this despite the fact that the 
fund is widely seen as a public 

sector prop.
The Fund is allocated in five- 

year tranches, and in the budget 
period 1994-99, the total money 
spent on EU regional funding will 
be around 176 billion ecus (in 
sterling terms, £140 billion). By 
no means small potatoes: yet the 
different nations of the EU vary 
widely in how, or even whether, 
they dip into this huge kitty. 
France, Spain and Ireland, for 
instance, are adept at using the 
Fund: Ireland’s Office of Public 
works, with a high-calibre archi
tects’ department for new build
ings, has used EU funds extensive
ly for a network of visitor centres 
across the country - the funding 
being justified on the grounds that 
such buildings encourage tourism 
and therefore trade.

Spain, when it entered what

was then called the F.uropean 
Communitv’, sent experts to Brus
sels to find out how the EC oper
ated and how it could use the 
funding: the new buildings and 
transport links around Seville for 
the 1992 Expo, and Barcelona 
for the Olympics, were among 
the first beneficiaries.

Even in Britain, not usually 
noted tor its alertness in prising 
funds out of the EC/EU, the high
ly-regarded new Tate Gallery in 
St. Ives, Cornwall, designed by 
architects Evans and Shalev, was 
made possible by European fund
ing. Greatly increased visitor 
numbers to this high-employment 
region of the United Kingdom in 
the year since the new Tate was 
completed would seem to vindi
cate this use of European money.

And yet, according to the 
independent funding consultancy 
Euroconsult, a joint venture with 
the cost consultants Northcroft, 
not enovigh privately-funded 
developers are aware of the 
assistance available. Under EU 
rules, the funds can be used for

private sector projects as long as 
they satisfy the criteria laid 
down - basically job creation 
and social benefits - and the EU 
funds are matched by domestic 
money. A business park, for 
instance, could he built in a 
declining industrial area or poor 
rural area, such as the Ruhr or

southern Italy, with a three-way 
division of funding between 
business, EU, and national or 
local government.

The fundamental problem, 
according to Euroconsult’s Eliza
beth Jones, a construction 
lawyer, is merely one of aware
ness that the funding could be
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qualms about declaring a Mod
ernist heritage. “The preservation 
and study are not passing nostal
gia but a powerful force for future 
development,” insist the event’s 
organisers, who arc working 
under the wing of UNESCO. It is 
undeniably remarkable that while 
the influence of the Bauhaus and 
its followers resulted in a limited 
number of buildings in Europe 
during its pioneering years, in 
Israel whole neighbourhoods were 
established, not only in Tel Aviv 
but also in Haifa (where Rading 
became city planner), Jerusalem 
and several kibbutzes.

The main focus of the event is 
a conference on May 22-28 at 
the city’s Habima Theatre, with 
speakers from the United States, 
Holland, Germany, Canada, 
Cuba, France and Italy as well as 
Israel. There are also exhibitions, 
theatrical events, tours, flot)d- 
lighting of key buildings and (this 
being a thorough country) an 
educational programme extend
ing from junior high schools 
(with a new textbook on the sub
ject) to schools of design and 
architecture. The aims of all this 
are large: not only to celebrate 
Tel Aviv as a city but to re-estab
lish the supremacy of the Interna
tional Style internationally.

In Tel Aviv itself, there is a 
need to get a grip on develop
ment, which is currently proceed
ing at breakneck pace. It is hoped 
that some of the lessons of the 
Bauhaus boom of 60 years ago 
can be applied to the massive 
expansion of the city today. Not 
that the International Style ever 
died here: an exhibition of pho
tographs by Irme! Camp Bandau 
records 120 buildings faithful to 
its principles built in Tel Aviv 
between 1989 and 1991.

For information about the Tel 
Aviv events, contact Idit Ya’aron 
or Tali Katchko at Gitam Promo
tions, Israel (0)3-5752885, fax 
(0)3-7525496.

the former Western Europe, while 
Bovis International East operates 
not only in such places as the 
Czech Republic, Poland and the 
former Soviet Union, but rather 
more surprisingly also in the Mid
dle F^st, India and Pakistan.

Making these latter areas part 
of Europe, corporately speaking, 
tells us interesting things about 
how the European economic base 
is now perceived. Also, it reveals 
just how far the economic impor
tance of the Middle East to the 
construction industry has fallen 
since the 1970s: these days it 
does not even merit its own cor
porate sub-division and is 
lumped in with Byelorussia and 
the Ukraine.

Europe. Spain gets most of these, 
between 52 and 58 per cent.

The highest-priority regional 
funds (for what are called 
“Objective 1” regions) also apply 
to the whole of Greece, Portugal 
and Ireland, plus parts of Italy, 
Spain, Belgium, East Germany, 
Corsica, and the UK.

Euroconsult (European Con
sulting Services Ltd) has offices in 
London and Brussels. Its short 
guide, The EC Regional Aid 
Funds: a UK User’s Guide is 
available from: Elizabeth Jones, 
European Consulting Services 
Ltd, One Horse Guards Avenue, 
London SWIA 2HU. Phone +44- 
(0)71 839 7858 or +44-(0)303 
891243.

applicable to a given privately- 
originated scheme. “Given the 
large sums of money in question, 
the distribution of these funds is 
obviously something which com
panies and their advisers should 
take into account in planning the 
development of their businesses,” 
she says. Britain, for instance, is 
entitled to 2 billion ecus (£1.6 
billion) of the new tranche, to be 
spent in declining industrial areas 
including London: Jones points 
out that under an earlier scheme, 
the European Commission 
(which administers the money) 
complained that not enough suit
able projects were coming for
ward to claim the cash.

Remember what it’s all about: 
the Regional Aid funds are part 
of the EU’s "Structural” funds, 
so called because they are intend
ed to further the pan-European 
structural policies of the Union. 
The priorities are:
• Helping regions whose develop
ment is lagging behind;
• “Reconverting” regions seri
ously affected by industrial 
decline - that is, introducing new 
industries;
• Combatting long-term unem
ployment;
• Integrating young people into 
working patterns;
■ Modernising agricultural 
methods;
• Developing rural areas.

The Regional Development 
fund is one of three “structural” 
funds, the others being the huge 
and controversial Agricultural 
Guarantee Fund, and the Euro
pean Social Fund, which is most
ly for education and training. 
Grants of up to 75 per cent of 
costs arc available.

fn addition to this, the poorer 
countries of Greece, Ireland, Por
tugal and Spain are entitled to 
the “Cohesion funds”, a product 
of last year’s Edinburgh summit, 
which are meant to help iron out 
economic differences across

TEL AVIV MODERN
Following the coincidental dis
covery of an intact Bauhaus-style 
house in Leipzig by Adolf Rading 
(WA28), the growing interest in 
the work of those European 
architects who, like Rading, emi
grated to Palestine rather than 
Britain and the United States, is 
being commemorated in Tel Aviv.

As it happens, the municipali
ty of Tel Aviv-Yafo contains the 
largest concentration of 
Bauhaus/lnternatiunal-style 
buildings in the world. Built by 
European and F'uropean-trained 
architects during the 1930s and 
1940s as a joint expression of 
architectural and nationalist 
ambition, they fell into the long 
sleep of the unfashionable until 
1984, when a new master plan 
for Tel Aviv called for the iden
tification and preservation of 
key buildings in the city’s histo
ry. A decade later, 1,000 of the 
1,500 buildings designated as 
significant are in the Interna
tional Style: and this rediscovery 
coincides with the arrival of new 
Modernism, happily re-estab
lishing the tradition.

Being a modern country in 
political terms, Israel has had no

BOVIS DIVIDED
Bovis, the mega-construction 
company that is a subsidiary of 
the even larger P&O conglomer
ate, has, in an unconscious echo 
of Caesar’s Gallic Wars, divided 
the world into three parts, and 
Europe into a further three.

Such corporate shufflings tell 
us more about the way the world 
works than any politician since 
Caesar. Architects considering 
setting up overseas centres would 
do well to study such firms as 
Bovis - rather as the fast-food 
chain Macdonalds, when it first 
came to the United Kingdom, 
chose its locations not by doing 
its own market research, but sim
ply by placing its restaurants as 
near as possible to the outlets of 
a famous British chain store 
which was known to study its 
IcKations very thoroughly.

So to Bovis Inc (America and 
Japan) and Bovis Asia Pacific 
(Pacific Rim and Australia) we 
must now add Bovis F^urope, 
which has just been set up. 
F^urope, however, splits into three 
smaller regions. Bovis Construc
tion Ltd deals with the United 
Kingdom and Ireland; Bovis 
International West broadly covers
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Shait'zin's "Athlete II"
famous in the inter-war years. 
Too much second-rate imported 
develo(>er’s architecture - already 
a problem in Prague, where office 
rents, having climbed steeply, 
have now fallen back to around 
DM 55*60 per square fool - risk 
making every great former East
ern bloc city look the same.

Although Prague has not been 
spared, either in-town or in the 
form of out-of-town retail and 
business parks - one encouraging 
sign (while waiting for the Czech 
functionalist revival) is that sev
eral new developments involve 
the conversion and amalgama
tion bf existing buildings - along 
the lines of Glasgow’s Merchant 
City or Dublin’s Temple Bar. An 
example is an apartment block 
being made at Belgicka 3 in the 
Vinorhady district of Prague. 
Prague Investments - an Ameri- 
can-Czech joint venture involving 
American architect Steve Miller- 
is converting a 1920s block into 
13 apartments: elsewhere the 
firm is becoming a specialist in 
such rescues of run-down proper
ty. The stability and growth of 
the Czech economy should at 
least ensure that such ventures 
remain viable.

A Handbook for Real Estate 
bwestoTs in Prague has now been 
produced jointly by accountants 
Price Waterhouse, property con
sultants Healey and Baker, and 
the City of Prague Municipal 
Assembly. It’s available in Czech, 
English, Krench, German and 
Spanish. Healey &c Baker’s 
Prague office: +42/2-242 228 02.

versicy, and is designed for the 
use, not only of students, but of 
the West Side public.

This hard-soft park, on 
Columbus Avenue and between 
60th and 62nd Street, is in fact a 
re-working of a pre-existing 
space (no land in New York 
stands idle for too long) by the 
landscape architect M. Paul 
Friedberg & Panners. The open
ing exhibition is of the work of 
South-African born sculptor Stel
la Shawzin, running until mid- 
October 1994.

The idea of the plaza/park 
was to create a communal meet
ing-space between town and 
gown in this mid-town area, 
where since 1961 the 
Jesuit/humanist university cam
pus has occupied eight acres next 
to the Lincoln Center for the Per
forming Arts (its original and 
biggest campus is over in the 
Bronx). Walkways and a 
sequence of public spaces allow 
the sculpture to be seen from all 
angles, and an ampitheatre and a 
glass extension to the campus’s 
Lowenstein cafeteria open up the 
space further.

After the Shawzin show closes 
one of the works - the 17-fooi 
“soaring figure” - will be 
installed permanently at the 
entrance to the plaza facing the 
Lincoln Center.

PRAGUE TURNS RIGHT
While the much-criticised Euro
pean Rank for Reconstruction and 
Development (EBRD), th{>ugh 
decentralising madly to eastern 
European countries and slashing 
costs at its lavish London base, 
continues to attract criticism for 
its pt>licy of favouring private-sec- 
tor investment in nations with a 
public-sector culture, one former 
communist country is doing so 
well that it is almost overlooked: 
the Czech Republic.

The one-time Bohemia (still, 
apparently, thinking about giving 
itself a new name), having under
gone its Velvet Re,volutit)n and 
quietly dissociated itself from 
what is now Slovakia, wants 
more private western investment, 
the harder-nosed the better, 
rather than state assistance from 
the west. This is not merely the 
conclusion of analysis in tradi
tionally capitalist nations: it is

the stated preference of the Czech 
prime minister Vaclav Klaus.

The Czech miracle was not 
merely to achieve bloodless rev
olution, but then to quietly get 
on with being almost boringly 
stable, both politically and eco
nomically. Not for the Czechs 
the pain of transforming to a 
marker economy that has so 
plagued Poland and Russia. It is 
now such a good bet as a safely- 
growing economy (about five 
per cent growth a year for the 
next 15-20 years, according to 
banks who have moved into 
Prague) that, to all intents and 
purposes, it must be deemed to 
have arrived as a western 
nation, rather sooner than any
one expected.

This being the case, it’s to be 
hoped that its maturation as an 
economy will lead to a revival of 
the architectural and design tal
ents that made this nation

NOUVEL MINCEUR
Despite being an architect unfair
ly described recently by one 
Parisian critic as “someone who 
makes all his buildings look like 
leather bars”, and despite a dra
matic shrinking in the size of his 
office, Jean Nouvel manages to 
keep some regular clients going 
during the French recession. 
Among them Cartier, the jew
ellers and goldsmiths, for whom 
he has just completed a new art 
gallery in Paris.

The “Immeuble Cartier” at 
261 Boulevard Raspail in Mont-

WEST SIDE SCULPTURE
New public open spaces in Man
hattan tend to be thin on the 
ground, unless they are the kind 
of fountain plaza one associates 
with big commercial centres. The 
latest, Robert Moses Plaza, is 
however different in that it is a 
sculpture park on the Lincoln 
Center Campus (jf Eordham Uni-
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Jean Nouuel's Cartier Foundation, Boulevard Raspail, Paris
La Defense commands office 

rents around half the level of 
prime central Paris locations such 
as Etoile-St. Honore. It also has 
new buildings and (unlike 
Canary Wharf) is well-estab
lished and has excellent transport 
links. Hence the stirrings in the 
market in this still-astonishing 
French version of Manhattan. If 
all that space can be shifted, then 
the floorspace proposed at the 
Tour san Fins, which would have 
the attraction of being the single 
most desirable address at La 
Defense, would start to make 
sense. But Nouvel is probably 
counting no chickens just yet.

IRISH PRODIGY
Despite some famous indigenous 
practices such as Scott Tallon 
Walker and (more recently) de 
Blacam &: Meagher, architecture 
in Ireland has tended to remain 
in the shadow of the European 
mainstream. In an attempt to rec
tify this, the first all-Ireland 
architecture award (covering 
both the Republic and the UK 
province of Northern Ireland) 
was judged recently.

The award, sponsored jointly 
by the Republic’s Royal Incorpio- 
ration of the Architects of Ireland, 
and an expansionist English news
paper, homed in on two aspects of 
recent Irish architecture: Euro- 
funded visitor centres in remote 
parts, and urban renewal in 
Dublin.

The award was shared 
between the stone-turf and glass 
pyramid of the Ceide Fields cen
tre on a neolithic site in the far 
west of County Mayo (designed 
by Mary McKenna and others in 
the Republic’s Office of Public 
Works) and the Irish Film Centre 
in Dublin’s Temple Bar by 
O’Donnell and Tuomey; a twin 
cinema, restaurant, bookshop and 
film archive ingeniously contrived 
from what was originally just a 
couple of Quaker meeting halls.

The address has a particular 
resonance for the French, howev
er, being the one-time home of the 
post-revolutionary romanticist 
writer Francois Chateaubriand 
who planted a Lebanese cedar 
that is still there, flanked by two 
Nouvel glass screens and under 
which you must pass to get to the 
new building.

This is Nouvd’s third building 
for Cartier, following his two fac
tories at Fribourg and St. Imier in 
Switzerland in 1990 and 1992. 
Normally three different exhibi
tions will run concurrently: two 
of artists commissioned by the 
Foundation (Richard Artschwa- 
ger’s imaginary objects and Pier- 
rick Sorin’s video installations are 
first up) and one “happening” 
kind of shock-eclectic exhibition 
that is so fresh it cannot possibly 
be planned in advance. Ah, the 
French.

Fondation Cartier, 261 Boule
vard Raspail, 75014 Paris, France. 
Phone France 42 18 56 50.

PROJET SANS FIN
Will Jean Nouvel’s perpetually- 
awaited Tour sans Fin or Endless 
Tower, at La Defense in Paris 
ever get built? This slender rube, 
planned next to Otto von Spreck- 
elsen’s Grande Arche, is still omi
nously classified, in the Nouvel 
project list, as a “study in 
progress”, dating back to 1989.

Nouvel’s developers will be 
anxiously watching a big forth
coming test of the reeling Paris 
office market. Five new or near- 
ly-new office buildings at La 
Defense, totalling 138,000 square 
metres, are all to be put on the 
market this spring.

As with London, which got 
hit around three years earlier 
than Paris, a distinction is emerg
ing both between new and old 
offices (new ones let, old ones 
don’t) and between the old cen
tra! area and the outlying office 
city (for central Paris and La 
Defense, read the City of London 
and Canary Wharf).

parnasse, which houses the 
Cartier Foundation for Contem
porary Art, shows nothing of 
what some critics have criticised 
as a decadent tendency in Nouv
el’s work in recent years, for this 
is Nouvel in purist mode, w'ork- 
ing almost entirely in glass, 
using the material to demateri- 
alise external and internal 
spaces, what Nouvel describes 
as “Incapsulation and trans
parency”.

This means a building in a 
tree-dotted urban garden where 
the facades have a tendency to 
leap out as freestanding screens 
rather than merely serving to 
enclose space, as at his other
wise not wholly dissimilar 1987 
Institut du Monde Arabe. But 
the building, although it pro
vides an 8-metre high gallery at 
ground level (opening date: May 
II, 1994), also has the practical 
purpose of containing 4,000 
square metres of office space for 
Cartier France.
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Jean Nouvel's Cartier Foundation, Boulevard Kuipail, Paris

A dose runner-up to these, 
given a “highly commended” tag, 
was the nun-denominational 
Glenveagh special school in 
Belfast by Kennedy Fitzgerald and 
Partners: a somewhat derivative 
arrangement of glazed steel truss
es, brickwork plinth, and snaking 
central mall that nonetheless pro
vided all the light and flexibility 
that the staff and severely handi
capped pupils needed.

on a particular symbolic value 
during a conflict. The act of 
removing them now has a sinister 
new name: “cultural cleansing”. 
Plans are now being laid for the 
I>ost-conflict restoration of the 
former Yugoslavia.

At an earlier stage in the bat
tles for control of the former 
Yugoslavian regions, it was the 
pounding of Diocletian’s Palace 
at Split in Dalmatia that pro
voked outrage from cultural 
quarters across F.urope. However 
this was as nothing compared 
with the destruction late last year 
of the comparatively modest Old 
Bridge in Mostar, the victim of 
sustained Serbian shelling.

The bridge at Mostar was part 
of a recently-restored urban com
position that had won an Aga

Khan award and was a UNESCO 
World Heritage site (thus regard
ed as being on a par with the Taj 
Mahal, Stonehenge, Durham 
Cathedral or the Grand Canyon). 
A relic of Ottoman influence in 
the area, the bridge was notable 
for being “mathematical” - its 
single high arch built without 
mortar, held in place under its 
own weight, thought to be 
designed by a pupil of the 
Ottoman architect Sinan - but it 
was the link represented by the 
bridge that was at least as signifi
cant. The Old Bridge, built in 
1566, spanned the river Neretva 
to join the Catholic lands of the 
west with the Muslim interior. It 
had come to epitomise cross-cul
tural understanding.

The loss of the bridge has how

ever served to galvanise those who 
were already highly concerned 
about “cultural cleansing” - 
though a strongly-worded con
demnation from the Council of 
Europe to President Franco Tudj- 
man had as little effect as you 
might expea in the circumstances. 
Soon after, a conference was 
called in London by the Bosnia- 
Herzegovinia Heritage Rescue 
Foundation (BHHR) in conjunc
tion with the Courtauld Institute 
of An, to examine ways to sal
vage the shattered areas once hos
tilities cease. The BHHR, current
ly based in Britain but expanding 
internationally, is acting as the 
centre of documentation for the 
Bosnian heritage sites. For further 
information contact Dr. Marian 
Wenzel on +44 71 433 1142. □

CULTURAL WASH
It seemed almost tasteless, in the 
middle of the desperate war that 
was destroying Bosnia, to start 
complaining about the heritage 
being damaged. But as anyone 
who has spoken to those 
involved in any war will know, 
the monuments of a nation take
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World Architecture frequently 
receives inquiries concerning the level 

of construction price differentials 
around the world. In response to this 
demand, we are pleased to bring you 
on a biannual basis the Hanscomb 
Index, This is produced exclusively 
for World Architecture by the well- 
known international construction 
consulting firm of Hanscomb, who 
operate internationally out of 40 
offices in Europe, North America, 
Africa, Middle East and Asia.
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It is probably fair to say that the construc
tion industries of every country are very con
servative and adopt change very slowly.
Thus, we see the continued use of wet trades, 
i.e. plaster, when drywall is available; the 
continued use of sand and cement screeds 
when monolithically finished concrete is fea
sible and of better quality; the use of brick 
instead of concrete block, etc.

Then design styles vary from country to 
country and client expectations may be quite 
different. American clients in general do not

stricter than most other areas of the world.
The resulting increase in member sizes pro
duces an average of 138 kg/m’ of steel for 
office buildings in Japan v. 88 kg/in- in the US 
*In Spain, the use of galvanized metal duct
work is the exception rather than the rule - 
most ducts are built out of plasterboard.
*ln many countries in the Middle East the 
soil ctmrains a heavy concentrarkm of sulfates 
requiring the use of sulfate resistant cement 
and the protection of sub-grade concrete with 
protective membranes.

Attempting to compare construction prices 
from one location to another is far from an 
exact science, especially when the compar- 

are taken over international bound-isons
aries. Here are a few examples:
•Government regulations in Germany require 
every permanent work space to be within 6.5 
metres of natural light. The design implica
tions increase the wall-to-floor ratio (and 
costs). This has a significant influence on 
building footprints and efficiency.
•Seismic design codes in Japan are much
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V. 1.00 ar say, Chicago. However, the prod
ucts that are being compared are quite differ
ent in terms of finishes, equipment, and 
design, e.g., the Chinese apartment building 
will have shared toilets and kitchens, no 
applied finishes, no built-ins or fixtures, mini
mal heating, no air-conditioning, a single ele
vator (if any), etc.

Given all these factors, the measurement 
of price differentials between countries is par
ticularly hazardous and it is important that 
our readers understand how Hanscomb 
arrive at their index figures which appear on 
the facing page:
•Construction to “Western” (i.e. USA/ West
ern Europe) standards at location.
•The index base is 100 in Chicago, Illinois, 
USA at first quarter March 1994.
• The Index reflects construction at the out
skirts of principal cities, not for rural or high
ly urban ItKations.
•The index is based on private or institution
al building construction, i.e., it does not 
reflect differences in civil, heavy industrial, or 
residential construction. Also, note that the 
index does not attempt to compare price dif
ferentials for highly sophisticated buildings 
such as hospitals and laboratories, which may 
show a different pattern of index from sim
pler building types.
•Exchange rates are as stared. As these can 
vary substantially over short rime periods in 
some countries, be sure to refer to the rate that 
was used before using these indexes. In some 
countries as exchange rates deteriorate, infla
tion increases and the ratios (the index) may 
well remain very similar.
• Due to the vagaries of comparing construc
tion prices, an index range is provided.
•The index reflects differences in construction 
prices only and excludes any arising from site 
costs, furnishings and equipment, design and 
management fees, financing or any other 
recoverable tax.

Finally, the Index is intended to provide 
general guidance only and should not be used 
for definitive estimating purposes.

The Hanscomb Index is produced for 
World Architecture by the Hanscomb group 
of companies, international construction 
consultants and project managers. The edi
tor for this series with World Architecture is 
Gary Mardon in Hanscomb’s Chicago USA 
office, who coordinates input from over 70 
countries around the globe.
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* February 1994 exchange rates are used.

expect their buildings to last as long as 
European clients; British industrial buildings 
tend to have wider column-free spans than 
American. And, then, there is the issue of 
quality and performance, where every coun
try feels that its buildings are better than its 
neighbours, or, if you are an owner who has 
to pay for them, are over-designed in rela
tion to others.

Finally, contractual, procurement, and 
design management procedures vary from 
place to place quite significantly. In some

countries open competition at all levels 
tends to produce more efficient and lower 
price construction. In others, the construc
tion industry may be more regulated or 
cartelized, thus restricting competition and 
forcing up prices.

There can also be a significant difference 
between “cultural” expectations as to facility 
types. For example, an apartment building in 
Ghangzhoii can probably be built for the 
equivalent of $l00/m% which would produce 
a relative cost factor of 0.15 at this location □
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JOHN EDWARD LINDEN
John is an American-born photographer who has been based in London for 
the past three years. Since then, his work has uken him across Europe and 
appeared in numerous publications. The following pages show a selection of 
what he has seen.
John can be contacted on 071 289 8525.
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Wandering around a small town, or driving 
along the edge of a village, it is still possible 
to come upon a group of untouched houses in 
an untouched street, or around an untouched 
yard. There are no signs, no names, no signif
icant colour. The stillness, the fall of light and 
shadows across the texture of wall and quiet 
curtained windows, all combine into a sud
den compelling vision of a world where 
everything and everyone is known and has a 
place. The world of this waking vision is pre
sent in cine-film of pre-war England and 
behind the figures that people our old family 
photo albums.

What compels our attention, however, is 
not that this vision is of a world still within 
living memory, but rather that the vision pos
sesses a quality that persists through time, 
both forwards and backwards. Last year was 
the same as this, next year will be too, and the 
year after. A pageant of renewed personalities, 
the generations, moves through a scene that 
itself changes only imperceptibly, naturally.
To appreciate this quality of timeless order is 
to experience a Sense of Continuity.

Architects, being optimistic agents for 
change in the external, outer scene, have had 
a blind-spot for the virtues of Continuity.

INFORMATION
plus

VERNACULAR

THE FUTURE

Readers will recall Nigel Gilbert's predictive article on the effect of VR on archi

tectural practice in the 21st century ("Condition Zero" WA 26). What follows is 

the second stage of his argument. The words describe how communications tech

nology and the traditional pattern of English building are now the only significant 

factors in the creation of a new totality of the environment. The pictures show the 

design consequences of this cultural schizophrenia for the new "home".
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Such a selective vision has been at the profes
sion’s peril now that Continuity has risen to 
the surface of public consciousness and floats 
expt)sed as the collective goal of ctimmittees, 
pressure groups, and preservation societies in 
all matters of building development. Whatev
er the original motivation, Chuitinuity now 
directs the fundamental aesthetic regulations 
that govern development: that is the require
ment for uniformity of mass, material, and 
detail treatment. Uniformity being the match
ing to architectural models, or paradigms, in 
a selected existing scene. This scene embraces 
village, country, city, and suhurh and is the 
touchstone of Cktntinuity - tangible proof of 
its persistence.

Wherever this scene in I.ondon has been 
significantly threatened by change over the 
last decade, the agency of that potential 
change has suffered a very Hnglish fate - death 
by a thousand cuts. Pressure, prevarication, 
precedent unearthed, and privileged interfer
ence arc the instruments deployed for this lin
gering torment. National Gallery, Mansion 
House Square, Uangham Place, Paternoster 
Square, King’s Ottss, Parliament Buildings- 
the mere mention of places renews the hunted 
look on architects’ faces.'

But the determination not to accept a face 
for architecture except one clearly associated 
with Continuity is usually ascribed to the 
inbuilt preferences of a particular class value 
system at work "where it counts", coupled 
with the failure of alternatives, I.e. Mod
ernism, to deliver aesthetically, socially or 
technically. This assessment does nor explain 
the ready and widespread welcome afforded 
to Continuity as it has grown to eclipse the 
popular enthusiasm for "contemporary" cul
ture and style that swept Kngland after 1945. 
Nor does it explain the fertKity with which 
transgressors of Continuity’s environmental- 
correctness are eliminated from the field. 
Something more is at work here.

That we live in a "post-industriar', "post- 
Modern" condition is a truth degenerated to 
truism and become invisible to us. The pro
found changes to the pattern of our lives with
in this "post" environment created for us by 
our electric information technologies are dis
cussed as though they had only economic con
sequences. Debate takes place in business, 
monetary, industrial and political terms. 
Viewed in the light of these remote abstrac
tions, the intimate circumstances of our lives 
fade out of control into a sort of transparency.

We ofity need to du’cU now - conneeted 
by hnidtinc, aible, and satellite - in 
enclai'cs secure in status and interest. 
Here, 'home' features an exterior 
apfyroxinuUion of a vernacular cottage 
paradigm, and an interior pro- 
grannnahle to respond to mttod and 
activity.
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this way. Control of our outer scene has to be 
one half of an unconscious bargain wirh our
selves, that on the other hand abandons our 
inner world to those very dislocations. Here, 
the best that can be hoped for is a cosmetic 
job: the wishful thinking that information 
technology merely brings speed and conve
nience to the transactions of life, and the pre
tence that interactive entertainment and com
puter games are "harmless" distractions- 
"dreams of a fuller life" like films only in 
cyberspace.

The "cyber" space of electronic communi
cations is the simultaneous space in which 
our lives are really enacted, and exists dimen
sionless and locationless in parallel with 3-D 
visual space. This, the old "real" space, and 
our occupation of it, was brought into exis
tence by a mechanical and methodical separa
tion of life’s activities into "uses". A spe
cialised enclosure was built for a "use" i.e. 
rooms, house, office, factory, supermarket, 
cinema. Uses were connected by specialised

our Sense of Continuity and its ready-made 
where everything and everyone is 

known and has a place". And in coming to it, 
we achieve a cliched catharsis of recognition, 
if not revelation, denied elsewhere.^ A new 
zeal is born to recover the image, the touch
stone, the "scene" of Continuity.

Here is the motivation for the authoritari
an control over the appearance of the outer 
scene, and the will that sanctions the absolute 
necessity to preserve selected aspects of it.* 
Our surroundings have to carry the burden of 
acting as a kind of consolation: reassurance 
writ large against continuing disicKations 
spreading from successive waves of electronic 
innovation. As a like-reaction to a threatened 
world scene, "green" sympathies fall in easily 
beside Continuity’s zeal on the path to preser
vation and recreation - hedgerows renewed, 
wildflowers reseeded, butterflies, bicycles, 
and endless summers...

The cycle of innovation, change and dislo
cation, however, is not actually disposed of in

Whole areas of experience come to resemble 
random and inexplicable phenomena, like 
"crime". The "problem" of unemployment 
comes closest to exposing the dislocation 
between public and personal experience, but 
discussion here quickly returns to the closed 
circle of economics. As for the withering of 
artistic expression and meaning, well this is a 
minority interest since Art abandoned repre
sentation with Picasso. Our myth making 
capacities have dwindled to a limited range of 
easy certainties in Technicolour or knowing 
quicksands in print and on stage. We may be 

thrilled, we may l»e confirmed in our cynicism, 
but the catharsis of revelation is denied us.

Our explanations and our stories no longer 
connect to, or illuminate, our experience in 

the electronic information environment and 
the digital approximations of self we find 
there. Anxiety gives way to indifference. Our 
retreating souls turn away from their present 
condition, dreaming of a world where we are 
no longer strangers. So it is that we come to

vision
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Inside, is a soft curtain surround: layers of fabric hung as screens to 
disfflay tnidtifde light projections. This visual surround is synchro
nised to an aural surround of hidden sound speakers. All this is 
'ivired' to ln>th a CD-Rinn system and to satellite, cable and 
ISDN telephone networks.
From this multi-media capability, a hand-held tuner accesses three 
types of display mode, materialising around you, on and within the 
layered fabric screens. From far left right, these modes are:

2. Stage: light generated locations, both interiors and landscape 
scenes. Interiors built up from choice t)f
• window type and placement
• light ifuality and time of day
• foregumnd break-up light and shadow 
landscape scenes built up from choice of
• landscape element
• vantage location
• iveather character and animation

lUackout: optimum conditions for Virtual Reality system ivith 
headset, dalagloves and track for
• exploration of artificial environments
• individual or aimpelitive networked gamespace
or for camera obscura projection of "real" house garden and sur
rounds.

I. .Screen; wall-scale projector TV merging personal and transmitted 
space and featuring
• video-conferencing via mutual camera link
* satellite channel shopping
• cable channel news and music
* interactwe games and enterlainment
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2 relationship between such a sense of 
loss and a compensatory vision is infinitely 
complex, see Raymond Williams’ The Coun
try and the City pp 357- ^8.
3 A paradox in a ’ free-market'
dominated society.
4 This may be the culmination of a long his
tory of cultivation and settlement, organisa
tion and control, that gradually ’tamed" the 
wilderness of the natural English landscape. 
Here, this history m'okW be recast as the 
process whereby the outer scene of our lives 
became wholly artificial. It is only necessary 
to pause at the view from the terrace win- 
doivs of any stately home not to he sur
prised by this.

Both G Hoskins in The Making of the 
English Landscape and I.ewis Mufnford in 
The City in History have described in detail 
the many stages in this history of our sur
roundings, including the mention of earlier 
examples of ’shrinkage' from established 
use, such as the transforming retreats from 
cultivated and settled land following the 
Black Death, and the Acts of Enclosure.

thing and everyone is known and has a 
place". These enclaves will be the new tele
hamlets, hypervariants of the present model- 
village estates of the volume housebuilder. 
Here, "home" is a vivid demonstration of the 
dislocation of outer from inner life; an exteri
or approximation of one of Continuity’s ver
nacular cottage paradigms, and an interior 
programmable to respond to mood and activ
ity - pick 'n’ mix from a simultaneous poten
tial of stage-set space, virtual game space and 
communications cyberspace.

linkages i.e. landing, corridor, lobby, street, 
mall, atrium, and accompanied by a duplica
tion of support facilities i.e. toilets, kitchens, 
stores, car-parks. Cyberspace, "where" the 
bank’s computer keeps your money and 
"where" phone calls take place, renders much 
of this specialised enclosure of space redun
dant. Look at the derelict acreage of former 
"heavy" industrial use in and around towns 
and cities. Listen to the message of freelance 
homeworking for offices and administration 
buildings - not to mention schools and col
leges. Believe that the mail-order shopping 
potential of TV promotion channels coupled 
with credit cards is not even at dress rehearsal 

stage, etc., etc.
This shrinkage from the use of .^-I) space 

and from the occupation of the outer scene 
suits Continuity well for it leaves the fabric of 
the scene, landscape and buildings, as a husk, 
free to be manipulated purely for symbolic, 

ceremonial, and recreational purposes. *
We only need to dwell now - connected 

by landline, cable, and satellite - in enclaves 
secure in status and interest, "where every

□
Notes:
I The tabloid headlines and weekly columns 
of minutiae o/" Building Design magazine 
ensures that the whole nation’s architects are 
embroiled in the capital’s design "disasters". 
Their response has been as ingenious as it has 
been desperate: the invention of a contradic
tory "contextual" Modernism, the very pub
lic flotation of a reproduction style inflated to 
giganticism, and the surrender of priapic 
potency above the skyline of the scene to 
name but a few.
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A cottage is made up from prefittished modules which are craned 
into place on site, and locked together. The modules are then 
wrapped in a deep layer of insulation. Over this a tubular scaffold
ing armature is put up to accept and locate the key e.xterior features 
of the cottage:

tnents, and in open country, "grass" can roll over a low profile roof 
to mimic earthworks.

Modules are twinned down one long side, with one operating ci5 
habitable interior and the other as services intake and distribution 
conduit. Hardware (environmental, communications, security, and 
display) is simply stacked or hung to be readily accessible for main
tenance and upgrading.

The interface between habitable and service zones is the curtain 
surround with outlets around, behind, and between the fabric layers.

In addition to the main display modes. Screen, Stage, and Black
out, fixed "wall-paper" in light separations can be generated. 
Colour, pattern and saturation are all variable from I'X motorised 
attachments to pinlight spots.

Dimmer controlled, full-spectrum artificial daylighting and 
ionised tempered air would he synchronised to the display pro
grammes as well as sound.

a. " Thatch" - rockwool insulation layers mechanically stitched to a 
stainless steel mesh.
h. Embankments - artificial grass on consolidated " Leca ° clay 
aggregate,
c. Planting - pressed pvc segments dressed onto net scrims.

/4s analogs for parts of the traditional Faiglish building land
scape, these features "fade" the cottage into the surrounding scene. 
Features can vary with the local vernacular: in "stone" areas 
stacked gabions filled with large aggregate can replace embank-
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While there is little doubt that the architec
tural profession is under threat, whether this 
threat is only economic, or more fundamen
tally ideological - that the architect is not 
merely being driven out of business, but that 
there is no future role for architecture - is not 
so clear. Nor is it evident who would be the 
beneficiaries from a decline in architecture’s 
status, hut the risk of the engineer or project 
manager taking centre stage in place of the 
architect, is one possibility. The engineer 
Peter Rice’s recent autobiography (which was 
mainly written bef(»re the effects of the reces
sion bit so deeply) saw the threat to architec
ture in terms of the anonymity of industrial 
processes, and the conformist power of the 
construction business, which both stifle indi
vidual creativity.

Other engineers working in architecture 
today share similar concerns over the future 
working relationships between architects and 
engineers. Anthony Hunt, of YRM Anthony 
Hunt AsstK'iates has worked on many "High-

TECHNOCRACY: 
THE DAY OE 
THE ENGINEER
With the aid of CAD the engineer is liberated from his humdrum calculations 

and propelled into the ivorld of the imagination. So runs the conventional 
wisdom amongst architects dismayed to find that their structural cotjsultants 

becoming better at form-giving than they are themselves. Paul Jodard 
takes a look at the struggle for supremacy from the engineers’ side - and finds 

a ray of sunshine.

are
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PERSPECTIVE

Mark Whirby, of ihe engineers Whitby 
and Bird, agrees with this. “Engineers are 
basically in the business of solving prob- 

hc says, “while architects are in the

lAbovef Nicholas 
Grimshaw's Waterloo 
Iniernatkmal Termmal. 
(Left) Swatilea School, 
Lottiiort, Jesigtied by 
the Percy Thomas 
Partnership, with 
Anthony Hunt as 
structural engineer. 
(Opposite page) Hind 
dynamics diagram 
sfc«)U'ing airflow in j« 
atrium building, created 
by Battle McCarthy

Icms,
business of setting them.” For him, there is a 
natural match between the two professions, 
in which mutual understanding is essential. 
For Whitby and Bird, getting to understand 
the architect’s intentions and the client’s
requirements to the full is the key part of 
completing a brief successfully. “What is 
exciting at the moment is that the engineer 
can solve rapidly the technical aspects of 
most solutions, thanks to the computer. But 
this places a new responsibility on the engi
neer and presents a new opportunity to be 
more closely involved in the architectural dia
logue.” In the past, he suggests engineers 
tended to design structures they could calcu
late, rather than designing with a fully tjpen 
mind. Today, the computer frees up the engi
neer. F^is own firm’s computer-based 
approach has been recognised in a string t)f 
design awards, for example for David Mel- 
lor’s cutlery factory and for the Cascades 
building in Docklands.

According to Paul Acker, director of con
crete research at the French national engi
neering laboratory, engineering practice has 
moved through a cycle, beginning with the 
nineteenth century entrepreneurs such as Eif
fel who built almost by eye, through a period 
of control and regulation, in which engineers 
had to devote increasing time to calculation. 
With the arrival of computers the engineers' 
time is again free to use creatively in the 
design process. And more and more tasks can 
be put through the computer. Paul Acker's 
own group has developed and marketed a

tech" architectural projects. He feels that 
architects and engineers have different contri- 
biirions to make, and the key to success is in 
respecting each other’s skills. He stresses the 
importance of the engineer thinking out the 
concept before turning to materials or calcu
lation, and he accepts that the engineer’s con
tribution may well rest invisible. “On the 
Waterloo terminal,” he says, “the compres
sion members in the roof appear uniform, 
telescopic shapes. In fact, calculating the 
exact shape of each to match the changing 
contours of the site was an exciting chal
lenge.” Sometimes the engineer is the source 
of the final structure, sometimes the architect. 
“In the last 20 years a certain number of 
architects have become interested in structure 
for themselves. What then happens is a kind 
of double helix between the architect and 
engineer - a leap-frogging of ideas about 
structure, some coming from the architect, 
some coining from the engineer, to achieve a 
final solution.” The engineer’s responsibilities

are for huildability and safety, the architect’s 
for the form, but, he says, the demands on 
the engineei from the complexities of modern 
building (to say nothing of building and 
structural regulations) have increased, and 
many engineers are bothered by the lack of 
credit they get. In his view, often the architect 
and engineer need to work together “to deliv
er a piece of architectural space that is better 
at its job than the client knew he wanted.” 

Peter Rice also argues strongly for such 
added value as the test on a design’s success, 
the importance of an engineer being innova
tive and creative. He goes further, saying that 
such creativity is the actual activity of any 
engineer. “Probably every solution put for
ward has some unusual element, but it is not 
recognised because it is buried in an other
wise conventional solution... Every solution 
involves some original thought, some special 
contribution which we would classify as 
innovation. This need not be spectacular, it is 
enough to be new or original.”

73



• , j|

1

which tends to arch between the two opposite supports that are closest.. .Rail over rail bridge, scheme development sketches: Traditional skew box ...

from trackside heloiv can be pulled into a position almost opposite to ...elements may be seperated out, with the effect that the supports . . .so

in what is otherwise a mass of railway lines two miles south of London Bridgeanother, and made into a form that has a kinaesthetic experience . . .one

A series of sketches for the rail over rail bridge at New Cross, by Mark Whitby 
of Whitby and Bird, showing the evolution of the design, and the final model
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winter sun Is used to warm the building during the day and ground water 
preheats the cold winter air.

(Belc)U') Wi/ul fiotuct tests on Richiird Rogers' 
Tokyo Ttirhine 'I'ou’er. engineered hy Guy Buttle 
and Chris McCarthy while at Ove Arup, with 
(right) an engineering study of heat exchange sys
tem in the Turbine Tower
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simple computer programme which will help 
an architect or an engineer specify the correct 
concrete ntix - including additives or special 
treatments - appropriate for the loads, wall 
thicknesses, etc. of a specific task, as well as 
listing quantities required, setting times, and 
suchlike. “With the update we’re going H) 
allow you to specify colours," Paul jokes.

The wider availability and greater power 
of computer systems offer new possibilities 
bur also makes new demands. There arc 
many ways the computer can now display the 
interaction of structural materials and form, 
and even physical and climatic forces. y\ll this 
information is for the architect to use in the 
search for diagrammatic expression. Instead 
of a sheet of figures, a computer is as likely to 
produce a diagram, chart or effects map. 
According to Chris .McCarthy of Battle & 
McCarthy, this requires a new kind of visual 
sensibility on the engineer’s part. “We are 
particularly concerned with creating buildings 
that do not challenge the envir<)nment, but 
interact with it positively. So a lot of our 
work is in creating models for air flow, peo
ple movement, hear exchange and so tin in 
buildings. This information has to be read 
and understood visually." Ciuy Battle, his 
partner, stresses the increasing importance of 
services and facilities engineering. “Buildings

are not gtiing to get less complex, rather the 
demands on them to be energy efficient, even 
energy autonomous, and architects and engi
neers need to work together to achieve this." 
Appropriately, one of the firm’s curreitt pro
jects is a study centre for the Centre for Alter
native Technology.

TTe threat of the computer to architecture 
lies in the complexity of the information it can 
accommodate, manage and present. This 
threat works two ways: either architecture will 
become entirely dominated by the image, cur
rently in graphic form but shading later into 
virtual imagery, or the architect, without the 
resources to organise and manage the com
plexities of nKxiern building projects, will 
become just part of the team led by a project 
manager. This tatter threat is the nearer one - 
the recent documentary Architecture Arniaged- 
diin suj^csts 40 per cent of British projects are 

design-and-build", run by construction 
companies rather than architects. 1 think that 
there are two rays of hope in this situation. 
Firstly, immersive Virtual Reality is going to 
have to get a lot better (and a lot cheaper) 
iK’fore it can compete in terms jif visual experi
ence even with bad architecture. Cyberspace 
offers an interesting intellectual challenge, and 
the new graphics, based on new' technologies 
and the mathematics of chaos, create a visual

challenge, as in the work of architects Spiller 
Farmer, bur these represent only one direction 
for architecture - and perhaps a dead end.

The other and more immediate problem is 
architect’s loss of a leading role. To the 
extent that this is a management problem, the 
new technology can here ride to the rescue of 
architecture. New programmes such as 
Reflex, w'hich has just been adopted in a joint 
venture between Sir Richard Rogers and Part
ners and Bovis, allow total project conception 
and management within the one prtigramme, 
which can in turn communicate with special
ist programmes used in engineering, for 
example, or with older generation CAD pro
grammes such as Intergraph or AiitoCad. 
Since Reflex is not graphics based but data- 
based (though presenting information in con
ventional graphic form on screen) it allow’s 
the architect using it the possibility of con
trolling not only the design process but alsti 
the planning and construction aspects. But 
more importantly than any particular tech
nology is the general agreement among the 
engineers that I talked to, that architects and 
engineers are a partnership in building, and 
that each w'ould be poorer without the other. 
If this solidarity can be maintained and devel
oped, Armageddon may not be just around 
the comer.

now

□
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TOOLS FOR LEVITATION
by Oris for fairground observation towers, 
that the wall-climber lift really took off.

Now glazed lifts and escalators are every
where, not just in hotel lobbies and in Tube 
stations, but in offices, insurance markets and 
shopping centres. Those looking for the secret 
of popular architecture need look no further: 
when available, glazed lifts are so heavily 
used that Otis recommend that they are not 
the sole means of vertical circulation in shop
ping centres.

In their day, Portman’s lifts in the Atlanta 
Hyatt Regency Hotel played the pop futuris
tic image for all they were worth, light-bulbs 
delineating the cigar-shaped cars like Flash 
Gordon spaceships.

But according to his book The Architect as 
Developer, PortmaiTs reasons for using them 
were primarily architectural: “Riding in an 
elevator,” he says “is [an| important transi
tional experience, and there is no reason why 
you must ride in a closed-in box. Pulling the 
elevator out of its shaft and opening it up 
with walls of glass makes it another way of 
experiencing architectural space.”

Wall-climbers, he implies, also have bene
ficial social effects. Riding in a dark-shaft lift 
or waiting in its lobby, however luxuriously 
appointed, is a basically uninteresting experi
ence: as Portman pointed out, “When people 
step into an ordinary elevator, all conserva
tion tends to stop; [but] when people ride in a 
glass-enclosed elevator they are much more 
likely to go on talking. That happens because 
they are taking part in an interesting and 
humane experience; they are not isolated and 
shut away.”

This phenomenon means that choice of 
drive mechanism, structural considerations 
and acceptable waiting time can all interact in 
a virtuous circle. For instance, in their design 
for glazed lifts at Wiggins Teape 2 in Bas
ingstoke, Arup Associates wanted to avoid 
dominating the atrium with too weighty a lift 
shaft structure. This pointed towards a 
hydraulic lift, which would have allowed the 
motor room to be at ground/basement level.

Hydraulic lifts arc slow', and ther, Aas 
some concern that this might he a problem.

1

6J

The story of vertical movemeftt in 
buildings began with the manual 

hoist and is approaching the age of 

linear induction. Tim Ostler con

cludes his survey of vertical move

ment systems with a look at the pre

sent and future of the panoramic 

wall climber.

(liven an aeroplane, we can fly - noisily and 
expensively. But given a glazed lift or an esca
lator, we can levitate - individually, silently 
and for free. It is the nearest thing to a “fly- 
through” experience we can achieve, outside 
of virtual reality.

Odd, then, how lifts remained unglazed 
for so long, staying buried in “dark shafts” 
deep within buildings. The exposed lift in an 
internal atrium can be traced back to 1893, 
and George Wyman’s Bradbury Building in 
Los Angeles. Four decades on, Alexander 
Korda & 11 G Wells’ film Things to Come 
shows a space very like a modern atrium in 
which glass lifts go up and down in glass 
tubes. But it was not until the mid-'60s, when 
John Portman borrowed an idea developed

■^6



PERSPECTIVE 2

C/jss O/is lifts dt Crosvettor Pljce 1993 {opposite}, ami js 
visudlized in 19.?fi for the HC Wells film Things to Come

5
‘S

with the same degree of outside awareness 
expected in most building spaces, perhaps the 
concern would not arise.

rhanks to its prominence the wall-climber 
lift inevitably enhances building legibility. 
People instantly know where to go up. But 
some architects like to go one step further 
and reveal more of the working parts of the 
lift itself, demonstrating it to l>e satisfyingly 
resolved at the detail level.

Making the invisible visible certainly has 
great entertainment value. But following such 
a rigorous discipline to its logical conclusion 
has a cost attached. “It’s a lot more work,” 
says Arthur Branthwaite, who has worked on 
several glass lifts at Sir Norman Foster & Part- 

F^erything becomes a visual question."

Director Robin Partington agrees. “Lift 
shafts are nor pretty things: they’re full of 
brackets, guide rails, holts, bits of angle-iron 
sawn off and nailed there with a bit of cable 
hanging from it...You can go to all this effort, 
and suddenly end up looking into a space 
which is like a sackful of spaghetti.”

Cleaning, too, becomes more onerous - 
although lift shafts have to be kept clean any
way for operational reasons. But a degree of 
visibility can be achieved for a surprisingly 
low cost. Partington describes the process 
that led to one such example at the ITN 
headquarters.

“We couldn’t afhird glazed lifts, so we 
tendered for a standard lift frame. But when 
working with Otis, wc said, ‘Okay, forget

But in the event it was found that the “enter
tainment” provided by the atrium meant that 
time spent by passengers waiting for the lift 
did not drag. Furthermore, because the jour
ney itself was more interesting, once passen
gers were in the lift the slow speed of 
hydraulic lifts was almost an advantage. After 
all, for most people a journey in a panoramic 
lift ends too soon, and certainly before there 
has been time to enjoy the view.

With examples like this, it could be argued 
that the quest for faster journeys and lower 
waiting time - which lift manufacturers have 
built into something of a religion - results 
from the mere desire of passengers to get the 
whole boring business over with as quickly as 
possible. Were it the norm to pr«>vide lifts ners.
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O/w lift at thf Ct}l(»tnaiics Shopping Centre, Hath (left) anil a wall climber at 
Saatchi's in Berkeley Square

“glass lift”: imagine it’s a standard car - 
except you take out one side wall and put in 
a sheet of glass. What’s that going to cost? 
The answer is, for a very small sum, you’ve 
got a glass sidewall to your car.”

To get his glazed lift, ITN ended up pay
ing for tw'o things over and above the cost for 
a standard lift: the extra-over cost of the 
glass, and a nominal sum for cleaning out 
Otis’ spray guns and refilling them with white 
paint. “It was already gt)ing to be painted 
Otis Blue,” explains Partington, “and we 
managed to persuade them that changing a 
pot of paint for six lifts was actually a very 
minimal on-cost.”

It is possible to distinguish between five 
categories of visible lift, each with its own 
disciplines. The lifts at ITN were an example 
of the first and simplest of these categories: a 
conventional lift in which the rear wall and 
the wall of the lift shaft is glazed.

Second and much more involved is the spe
cially-designed glazed lift in a glazed shaft, as 
at the Hongkong Bank. These have been 
somewhat overshadowed by other more spec

tacular features. Bur they are beautiful, like 
little Japanese rooms hurtling up and down 
glazed shafts on the outside of the building. 
The cars themselves were the subject of mock- 
ups made by Fosters and others by Otis.

“We tried to ltK>k at the lift car in a very 
simple way that expressed the structure of the 

says Branthwaite. “All its component

lightly clad shaft, also seen in Fosters’ 
Mediatheque at Ntmes. Lifts of this kind arc, 
for the reasons outlined above, often 
hydraulic. But even with traction drive, the 
enclosing walls of the well can sometimes be 
dispensed with, as at 33 Grosvenor Place by 
the EPR Partnership. The most extreme 
example of exposure is the lift in I M Pei’s 
Louvre Pyramid, which consists of a cylinder 
mounted on a ram that rises like a piston out 
of the floor.

Fourth is the classic Portmanesque wall- 
climber, where the car moves apparently 
unaided outside the wall. The shaft still 
exists, but its front wall is widened consider
ably, its rear wall removed and side walls of 
limited protrusion ctmeeal the guidance sys
tems, counter-weights, control gear and trav
elling cables. The car itself has to be can
tilevered from guide rails at one end, creating 
eccentric loads and a substantial support 
structure that can dominate the atrium. Ironi
cally this can cut the lift lobby off from the 
atrium and deprive it of the desired “enter- 

value.

car,
parts, like the structural sling, the head oper
ator and the guide shoes were exposed.” 
Regrettably, client cold feet about user reac
tion led to a decision to clad the lifts them
selves in Shoji glass, a form of obscured glass 
- which rather diminishes the point of the 
clear glazing to the shaft. Ciertainly, users get 
a clear impression of movement by shadows 
falling on the glass as they travel: but the 
experience of the ground receding at seven 
metres a second in the middle of a typhoon is 
one that employees of this bank at least will 
l>e denied. Glazed lifts at the Frankfurt Com
merzbank, due for completion in about three 
years, are very similar.

Wiggins Teape 2 is an example of the 
third type, the short haul lift in an open or tamment
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<4 stainless & glass wallclimber at Retlhill (left) and Express external lifts on 
the l.luyd's building by Sir Richard Rogers

Meanwhile rhe shape of the cars, which 
are often octagonal or curved, can also ham
per passenger movement, a situation compli
cated by the fact that people arc in no hurry 
to get out once tliey arrive.

Finally there is the external wall-climber 
lift, famously at Lloyd’s but also now at 
Rogers' headquarters building for C^bannel 4, 
due to open in April. Even today, with many 
successful installations carried out across the 
world, this kind generates controversy. 
According to KONE’s Jorma Lumme, for 
instance, “an architect that specifies such ele
vators to his client’s building will do that 
client a huge disfavour....

“Any responsible elevator manufacturer 
would caution the customer against doing 
this,” he goes on. ”... If you put steel, copper, 
electric power, rainwater, humidity and such
like together, what do you get? You get green 
gunge. You have a moving element, and it is 
impossible to seal it off against the elements.”

Richard Rogers' Lloyd’s Building was not 
the first external wall-climber installation? 
but it was a landmark of the genre; one of the

first to act as a prime mover in a rainy cli
mate, with no down-time allowed even dur
ing the worst weather conditions. Small won
der that Rogers had trouble finding a supplier 
willing to tender for the job.

KONE, wc can assume, were not keen to 
tender. “We know about the lifts at Lloyds,” 
says Lumme, “and 1 think a price is always 
paid for such daring defiance t)f the elements 
in a building.”

“There’s no doubt they need more inainte- 
says Stig Larsen, a director at Rt)gers

while, to stop the wind from producing dis
concerting movement in the externally- 
mounted glazed lifts, each glass “box 
designed to be structurally detached from the 
rest of the lift.

The result of all this effort was that any 
lightness the cars may possess is strictly visu
al: each car finally weighed over four tonnes. 
This created a knock-on effect throughout the 
installation, with stronger and thicker guide 
rails and lead-filled counterweights 5 metres 
long.

was

nance,
and one of the lifts’ chief designers, “but 
then, you have a feature. You could say you 
could have put a glass wall around them, but 
that would have been very costly as well and 
then you get all the problems of cleaning the

By the time Rogers were in a position to 
invite tenders for the external wall-climbers 
at Channel 4’s headquarters the market had 
changed considerably, with several firms now 
able to demonstrate relevant expertise. Otis, 
who won the contract, had mf)re than most - 
notably on the C N Tower {tallest self-sup
porting structure in the world), offices at 
Nathan Road in Hong Kong and even Black
pool Tower (they had also done the curious 
“bubble” lifts at the Grande Arche, in which 
the two lifts counterweight each other, like 
cable cars). The disciplines were much the

screen.
The contract was awarded to Express 

Lifts. “Even when they had got the contract,” 
says Larsen, “they continued to try to get us 
off the idea.” The cars had to be air-condi
tioned, each of them carrying its unit below 
it, and providing an opportunity for yet more 
expressive stainless steel ductwork. Mean
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Alimak external lift on
Barcelona television
tower, by Sir Nonnan
Foster & Partners
1992 (left). Hillsuic
escalator link. Maun-
sell, Hong Kong 1993
(above and right)

same as Express Lifts had to confront at 
Lloyds, and the solution arrived at looks very 
similar - which testifies to the thoroughness 
with which Rogers and Express Lifts analysed 
the problem at Lloyds.

For its single external glazed lift, Fosters’ 
Barcelona Tower features the rare use of a 
rack and pinion system, normally only used 
for lifts on construction sites. Here, Fosters 
were faced with a shaft that was too small 
to take a lift shaft: the only option was to 
put it on the surface.

“We persuaded the client that a glazed 
passenger lift in this instance would be a real 
benefit,” says Partington, “because the ride is 
absolutely stunning...We went for a rack and 
pinion lift because the tower is so high that if 
you have a counterweight and ropes, it just 
doesn’t work. For maintenance reasons, and 
a whole host of other reasons, the total 
weight of the ropes would be crippling.

“With Alimak we developed a GTi version 
of their lift, where the motors had a progres

sive acceleration, rather than a sudden jolting 
start like they normally have. And we also 
devised special running gear for the lift, 
which worked on a rubber vibration absorp
tion system. So the quality of the ride is actu
ally very very smooth,

“The car itself is actually wider than the 
shafr it’s travelling up. The back wall is 
solid. So if you try to look round the side, 
you can’t actually see the shaft you’re travel
ling on. So the ride is incredible: you’re actu
ally floating, being lifted by an invisible 
means of support.”

Bur what of escalators? When Jesse W 
Reno invented it in 1894 - without steps - he 
intended his invention as a functional alterna
tive to the lift, but initially had to make do 
with a sale to Coney Island as a funfair ride.

Today we see the two machines as com
plementary, and several of the most promi
nent buildings that make good use of glass 
lifts rely as much, if not more, on escalators, 
now invariably with glass balustrades, often

with exposed and colour-coded mechanisms.
The market for escalators today remains 

small, running at 9,000 units annually world
wide. O&K, vying with Otis and Schindler 
for market leadership, are currently celebrat
ing having won the huge order for escalators 
on London’s Jubilee Line extension. Their 
TransVario, like the products of most of the 
leading contenders, responds to demand 
amongst architects, led by Rogers and Foster, 
for exposed inner workings. Schindler, mean
while, in their “Escalant”, even boast an esca
lator designed by car designer Giugaro.

One of the few fundamental innovations 
since Otis bought all the practical escalator 
patents and combined them in 1921 has 
been the development in Japan of the curved 
escalator. Quite apart from its obvious aes
thetic appeal, for the first time users can 
enter one floor at the same point on plan as 
the one they left.

Fiscalators are most commonly used not 
for high-profile works of architecture, but

81



foster AssodJtes Marryal & Scolt escalutor hjtiks 
Jt Willis fjher Dumjs, 1973, (beloii'l and Otis Jt 
Hongkong & Shanghji dank 19H() ihottum). O&K esc^3btors in Uoyds building /9S6 (right)

effect of this is to give the building an open
ness and interpenetration of space between 
floors previously unheard-of in a skyscraper. 
Meanwhile at the C^ommerzbank, lifts will 
stc)p only every three floors, final journeys 
again being made by escalator.

Lloyd’s demonstrates another application 
of escalators, what might be called the “virtu
al floor” principle. The nature of Lloyd’s 
insurance market required, ideally, as large a 
space on a single level as possible; Rogers’ 
famous stack of escalators, which with its 
exposed workings resembles a Swiss clock
work toy, were intended to minimise the bar
rier between one floor level and another.

GMW’s neo-Gothic 3 Minster Court, 
now fitted our by YRM as the London 
Underwriting Centre, observes the same prin
ciple. Here the wall-climber lifts originally 
installed were actually removed in favour of 
a monumental stack of sixteen escalators - 
the tallest in the world - hung from four 
clusters of six rods suspended from a metre-

snaking up the facade became the C'eiitre’s 
unmistakable trademark, even if many of 
those who travelled up them only went up to 
see the view.

Fosters’ offices for Willis Faber Dumas in 
Ipswich provided a wholly more serene 
model, the escalators wafting down from the 
space-frame roof like a slow-motion water
fall. The traffic on them must have been a 
fraction of the load normally considered 
necessary to justify the expense of an escala
tor; but the client testified at the time to the 
way they had encouraged a family atmo
sphere, the open system of circulation gener
ating frequent serendipitous meetings 
between members of staff.

At the Hongkong Bank atid more recently 
the Commerzbank, Fosters have adapted this 
principle to a multi-storey situation, in com
bination with a system of high-speed lifts. In 
the former, the lifts serve double-height lob
bies from which users travel up or down a 
maximum of three floors by escalator. One

for mass-transit applications. Jean-Marie 
Duthilleul, Chief of the Building Department 
at SNCF, stresses the role of escalators in the 
composition and intelligibility of spaces. If 
they are placed perpendicular to the entrance 
the layout of the circulation system, he says, 
is immediately apparent. Lqually, he favours 
exposing the works not for aesthetic reasons, 
but because it’s the simplest and most unmis
takable way of showing that the escalator is 
working or not - and in which direction.

The most spectacular trend in the use of 
escalators for mass transit is taking place in 
Hong Kong. In 1993 Maunsell Consultants 
Asia completed a suite of 20 covered escala
tors and three travelators extending over 800 
metres and rising 130 metres from the Central 
Business District to the residential .Mid-l.evels 
on the higher slopes. Plans have been mooted 
to extend it to a total length of 2.8 km.

Before Piano & Rogers’ Centre Pompi
dou, the architectural potential of the escala
tor had rarely been exploited. The escalators
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Double Thysseu escalaior hanks at Minster Court, 
C<0' of London, by YRM 199i (left and below} 
University Centre at Minster Court (bottom}
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high ring beam around the top of the atrium.
The escalator must be considered overdue 

for a radical redesign. Unfortunately the mar
ket is so small that economies of scale dictate 
the maximum degree of standardisation. For 
architects who like to control the finer 
details, there is therefore considerably less 
freedom than with a lift.

The chances are that whatever progress 
there is will be in response to demands by the 
small number of architects of the calibre of 
Fosters, working on large projects that can 
support their own research and development 
budgets. If there has been an undue emphasis 
here on the work of Rogers and Foster, it is 
because they draw the boundaries of architec
tural intervention deeper into the machinery 
than most other architects. An American 
architect might call it overdesign. But it is 
elite architects such as they who show manu
facturers what can be done with their own 
products, and so enhance the range of com
ponents that is generally available. □

8.1



CONSORTIUM 
OF SPACE

The Ohio Aerospace Institute con
sists of nine separate universities and 
a number of private corporations 
that came together with the State of 
Ohio to commission Richard 
Fleischman Architects Inc. to design 
an entirely new kind of $10 million 
space academy. One ivhere, as Insti
tute president Michael Salkind has 
said, the glass is not there for gratu
itous reasons, but because it creates 
an environment where interaction 
and collaboration are guaranteed.
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PROJECT

Three storey entrance level opens onto full height glass volume. Battered glass 
wall terminates slope

Both in its interior spaces, and as an object in 
the landscape, the Ohio Aerospace Institute’s 
design is intended to reflect the excitement of 
the aerospace enterprise. Because of its prox
imity to the Cleveland Hopkins Airport, its 
appearance from the air is considered impor
tant. While a literal reference to spacecraft is 
not appropriate, the forms convey an image 
consistent with the building’s use.

Modern technology is utilized to maximize 
energy efficiency and acoustical quality in the 
building. The specially coated window assem
blies are filled with argon gas and lined with 
tailor-made gaskets for optimum insulation.

Three different types of glass make up the 
curtain wall: reflective glass for areas that 
house closed offices, classrooms, administra
tive offices, the auditorium, and the skylight; 
tinted glass for the front of the building

where the entrance and three-storey atrium 
are located; and tinted glass with a low-emis- 
sivity coating for faculty-student work areas.

The Institute creates an atmosphere 
which is stimulating to both faculty and stu
dent and makes unplanned contact easy, 
indeed, unavoidable. To this end, single or 
double faculty offices arc interspersed with 
student open office workstations. Common 

located at key points of circulation 
so that chance encounters can be turned into 
formal conversations around tables or in 
lounge furniture.

The dual nature of the Institute is reflected 
in its design. The public side is entered 
through a three-storey atrium, serving as the 
entry point for the two building functions. A 
lecture hall, equipp>ed for many forms of elec
tronic communications, opens off the atrium.

The second floor houses classrooms, seminar 
rooms and a multi-purpose room. The presi
dent and the administrative staff are on the 
third floor.

Although the student-faculty portion of 
the facility will not be open to the public, it 
will be visually accessible. This has been 
accomplished by offsetting each of the three 
floor levels. The two upper floors, mezzanine 
and balcony, step back in plan, so that they 
overlook the floor below. The entire space, 
including the atrium, is enclosed by a softly 
curved roof.

This multi-level educational research 
facility is essentially one large volume. It 
allows for students and faculty to interact as 
they pursue research projects. Since all the 
student population continues to be enrolled 
at their specific universities, rime constraints

areas are
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Entrance (above) shows exposed steel beatns. Inte
rior (above right) shows visual complexity . E.xlen- 
or (right) reveals balanced composition. Mezzanine 
(far right) shows full volume
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are critical both for laboratory and class
room accomplishments. Each doctoral or 
graduate student has his/her individual 
workstation which allows for instant faculty 
consultation. The use and type of glass com
pliments the openness of planning required 
for this project. It permits this institute to 
convey to the community the nature of 
activity taking place in this complex.

Each workstation, whether office or open 
area, is fitted with a large Ciesika modular 
workdesk, file cabinets, and kK’ker. All 
workdesks are equipped with a built-in wire 
management system below the desk top. In 
addition, areas are equipped with circular 
tables by Kl. .Many of the visiting faculty, stu
dents and researchers bring their own com

puter equipment. OAl staff has a complement 
of Macintosh and IB.M systems. Dedicated 
researchers in the building use high-powered 
Unix stations. All systems are linked through 
a building-wide Ethernet system and intercon
nected with NASA Lewis Research Center.

Classrooms are quipped with Tate access 
floors and AMP floor access boxes. The 
boxes contain four power plugs, Ethernet 
connections, and microphone connections for 
students. Access floors allow for flexibility in 
wiring systems and for educators to bring in 
future technologies.

Telecommunications technology is a driv
ing force at OAI. To ensure that the facility 
can accommodate future technological needs, 
the project team included individuals from

NASA Lewis Research Center’s Computer 
Services Division. The result is a network 
with fibre tiptic cable running between I.ewis 
Research Center and OAl, category 3 
unshielded twisted pair for horizontal wiring, 
fibre <jptics for video and vertical data, and a 
coaxial cable television network.

The steel frame is constructed to allow for 
maximum flexibility and the glass has been 
engineered to recognize energy constraints. 
The central heating and air is located on the 
lower level and tempered air is transported 
vertically in the core of the structure. To date 
the educational complex has operated well 
below the projected consumption of gas and 
electricity. In fact, one half would l>e more 
realistic realizing major savings. □
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RESPONSIBILITY,
RECOGNITION
AND REWARD
The muiti-disciplinary practice is far from dead. In fact its promoters argue 
that today, ”continentalised* rather than globalised, and integrated by instan 

taneous electronic communications, the concept is more valid than ever. In 
his investigation into Building Design Partnership, Britain's largest architec

tural practice, Colin Davies uncovers what the three Rs really mean

the original concept. Clients increasingly 
expect responsibility for design and construc
tion to be concentrated rather than dispersed. 
Other practices are responding to the demand 
by setting up temporary associations to tackle 
specific projects under a single appointment. 
In BDP, the association is permanent. The 
different professions work in the same office; 
they know each other, they trust each other 
and they don’t waste time climbing up the 
learning curve.

Integrated design relies on a certain critical 
mass. It is no good having just one representa
tive of each profession, the practice must be 
able to offer a range of skills in different com
binations at different times. This is why BDP 
has been able to make it work where others 
have failed. Like every other British design

It used to be called ’’multi disciplinary 
design”, and it was the principle upon W'hich 
BDP was founded 28 years ago. Ken Draper, 
the chairman of the practice, now prefers to 
call it “integrated design”. And when he is 
talking about the future, he calls it “network
ing”. But the basic idea remains the same: 
designing buildings is a collaborative art and 
it is best done by a team of professionals - 
architects, engineers, quantity surveyors, 
landscape architects, interior designers and so 
on - working side by side in one organisation 
and learning from one another in an atmo
sphere of mutual respect. According to Drap
er the idea is far from dead. The rise of new 
professions like Project Manager, and new 
procurement patterns like Design and Build 
only confirm the fundamental soundness of

.u

practice, BDP has been hit by the recession.
It is only half as big now as it was four years 
ago. But with a total workforce of 750 it is 
still the hipest practice in Britain by a wide 
margin. The Guildford and Preston offices 
have closed but that still leaves London, 
Manchester, Sheffield, Glasgow, Belfast,
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PRACTICE

BDP 's Channel Tunnel Terminal huiUhig, Folkestone 1993
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Dublin, Paris and Berlin. Its organisation can 
be seen as a federation of semi-autonomous 
offices, each with as near a complete set of 
professions as possible, or, alternatively, as a 
group of specialist practices, spread geograph
ically. This “matrix” model remains intact 
and continues to function satisfactorily.

Surprisingly for such a big practice, BDP 
has never carried out much work abroad. 
Even back in the seventies, when everyone 
was scrambling for work in the oil rich mid
dle east, BDP concentrated instead on consol
idating its UK network. There have been the 
occasional forays - the practice has good con

nections in Portugal, for example - but for 
the most part BDP partners have preferred, in 
Ken Draper’s words, “to go home at night 
and be paid in sterling.” But in the run up to 
1992, the time seemed right to go European. 
France, Spain and Germany were the targeted 
countries, and BDP began to look for estab-
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The Benttills shopping centre, Kingston
lished kxal firms with which ro form associa
tions. In one sense this policy was no more 
than a continuation of the pattern of expan
sion in the UK. BDP’s branch offices have tra
ditionally liad strong local roots. But they 
look after the local clients, rather than the 
local jobs, and this means they occasionally 
poach on each other's territory.

It soon became clear that, after all the 
excitement of the Barcelona Olympics and the 
Seville Kxpo, the Spanish market was tem
porarily exhausted, but suitable practices were 
identified in the other two countries: Group 6 
SA in France, and Rohling GmbH in Ger
many. New practices were launched in new 
premises in Paris and Berlin. The French and 
German offices are still small by BDP stan
dards, but the work has begun to flow, includ
ing a shopping centre and mixed development 
in Paris and a new headquarters for the Cicner- 
al Motors car maker, Opel in Russelsheim. 
These cautious steps into Europe, carefully 
planned before the recession took hold, have 
broadened BOP's base, putting it into a gtH>d 
position to take advantage of the upturn when 
it comes, and of the new Europe-wide marker 
in architects and architecture.

The move onto the mainland has also 
brought less tangible benefits. Seeing how 
things are done in other European countries 
has sharpened the focus on developments at 
home. It is interesting to note, says Ken Drap
er, that while in Britain the practice of fee 
bidding has spread rapidly through the whole 
procurement system to the point where it 
threatens the very basis of independent pro
fessional practice, in Germany the standard 
fee scale is accepted without question. And if 
anything it is even more generous than the 
old British equivalent, now scoffed at by 
every client in the land. Perceptions of quality 
are also affected. Concurring with the find
ings of a recent Arts Council report. Draper 
reckons that, when compared with compara
ble work on the continent, the general quality 
of construction in Britain has reached danger
ously low levels. A new br^ed of client has 
emerged - newly independent hospital trusts, 
for example, or government departments that 
no longer have the benefit of in-house profes
sional advice - that is obsessed with account
ability in the procurement prtKcss but cares 
nothing for the quality of the resulting build
ing. Their job is not to produce good build
ings, but to make sure they are as cheap as

and sometimes the landscaping is more 
important than the buildings. The practice 
has designed a series of public and opera
tional buildings on the huge Channel Tunnel 
terminal site in Folkestone, hut its most 
important contribution has been in the design 
of the site itself, integrating the roads, rail
ways, car parks, train parks and buildings 
into a new form of landscape that is urban in 
scale but rural in character. Landscape plan
ning on tills scale requires more than just hor
ticultural skills.

possible and that somebody else takes the 
blame when they turn out to be unsuitable.

A European perspective also highlights 
possible new markets for BDP’s special com
bination of skills. For example, according to 
Ken Draper, continental landscape designers 
tend to be strong on details like the analysis 
of soils and the selection of species hut lack 
the comprehensive sweep of the English land 
scape tradition. BDP’s integrated design 
method encourages a view of landscape and 
buildings as part of a single design problem.
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Two scales of BDP operation. The Eureka muse
um for chiUiren in Halifa.x (left and above), and 
the Schonhuhl shopping centre. Lucerne (below). 
Both 199.1
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Energy saving in buildings is a theme that 
is now exercising the minds of all conscien
tious architects. It is a problem that BDP, 
with its integrated design method, is well 
equipped to tackle. The proposed new office 
building for the Inland Revenue in East Kil
bride has a shallow plan, with a number of 
energy saving features including triple height 
atria that encourage cross ventilation by the 
thermal stack effect. But here again the Euro- 
p>ean experience is proving to be a spur to 
further technical developments. Among

responsible German clients, energy saving has 
become the number one architectural priori
ty. BDP Rohling is currently working on a 
competition entry for the new Federal Presi
dent’s Office in Berlin, to be sited in the gar
dens of the Baroque Palace of Bellevue in the 
Tiergarten. The brief not only calls for an 
environmentally friendly building, but actual
ly specifies that there should be no mechani
cal services whatsoever.

Assuming that the recession is now over, 
BDP have come through it relatively

unscathed. One reason for this is what Ken 
Draper calls the “flywheel effect” of a few 
very large jobs started in the boom years of 
the late eighties: the Channel Tunnel termi
nal, a couple of City of London Office 
blocks, some prison work and a clutch of no 
less than five shopping centres. For a while 
the flywheel threatened to get out of control 
and when the practice reached its peak in 
1990 it was probably too big. Now it is 
back in proportion and the momentum is 
beginning to build again. But there has been
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The IttLwtl Revefiue complex Jt East KilbriJe (oppo
site, left and helow) exemplifies BDP's mainstream 
commeraal work. A mixture of brick, concrete, steel 
and energy saving that is still stsihbornly Modem
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A series of BDP pro
jects. Clockwise from 
the top left: the Nation
al Maritime Museum; 
the new Opel factory in 
Russetsbeim; Wimble- 
Jon; the University of 
Stinderland; Royal 
Albert Hail modifica-^ ■ 
Hons; National Mar
itime Museum exten
sion CAD image



a change in the nature of the commissions. 
BDP has always had a business-like attitude 
to the building market place, being careful 
to maintain a presence in a wide range of 
economic sectors. When the retail and office 
marker collapsed, it could still point to its 
experience in other fields like education, cul
tural buildings, transport or housing. Its 
rent job list includes an extension to the 
National .Maritime Museum, the refurbish
ment of the Royal Albert Hall, a develop
ment plan for the All England Lawn Tennis 
Club at Wimbledon, university buildings at 
Sunderland and Middlesex, and four Lon
don underground stations. All these, plus a 
levening of more conventional office build
ings, including one for the Inland Revenue, 
give the list a distinctly nineties flavour, 
with the emphasis on public, rather than 
commercial, buildings.

But a change in the nature of the commis
sions does not necessarily mean a change in 
the style of the architecture, for the simple 
reason that there has never been a recognis
able BDP style. This is a deliberate policy. 
“Responsibility, recognition and reward” 
were the three pillars upon which the prac
tice’s founder, CJeorge Grenfell Baines, built 
his management philosophy, and the partners 
still quote them today. The implication is that 
talented designers, whatever their profession, 
will be given the opportunity to develop their 
own style and method. The result is a radical 
pluralism. Sometimes, especially on very large 
jobs, pluralism becomes eclecticism and sev
eral styles are represented in one building.
The five shopping centres completed in 1992 
illustrate this well. While the covered malls 
themselves all exhibit the playful superficiali
ty characteristic of eighties retailing, the exte
riors range from repro vernacular through 
complex layered post-Modernism to expres
sive high-tech. The Buttermarket at Ipswich 
has all three. Of course, this is as much a 
response to context as an expression of the 
different preferences of the job architects, hut 
it demonstrates BDP’s basic wish to please 
clients and planners without allowing archi
tectural dogma to get in the way.

Of Grenfell Baines’s three Rs, recognition 
is perhaps the most questionable. Certainly 
there is recognition for design talent within 
the practice, but to the world at large the best 
architects in BDP remain anonymous, sub
sumed in the carefully cultivated corporate
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BDP CrossRail station studies. Section (top) and 
artist's impression (left)

image. Bur there are signs that this might be 
changing. Clients and potential clients were 
recently invited to the London office to view a 
small exhibition of work-in-progress. Its pur
pose was specifically to show off the design 
talent in the practice and individual credits 
were included in the project descriptions. The 
practice has recognised that sometimes corpo
rate culture can benefit from an injection of 
imagination and flare from an independent 
designer: someone, for example, like Ralph 
Hrskine, with whom BDP is collaborating in 
the design of four underground stations for 
London’s proposed new CrossRail line.

Even a big practice like BDP is in no posi
tion to cure the ills of the British construc
tion industry. It is forced to hid for work like 
everybody else and to join the contractor-led 
Design Build teams that now carry our so 
many of the country’s major building pro
jects. And in any case these new develop
ments are nor necessarily bad for the art of

architecture in the long term. The end of the 
recession should mean the end of absurdities 
like nil fee bids, and there is nothing wrong 
in principle with healthy competition as long 
as there is a match between the service 
offered and the fee charged. And, potentially 
at least, Design and Build is simply an exten
sion of the integrated design method to 
include the construction process. One of Ken 
Draper’s functions as chairman of BDP is to 
plan for the future. His dream, and as yet it 
is no more than that, is that one day BDP 
will step across the increasingly arbitrary 
dividing line between design and construc
tion and become a building contractor. The 
practice already has most of the necessary 
skills. Indeed it already manages the con
struction of small scale interior design jobs.
It would be a logical step. It might even start 
a trend for architect-led Design Build that 
would restore the confidence and self respect 
of the British architectural profession. □
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Editor:
Georgi Stanishcv
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UPGRADING MODERNISM
Aalto disliked colours or art on his walls. 

AaJto’s white walls revealed forms. Even 
when using wood he stripped it of all culture 
and presented it as all his materials - very 
plainly. The Swedes use their walls as back
grounds for decoration or paint. It was this 
Swedish way of looking at buildings that 
helped me to see the post-Aalto and post- 
Pietila architecture with new eyes. I think the 
worst thing about contemporary Finnish 
architecture is that it leaves really essential 
problems unsolved, while still trying to look 
modern and rational.
Beside the Scandinavian context there are 
traces of other traditions, schools and lan
guages to which your architecture may be 
related. Would you outline your wider influ
ences?
In the beginning of the 1980s I was interested

G.S. Finnish architecture after Aalto and 
Pictila is an “organic”, or “soft” version of 
Modernism. What is the connection between 
your work and this classical Finnish 
approach?
K.W. I have always tried to step out of stan
dard Finnish Modernism. After Aalto and 
Pietila this tradition was watered down or 
compromised. My early influences came from 
Sweden, 1 stayed there for considerable peri
ods when studying. Swedish architecture has 
always irritated Finnish purists, which also 
suited me well. Swedish architecture is soft in 
a different way to Finnish. It is not organic. 
Swedes are very conscious of culture and very 
interested in materials, colours and decora
tion. If Finnish architecture is organic, 
Swedish architecture is cultivated. Swedish 
grace even tries to sophisticate Modernism.

Present day Modern architecture in 
Scandinavian countries is based on 

radically different preconceptions to 
the dogmas of the original. Here Kai 

Wartiainen, a leading young archi

tect in Helsinki, and 1993 Iakov 

Chernikhov Prize winner, traces the 
principles of his revisionist beliefs. 

The interviewer is Georgi Stanishev.
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SWEOlSH-JAPANESt, HOTEI.. Japanese imestors com- 
missioned a tall hotel placed in a small hay near the centre 
ofSlockho/m, SI) that the foyer should he under water.
The site, an old industrial backyard, was to he converted 
into a Japanese garden with a pagoda like hotel structure 
rising from the water

CONCEPT

Opposite page, left and above: IBX - HOl/S/NG 
MACHINE {Home Of The Future). The projeet was 
commissiorted by a Finnish playti'rite who dreamed 
of an apartment on top of a high-rise. The theme has 
to he realised in the theme of flying. To add a spec
tacular feature a legend of a Zeppelin crash was cre

ated. The vessel collided with the tower in a fog. 
Next day it was realised that the Zeppelin could not 
he freed. To make use of the remains a restaurant 
was created there. A full size apartment was realised 
for a technical fair to illustrate the possibilities of 
technology in the future. See the '‘flying wash-basin”

But your works also show serious attention 
to the poetic dimensions of architectural 
form, surface and material. What about for 
example the “material collage” techniques 
which you use in a very “Gehriaii” way?
It is true that Frank Gehry’s work is an 
important source of inspiration for me. It was 
his work that made me definitely aware of 
the contradiction between modern and tradi
tional construction. The expression of a tradi

tional building cannot be achieved with mod
ern techniques. The difference is like that 
between photography and water-colours.
You can achieve the same outline, but the 
image in the picture is totally different. As 
Gehry works in warm climates, I was inter
ested in how his principle of material collage 
would work in Nordic climate. A change of 
climate could he described as a change from 
watercolour into oils.

in Aldo Rossi’s thinking, who was and is gen
erally considered here as a Messiah of bad 
taste. Despite my interest in Rossi I never fell 
into the trap of liistoricism. Then, in the sec
ond half of the ’80s, I became acquainted 
with the work of Rem Koolhaas as I became 
reinterested in Modernist expressionism and 
its possibilities. It was more the ability of 
Koolhaas to solve problems than Zaha 
Hadid’s wild perspectives that caught my eye.
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At the same time as I became aware of 
Gehry I found out that Gotfried Semper and 
Otto Wagner were discussing the same thing 
at the end of the nineteenth century. They 
wanted to separate the surface as a picture, 
from construction in materials. Today mod
ern building technique has made facade mate
rials into a subjective choice for the architect. 
In this way Talma Golf Club is a homage to 
Gehry as Factory 2000 is to Semper and 
Wagner. Both buildings are strongly influ
enced by Marshall Berman’s book All That Is 
Solid Melts into the Air. The title is borrowed 
from Karl Marx’s Communist Manifesto in 
which he describes the conditions of modern 
life and the development of modern stK'ieties. 
Within this network of relations with today’s 
professional scene, is there a trend or circle of 
young architects to which you belong?
No, I do not feel part of any movement or 
circle, and I think this is a common feeling 
among architects today. I feel I am swimming 
in a sea of ideas. The ideas behind solutions 
matter most today, compared to issues of 
style or modes of expression. I would like to 
see myself as an architect who generates orig
inal solutions on a conceptual level, finding 
new ways of looking at things. Look at the 
Avant-Garde of today, it consists of names, 
not of teams or stylistically bounded groups. 
In addition to Koolhaas and Ciehry 1 would 
have to list Kazuo Shinohara, FTic Owen

Moss, Norman F'oster, Jean Nouvel, Flans 
Kolhoff and for certain reasons Aldo Rossi. 
The circle mentioned above has very different 
goals and ideologies but I get from each of 
them a strong feeling of movement. The 
Avant-Ciarde today does not move in a bullet
like trajectory, it is an explosion going all 
directions at once.
What do you understand by the Avant-Garde 
today? Are you in it?
The Avant-(iarde was more visible when it 
used to illustrate the new possibilites of 
advanced technology. Today it is hard to pre
dict the direction of real progress. If we think 
of a grenade flying forward which explodes 
in the air, we perhaps might get the picture. 
The centre of gravity of the explosion contin
ues to move forward but the pieces fly all 
over the place, some might even go back
wards. It is impossible to see the centre of 
gravity after the explosion but it is flying 
there, somewhere. It is this dynamic state of 
things that makes it hard to define the Avant- 
Garde and my position in ir. I would like to 
think that 1 am moving forward with the cen
tre of gravity. But who knows? Maybe I’m 
moving backwards or being completely side
tracked.
Is there anything constant in architecture 
today? What constant conceptions, lessons, 
prejudices, are you permanently with?
The constant in architecture is an intetition to

Top and jhoee; THE APPLE IRON PROJECT. 
Finland’s biggest concrete company wanted a rep
resentative production unit along a crowded street 
in Helsinki. The idea was to leave the historical 
facades and outer spatial ring intact and to create a 
modem shtny compass in the middle of the block. 
The glazed and punctured stainless steel drum con
tained lwi> volumes leaning towards each other.
The complex was treated like a big surrealistic 
sculpture, a concrete anvil on which objects could 
be placed. A can of deodorant, a set of rapidograph 
pens and a half opened chocolate har, were the 
metiiphars used to protect the design process. The 
use of materials underlined the modern condition 
of sub/ective choices

Top right: THF^ FUTURE THEATRE, designed in 
collaboration with Joel Majurinen. This project 
started as a theoretical study aimed at the elinitna- 
tion of the stage tower from the theatre building. 
An alternative system of stage sets teas developed 
instead. Avoiding the tower cut the building cost 
tremendously. The capacity and speed of stage 
changes in the lowerless theatre were doubled at 
half the cost
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MODELL BORJEON9 9 9 K J U L

9.99 SKJUL-BORJF.SON. A sample of photocopy 
presentation. The building is a small storage space 
for a gallery in Stveden. The commission was to 
create a 9.99 nv space that would also be very 
sculptural. In Siveden, by law, buildings under 10 
m‘ do not need a building permit. The client wants 
to store two bicycles, 200 m of fishing net and 4 
cubic metres of firewood.

the design process as it protects against unde
sired changes, but it also forces us to create 
meaningful places or spaces.
Do you have the same view of architecture as 
of textural reality? For example your GATA 
projects seem to look like a colossal inscrip
tion made with buildings - letters of an 
unknown alphabet. Why?
The idea of architecture as a language is dan
gerous to the extent that it is part of the con
viction that all artists’ texts are iranslaiablc. 
In my view you can not express one and the 
same idea in music, painting, poetry, archi
tecture or a scientific text. F.ach medium is 
capable of referring to its own nuances, sens
es and meanings that cannot be transmitted 
by another media. Really good architecture 
has a message that can be said only in archi
tecture. By looking at an inscription you can 
share a thought. The thought that I wanted 
to share with the GATA project was, that 
this site was not a normal part of the city. 
The site-plan was supposed to tell you that 
here were the parts of the ship before they 
were put together in the ship yard. We want
ed to have the buildings separated from each 
other as individual volumes so as to give a 
feeling of a moment which is interrupted. 
There is no riddle in the building tines even 
though GATA - a transformation of the 
name of the River Gota - means “riddle” in 
.Swedish. The inscription is: This is the place 
where the ships are built.

could not aesthetically match the thousands 
of designers who have been dealing with the 
problem of the chair, unless we found a new 
angle on the task. So we decided on an elastic 
chair, like the Wiener chair, and to combine a 
ply-wood sheet with pin legs without 
mechanical joints. So, we divided the task, 
and for each of its separate aspects we 
searched for a theme and a logical treatment. 
Then we left the parts to collide and unveiled 
the surprising effects that resulted. The pur
pose was to create an interaction between 
order and surprises, two things that we, as 
humans, rend to enjoy.
But surely balance between order and ran
domness, or keeping a certain rate of unpre
dictability is, in fact, a kind of strategy?
Yes, but we do not have any systematic 
approach, other than an effort to define the 
problem at hand in a new way which in the 
end gives us the possibility of solving it uncon
ventionally. Well, we may call a methodical 
device our habit to give other than technical 
names to the solutions in order to humanize 
the created places, protecting them from the 
technocrats. These names relate to people and 
have meaning for them. When we name a 
control room in a Concrete Factory “an 
unwrapped chocolate bar” and it becomes an 
essentia! part of a surrealistic sculpture in 
architecture, then it is very bard for the engi
neer to change it without the architect’s per
mission. Giving names is a practical tool in
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Referring to your manifesto at the Twenty 
IFYA Architects Exhibition at the RIBA in 
London, one gets the impression of a hidden 
hedonism in the machine's perfectionism, 
determinism and universality. Where docs 
this Romantic attitude to the Machine come 
from in an era of skepticism and nihilism?
I see a manifesto as a romantic way of expres
sion. It would have been funny to write a man
ifesto in a calm tone. But sincerely I really do 
assert that the Machine is an inevitable media
tor in modern scKiety. Technology is an essen
tial part of our everyday life and if in factories 
it is very visible then it is visible in bedrooms. 
“Sleep” and “rest” do not belong to the world 
of the machines, but technology is present in 
any modern bedroom in lights, radios, alarm 
clocks etc. The way of using the machine in 
this world is an architectural choice. 1 suggest 
that we are in a process of rediscovery of the 
conception of Modernity taken in a new key, 
where the linear relations and simple hierar
chies in society, city organisation, architectural 
design etc, are replaced by a multiple network 
of virtual possibilities. I feel that there is great 
potential in the way thing.s are today. The tra
ditional classical beauty in most cities is lost, 
but it is being replaced by new possibilities for 
experiencing beauty. This collage beauty is 
hard to see at first, but as we get used to it we 
can reach new levels of aesthetics which can be 
more rewarding than anything we have experi
enced before.

Tup: ROmUPELTO CONCRETE MIXING 
PLANT. Fragment. The building is situated on a 
phi that is too s»w/f uwii if u'ds not possible to 
build a straight gravel conveyor. The composition 
works as a .ID sculpture collage

Do you experiment in other artistic fields 
which could be related to architecture? For 
example is the montage or collage technique 
in your work based on some cinematographic 
method?
The only area other than architecture, in 
which I am interested artistically is copying 
with copy machines. I have been very dissatis
fied at how architecture and design are exhib
ited by the Museum of Finnish Architecture 
where architectural drawings and original 
sketches are presented like priceless icons. 
That is why I am preparing an exhibition 
which rejects “original” drawings, replacing 
them with the possibilities of the copy 
machine. 1 want to illustrate that the differ
ence between bad and good building is not in 
the way they are drawn, but in the way they 
are thought out. I think that by copying origi
nals, i.e. producing cheap images, we could 
really put built architecture on the scene.

Above left: THE HOGFORS OFFICES. Designed 
in collaboration with Sari Schulman. The offices 
were realised in the old factory space as a 
made landscape" with meeting rooms, toilets and 
storage

man

Above: TALMA GOLF CLUB. Designed in collab
oration with Harkku Stevanen and Selja Peltonen. 
Different materials are used to correlate the differ
ent parts of the building

□
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tion which contains the staircase, divide the 
building into northern, centra! and southern 
parts. These parts, each with their own circu
lation, contain 45 flats, two communal rooms 
and terraces.

There are 11 different types of flats, vary
ing from 55 to 110 square meters. The small 
number of flats and their variety make this a 
manageable building for a pluriform popula
tion. The low'er flats focus toward street level, 
the middle flats are duplexes, and the upper 
ones are focused on the roof.

Inside the dwellings, kitchens and bath
rooms are organized as compactly as possi
ble, and the number of partition walls is 
kept to a minimum. The plan allows for the 
greatest flexibility and thus the building is 
suitable for disabled people, single people, 
couples and families.

1 he building is situated on a strip of parallel 
landscape elements (street, trees, channel, 
dike) which forms the transition between a 
residential area and a green zone. The site is 
parr of the housing festival in The Hague. 
The situation is reflected in the design: the 
street facade is a slab of stone behind which 

living” zone in wood, glass, corrugated 
metal is created. The facade towards the 
green zeme is made exclusively <»f glass and 
balconies.

The slab-like character of the building is 
lightened by a number of perforations that 
make the building transparent towards the 
green zone: the building floats above a low
ered parking place and has big holes around 
the staircases w'ith communal spaces outside.

T he large perforation which houses the 
elevator, together with the smaller perfora-

Building K25 Dedemsvaartweg, 
The Hague 1992

Architects: Kees Christiaanse, Art Zaaijer 
with Han van De Born 
Photographer: Michel Claus
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House in Surrey, England The site, in Surrey, is almost totally sur
rounded by trees, has good topography and 
secluded access. The house is based on a 
“spiral” plan form developed by the archi
tect in answer to the client’s desire for a 
“round” house.

The house is arranged on three levels. The 
lower ground floor contains service rooms, 
an indoor swimming pool and terrace. On 
the the ground floor arc the main living 
rooms with a north facing kitchen/breakfast 
area overlooking the pool below enclosed by 
a mini-atrium. On the first floor are bed
rooms and an east facing roof terrace. The 
core of the house contains a centra! spiral 
staircase linking all three levels. A separate 
music studio building in the form of inter
linked post tensioned concrete domes stands 
adjacent to the house.

Construction is of insitu reinforced con
crete walls spanned by either glass or copper 
covered plywood roofs on steel or steel rein
forced aluminium members. At the perime
ter load bearing precast reconstructed stone 
blocks form an insulated cavity wall with 
the inner leaf being of insitu concrete. An

insitu concrete chimney serves fireplaces in 
the study and living rorim and extends 
through the roof as one of the key elements 
in the structure.

Each individual room is provided with 
zoned underfloor heating, the hot water 
being supplied either from a central con
densing gas fired boiler or an air-cooled 
heat pump. During the summer the heat 
pump is used to remove heat from the 
rooms utilising the same water coils embed
ded within the screed.

The internal heat gains from people, light 
and equipment, plus solar loads, is also 
removed from individual rooms via a zone 
controlled air displacement air-conditioning 
system which supplies filtered fresh air to 
the rooms at temperatures and ventilation 
rates necessary to hold the required internal 
space conditions. The ventilation system 
uses maximum free cooling effect of outside 
air temperatures prior to utilising the cool
ing plant. During the summer a water/water 
chiller is used to store chilled water within 
an eutectic tank and to heat the swimming 
pool using off peak electrical energy.

Architect: John Newton, 1993 
Photographer: Joe Low

□
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ARCHITECTURE THROWS 
AWAY THE KEY

created is not just a metaphor.” Indeed it is 
not. It is a lengthy paraphrase of a remark of 
Winston Churchill's that is never seen in con
text: "First we shape our buildings and after
wards our buildings shape us." But here the 
authors, two lecturers in archaeology, Mike 
Parker Pearson and Colin Richards, are using 
it to describe contemporary suburban life, 
with its arrays of consumer durables, and its 
obsession with house prices and mortgage 
traps. As they rightly observe, "the environ
ment is rarely neutral; it either helps the 
forces of chaos that make life random and 
disorganised, or it helps give purpose and 
direction to one’s life."

Architecture and Order is a collection of 
essays and papers that range from the inter
esting to the unreadable; few of them 
impinge on contemporary life. Buildings and 
Power is a very different kind of book. Not a 
collection of essays but an epic study by the 
Emeritus Professor of Building Science at the 
University of Strathclyde, who endeavours to 
analyse what he calls the "social meaning" of 
the major new types of building that came 
into existence between 1750 and 1850.
Again the idea is to create an alternative tax
onomy to that of aesthetic style and architec
tural celebrity. Thus nineteenth century hos
pitals, prisons, asylums, workhouses, 
libraries and factories are exhaustively, but 
wittily and readably described, and lugubri
ously illustrated with original prints by their 
designers. This monochrome presentation 
gives the book a pleasing uniformity of 
appearance which is not belied by its con
tents. Markus deploys massive scholarship in 
naming, dating and illustrating all the defini
tive or surviving examples of this or that 
organisational mode of building. His only 
problem is uniformity of another kind. As his 
text and his grim pictures make clear, there is 
a leitmotif of oppression running through 
virtually all the new building types of the 
industrial revolution. Hospitals do not 
escape it, nor do schools, churches (which 
can be converted into law courts). Perhaps 
only libraries do. Markus is forced to 
acknowledge that there was little to choose 
between architect Sampson Kempthorne’s 
"Workhouse for 300 paupers" and the archi
tect James Bevans’s "Gaol for 600 prison
ers", both of which featured the same 
cartwheel plan and cellular interior. Nor 
indeed did things change much where "pesti

lential cholera" was the enemy or the con
finement of the insane the object. In the end 
this endless succession of distinctions with
out differences makes it clear that "power 
studies" in architecture may turn out to be as 
arid as the art historical classifications. All 
buildings are oppressive — or at least they 
were between 1750 and 1850 — and, oddly 
enough, even the Roman houses illustrated 
by Clive Knights in Architecture and Order 
make the same point. But this is a reader’s 
view. Markus himself appears to entertain no 
such doubts. He ends his book by proposing 
a new kind of "subversive" architecture 
based on the power study of buildings that 
could, by means of skilful design, enable 
tomorrow’s architects to bring about "shared 
power relations" in place of the "oppressive 
power relations" their clients throughout his
tory have clearly wished to perpetuate.

Markus admits that the creation of order 
is the purpose of all architecture and that this 
embodies a fatal paradox. It is touching that, 
at the close of this monumental study, he can 
only speculate upon simple technical means 
— easily altered partitioning, user-controlled 
information systems, occupant-determined 
shapes and images — that an architect of the 
future might use to disempower the tyranny 
of the forces that employ him.

Architecture & Order: approaches to 
social space. Edited by Michael Parker Pear
son and Colin Richards. Routledge. 24Hpp, 
£40.00 (hardback).
Buildings and Power: freedom and con
trol in the origin of modern building 
types. By Thomas A. Markus. Routledge. 
.i4.ipp, £75.00 (hardback) £25.00 (paper).

Revieiv by Ronald Green

It rakes only the wail of a police siren to tell 
us that we are imprisoned by our cities. Ten 
minutes stopped in a tunnel turns an under
ground journey into a nightmare. Less drasti
cally we are taught urban imprisonment by 
the traffic planning of streets, so that whole 
districts of Towns and cities turn into mazes 
of one-way systems with speed bumps, bol
lards and culs-de-sac. Even inside our build
ings we are trapped. As Karl Marx observed, 
"the architect builds the cell in his mind 
before he constructs it." So thought the Ger
man Modern architect Mies van der Rohe, 
who said "buildings impose order." Perhaps 
it was the French philosopher Henri l.efebvre 
who got nearest to the truth when he wrote 
in The Production of Space: "Monumental 
buildings mask the will to power and the 
arbitrariness of power beneath signs and sur
faces which claim to express collective will 
and collective thought.” Scratch the surface 
of planning, urban design and architecture 
and you find a kind of power. In a way build
ings represent power above all other things.
It explains the deep-seated suspicion in which 
their designers are held by ordinary people, 
who live in a world where, as Annie Bartlett 
ominously observes in her essay in Architec
ture and Order, "The everyday is getting 
smaller as the professional gets larger."

Studying the power embodied in architec
ture makes a good occult alternative to the 
bland art-historical litany of styles and peri
ods. For a start it throw’s up unexpected 
anthropological data. "Like some strange 
race of cultural gastropods", we read in 
Architecture and Order, "people build homes 
out of their own essence, shells to shelter 
their personality. Then these symbolic projec
tions react on their creators, in turn shaping 
the selves that they are. The envelope thus

SO LONG FRANK LLOYD 
WRIGHT

Frank Lloyd Wright the Lost Years 1910- 
1922: a study of Influence. By Anthony 
Alofsin. University of Chicago Press. 4S6 pp, 
314 halftones. £43.95 
The Frank Lloyd Wright Companion. 
ByWilliam Allin Storrer. University of 
Chicago Press. 508 pp, 960 photographs, 635 
plans. £59.95

Review by Michael Naismith

Frank Lloyd Wright occupies an unique place 
in the architecture of the twentieth century. • 
William Allin Storrer confirms it by joining 
Ludwig von Kochel in devising a definitive 
numbering system for his master’s works. 
Along with Wolfgang Amadeus Mozart’s 
"K" numbers, we now have Frank Lloyd 
Wright’s "S" numbers. The Storrer Index 
now lists 433 individual buildings and pro-
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jects between 1886 and 1959. Whether it will 
completely supersede the older Taliesin 
Index, whose "T” numbers designate projects 
in annual groups, remains to be seen.

In any case there is clearly vast academic 
mileage left in Wright, even excluding pre
dictable discovery of doubtful "lost master
pieces". After exhaustively hailing the genius 
of another great white male, American schol
arship is now staking claim to his sources of 
inspiration. And here Wright is again prov
ing fruitful, for if Anthony Alofsin is to be 
believed, his American talent may have been 
influenced by Europe after all. This is con
trary to the received wisdom that the Euro
pean architectural avant-garde was electrified 
by the publication in Berlin in 1910 and 
1911 of two books devoted to Wright’s work 
and thereby was greatly influenced by him. 
The next interaction, Wright’s other histori
ans and biographers agree, did not occur 
until 1936 when the first design of his to 
show European influence, "Falling Water", 
was completed.

In many ways the interaction of European 
and American influences in architecture is an 
unrewarding study. True, European architec
ture was the only cultural legacy of the for
mer American colonies. True too that it can 
be argued, as it was by Adolf Loos and 
Richard Neutra, that advanced American 
building technology was the mainspring of all 
real Modernism. But, by the same token, if 
iron and steel construction, lifts and 
skyscrapers all stemmed from Yankee ingenu
ity, it can still be argued that it took Euro
pean Bauhaus radicalism to convert it into 
the bald steel and glass see-through office 
buildings that became the architectural call
ing card of the twentieth century.

Drawing the line anywhere between these 
transatlantic stations of the cross requires an 
act of decision. Wright made his in the 1939 
lectures by rejecting the colonial legacy to 
America as "an Italo-French-FLnglish stum
bling block that we still have to fight." He 
ignored the European Secession (a creative 
movement wiped out when both its empires 
were overthrown in the Great War and, in 
any case, never more than a decorative inspi
ration for him), and then moved on to the 
inter-war Modern European urbanism advo
cated by the Bauhaus Modernists of the 
1920s. Like Georgian architecture in Ameri- 

Collectivised" Modernism did not

appeal to him. Frank Lloyd Wright saw 
"negation" at work, both in Europe’s Classi
cal heritage in America, and in its inter-war 
preoccupations in Europe. This "negation" 
was something quite unrelated to the "affir
mation" that he claimed to be expressed in 
his own work.

When Wright had arrived in Europe in 
1909, as well as the decorative art of the 
Secession, he had found a nascent Modernism 
already inextricably involved with urban 
ideas. Over the next fifteen years, aided by 
the horrors of the Great War and its termi
nating revolutions, this strain of architectural 
thought came to him to seem a "negation".

Wright had no sympathy with the Euro
pean Modernists’ three dimensional 
metropolitan centres with their motorways, 
train stations and airports incorporated into 
the design of office towers and apartment 
blocks. Such drastic European notions as sun 
angles and wind directions that determined 
the orientation of housing without reference 
to physical topography, or the most economi
cal pattern of movement for an assembly 
crane used as the determining factor for the 
distance between rows of apartments, was 
wholly unacceptable. Terraced housing in 
principle was anathema to him. In all these 
things he saw architecture enacting the physi
cal submergence of the individual into the 
group, and the disappearance of his own 
brand of nineteenth century individualism.

If an endless extrapolation of Broadacre 
City, which emerged during Wright’s lifetime 
in several forms from "The Disappearing 
City" of i 932 to "The Living City" of 1958, 
was the architects’ long term practical answer 
to Europe, then this in itself answers Alofsin’s 
hypothesis. Indisputably Europe exercised an 
influence upon his architecture, but it was an 
influence that helped drive him into more and 
more American solutions.

Sussmuth, the German parliament voted to 
authorise the wrapping of the Berlin Reich
stag by the Bulgarian artist Christo, an era of 
German history came to an end. The question 
is, did an era in art history end too. There is, 
after all, a sameness about Christo’s wrap
ping projects that is enhanced by their exten
sive prevision in drawings, photomontages 
and books like this one. Seen in these pages 
the Monument to Victor Emanuel in Milan, 
the Pont Neuf in Paris and, yes, even like the 
wrapped footpaths in Kansas City, all share 
this ho-hum quality. Christo has done other 
things too, of course,but his high-profile pro
ject to pass the parcel in Berlin is not one of 
them. Even the details about recycling the 
vast quantity of PVC-reinforced fabric to the 
Third World, and fitting special cages to pro
tect "delicate protuberances" fail to lift the 
narrative above the gloomy suspicion that 
wrapping up the Reichstag is just another 
kind of graffiti on a historic building, after 
which the old place can never be the same.

As though to head the charge of merce
nary opportunism off at the pass, Christo’s 
editor makes much of the fact that the project 
began in 1971, when there was still a Berlin 
Wall, and has since undergone an ordeal of 
permissions, approvals and changes of mind 
matching those of the British Library. This 
may be so, but now the project is scheduled 
to be executed in 1995, when there is one 
Germany that is a very different place.

Despite its world reputation, the Berlin 
Reichstag was the seat of government in Ger
many for only ten of the 100 years that have 
passed since its completion. Ever since 1894 
the Reichstag, the creation of an otherwise 
unknown Frankfurt architect named Paul 
Wallot, has enjoyed a history dogged by mis
fortune. Now last year’s competition for the 
transformation of the building, from which 
Sir Norman Foster and Partners emerged tri
umphant, threatens to collide with Christo’s 
unique solution to all architectural swamps of 
lost opportunities. Not that any of this is Sir 
Norman Foster’s fault, any more than it is 
Christo’s. Nonetheless it does seem that the 
building is cursed, and that nothing will ever 
change its historic role as a grim reminder of 
the rise of Nazism and the terror bombing of 
Germany — nor even the timely pre-produc
tion of this jolly book, ready last year, and 
now probably destined to go on selling till the 
end of the century.

WRAPPING THE REICHSTAG

Christo: The Reichstag and Urban 
Projects. Edited by Jacob Baal-Teshuva. 
Prestel. I60pp, £25 (paper).

Review by Tracy McKeowu

When last February, to the rage of Chancellor 
Helmut Kohl, and the joy of Speaker Rita Oca.
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LETTERS

other magazines. World Architecture seems 
dedicated to following a quixotic editorial pol
icy. No technical content. No contributions 
from professors or respected world architec
tural organisations. Only the servile worship 
of architectural photographers, articles by 
English artists and German, French and 
Czechoslovakian philosophers, a complete 
indifference to post-Modernism, and pictures 
of buildings destroyed by terrorists. I almost 
begin to believe that you publish everything 
that is sent in to you. Have you no standards?

Stefan Robbinz
Salzburg

THE THREAT OF VIRTUAL REALITY PRAYER VERSUS VIRTUAL REALITY

Sir,
Ever since I dubiously accepted one of your 
subscription offers I have repeatedly had 
occasion to wonder whether World Architec
ture lives on the same planet as other archi- 
tectectural magazines. This was particularly 
the case when I read the rantings of Nigel 
Gilbert ("Condition Zero" WA26) about 
"Virtual reality". Now however I am begin
ning to wonder whether World Architecture 
might not be right, and all the other maga
zines wrong. When your own national her
itage department announces its intention of 
digitising ancient monuments so that they can 
be viewed in "virtual" space after they have 
collapsed, been turned into supermarkets, or 
been demolished, then clearly the future is 
nearer to us than we might otherwise have 
expected from all that talk about "tribes" of 
secretaries living in the country.

In fact it seems to me, if my memory 
serves me well, that it was none other than 
your editor who first advocated this course of 
action at the Docomomo conference in Eind
hoven in 1990. Then he was dismissed as a 
philistine, and that was by the defenders of 
Modern buildings! How different the position 
is now. There is, as Gilbert suggests, a 
tremendous future ahead of virtual reality — 
or more correctly virtual space — and, for 
architects, a distressing amount of it looks 
likely to come out of the budget once labelled 
"architecture”. If all the sensory inputs of a 
great monument like Chartres or Saint Paul’s 
can be simulated in a helmet, or on a large 
television screen, what is the point of endless
ly renovating the original at enormous cost. 
Of course less active minds see the heritage 
issue somewhat differently. In my country as 
well as yours it is the anomalous tax status of 
alterations, demolitions and repairs to his
toric buildings is what triggers the interest in 
VR. Nobody seems to connect that potential 
with its ultimate destination, which is a 
miniaturisation of architectural space.

At a time when I am reliably assured that 
graduates from English schools are writing up 
to 50 letters of application for jobs every 
week, perhaps this is exactly what nobody 
wants to think about.

George Montfort
La Roche Guyon
France

Sir,
Excellent! Excellent! The juxtaposition of 
reactionary Polish church building with Nigel 
Gilbert’s exploration of the consequences of 
virtual reality for full-size architecture (WA 
26). Both articles showed the contradictory 
beliefs of their writers and countries with 
absolute clarity. Where architecture is still a 
powerful ideological tool in Poland, it is 
clearly already well on the way to becoming a 
conceptual backwater in England. Perhaps 
when all communications becomes image- 
based, there will be no need for full-size 
buildings at all. But when that happens which 
culture will get there first? Prayer, or digitised 
imagery? Thanks for showing us such an 
inspirational contrast.

Dr Mike Smith
Winchester.

OUT OF TOVYN SURPRISE

Sir,
What are the consequences of out of town 
development for city life? It is surely far too 
simplistic just to say that the one kills the 
other and there is no turning back (Foreword 
WA27). What seems to me much more likely 
is that the present unacknowledged urban 
perimeter — made up of out of town devel
opments, ring roads, motorway exits, bypass
es and the like — will sooner or later become 
the acknowledged perimeter. Thus London 
will expand to fill up the interior of the M25, 
just as Paris has already expanded to occupy 
the interior of the peripherique. What we will 
get at the end of this process is not the begin
ning of an "even distribution of urbanism all 
over the world", but simply a much larger 
and better serviced typical city. This of course 
was what should have been allowed to hap
pen when the size of the typical supermarket 
and shopping mall (with its carparks) out
grew what you insist on calling "medieval 
street plans". But it did not. The planners 
kept the big stores out then because they 
thought they were too big for the city: now it 
turns out that the city can still grow to engulf 
its previously out of town sites, and thus 
become big enough for them after all! A pity 
about the so-called "heritage centre" though. 
The hole in the doughnut 1 suppose.

Bernard Radmarck
Sheffield

DER RING DES CONTENTS PAGES

Dear Sir,
I am a German architect. Last week i saw 
your magazine sold openly on the on the 
streets of Salzburg.

1 bought a copy. Very expensive. Now 1 
must write to tell you that most of the contents 
of World Architecture is nonsense. It may be 
interesting to some people to see photographs 
of the work of ancient Oscar Niemeyer, a 
famous communist as I recall, but it would be 
far more relevant if your glossy journal aban
doned its historical, futuristic and arty style 
and concentrated instead on the real world. 
Where are the reports on architecture practices 
in different countries, with up to dare informa
tion on market conditions? Where is the deep 
coverage of state of the art building construc
tion, with contemporary masterpieces dissect
ed so that every single component can be iden
tified and its suppliers contacted by phone or 
fax? Where are previews of forthcoming exhi
bitions and conferences? The themed issues 
dealing with offices, airports, hospitals, educa
tion buildings? Why is there almost no space 
given to interiors? Why is there not more use 
of architectural drawings in place of the ubiq
uitous and, I am sure, expensive colour pho
tography that seems to be overtaking all real 
information like a plague? None of these ele
ments is revolutionary. All are to be found in

Letters should be addressed to the Editor, World 
Architecture, Halpem House, 301-305 Euston 
Road, London NWl 3SS, England 
Fax: +44(0)71 383 3181
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POLEMIC

A LOST OPPORTUNITY
The city is a subject of itiexbaustable fascmation, to those who experience it, 
remember it, visualise it and hope one day to change it. Exhibitions can draw 

eternally on this interest, but sometimes, as Pierre Vago explains, the promise 

of the city leads to disappointment, as it did at the recent Centre Pompidou 

exhibition, upon which he reports here.

The city, art and architecture: what an excit
ing topic - even if I would have preferred 
another, less limiting title. Even if 1 regret a 
little that other limitation: “in Europe”. I can 
well understand that an exhibition cannot 
present a history of the city from Antiquity, 
or indeed prehistory. The choice of starting 
point will always have to be arbitrary. The 
organisers have chosen 1870. Why not?

But what an unique opportunity to present 
to the vast public that visits the Centre Pompi
dou in Paris the problems of the modern city 
and the solutions that architects have tried to 
find for them - as have those, who for some 
time now have l>ecn called “town-planners”. 
The problematic of the twentieth century city 
in its various aspects. The diversity of situa
tions: from historic cities to new towns. From 
medium sized cities to the megalopolis. Cities 
which have develtiped harmoniously, and 
those whose growth is almost impossible to 
direct or control: sick cities. (There are such 
cities in Europe, too, without having to look 
to the Third World.) To show how people 
have tried, how people have sought to make 
possible, and even agreeable, the life of men, 
women and children in these urban agglomer
ations - small, middling, large and monstrous. 
How you can get around them. How you can 
maintain (or encourage) the essential urban 
function: human relationships, meetings, com
munication. How you can respect the past 
while being in the present, and planning for 
the future. How you can preserve, or re-intro
duce, Nature. How you can create Beauty, 
without introducing arbitrary constraints.

And how has the town been seen, how is 
the town seen, by artists? The town seen by 
painters - and by photographers? And how 
are painters, sculptors, landscape artists and 
other creative workers integrated within it?

Even if one leaves aside the nonetheless fun
damental political, social, technological and 
economic aspects ... and one could go on ...

But let us get on to Beaubourg, and join 
the queue. The exhibition occupies the whole 
length of the Grande Galerie on the fifth floor. 
But alas! It is cut in two, down the middle, 
along its length. On the one side, the architec
ture, on the other, the art. This is, obviously.

the most simple solution. The easiest. The 
most basic. The most disappointing, too. Two 
organizers, and no coordinator. A pity.

1 will speak only of the architecture, or 
rather, the town planning and architecture, 
because there is very little architecture in the 
whole series of city plans (Vienna, Berlin, 
etc.) presented on the walls. These are above 
all beautiful drawings: here 1 am speaking of 
the older ones, and nor the graphic lucubra
tions of some of our contemporaries, which 
will excite only the trendy.

As the visitor cannot judge the intrinsic 
virtues of a development plan pur forward at 
the beginning of the century for a capital city 
or metropolis he doesn't know, there remains 
only the quality of the drawing, a certain 
image. And it is clear that the organizer of the 
exhibition was interested above all in the 
drawings he was able to obtain, and in the 
original if possible. The long walls are cov
ered with hundreds of documents, forming a 
heterogeneous mosaic of rectangles of differ
ent format. I didn’t succeed in discovering 
any logical order. The rare texts, unhappily 
very fragmentary, superficial and (physically) 
difficult to read, could certainly not be con
sidered to be educational. Often they did not 
even allow the images to be identified. 1 often 
could not find the legend corresponding to 
such and such an image. (For example, 1 
thought I recognised an aerial view of the 
Drancy towers, taken by Marcel l.ods, also

there without any apparent reason, without 
explanation or identification.)

The exhibition is limited to Europe. This 
explains some regrettable absences, as impor
tant as Chandigarh, Brasilia, Navoi and so 
many others; but it doesn’t excuse the 
absence of Marie, Wulfen and Louvain-la- 
Neuve, and why not some French examples? 
(Are Canberra, Philadelphia etc. in Europe?)

The exhibition includes neighbourhoods, 
details, sometimes even single buildings. Here 
again the choices are surprising, and natural
ly, unexplained. (In fact: are these designs of 
buildings already made? Proposals? Utopias?) 
And why present projects from the IBA Berlin 
84, where there was no urban planning work, 
while neglecting IBA 57, which after all pro
duced the Hansaviertel?

There are so many lacunae to regret, and 
yet I have wondered what was the function in 
this exhibition of photomontages of the Nia
gara Falls, desert views, pictures of a family, 
and charming fantasies, “whose meaning was 
obscure to me” as Dante would have said. Or 
those clever sketches, the already old-fash
ioned graphic games which can only discon
cert the visitor without teaching or contribut
ing anything.

1 left disappointed and discouraged. All 
that hype for a fine opportunity completely 
missed.

The city, today, tomorrow? That exhibi
tion has still to be organised. □
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Contact Information Company ProfileProduct/Service

ARCHITECTURAL COATINGS
KYNAR 500® PVF2/PVDF based architectural coatings 
provxJe industrial and commercial buildings with a 
durable finish of outstanding quality. Thirty years of 
proven performance shows that KYNAR 500 coatings 
offer exceptional resistance to c^ur change, ultra-violet 
and environmental attack

KYNAR 500® based coatings are suf^ied workhvtde 
through selected licensees. Suitable for use on steel or 
aluminium building products, KYNAR 500 is factory 
applied by coil coaters and metal section producers 
using spray or powder coating techniques followed ^ 
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.

CONSTRUCTION AND PROJECT MANAGEMENT Obayashi Europe BV have comf^eted num©dus pro
jects m five different countries, matching the needs of 
our dents with the dolls and know how of local con
struction industries to produce state-of-the-art high 
quality structures all completed on time arxJ within bud
get Our skills and expenence span the entre spectrum 
of construction and development work from preliminary 
planning and design stages through to development 
construction, compteticxi and foHow-up.

Obayashi Europe BV is the European subsidiary of the 
Obayashi Ccxporation and one of the five top Japanese 
companies, with off<es situated in: London, Pans. Ams
terdam. Brussels and Madrid, in Europe, our work con
sists of construction, project management engineenng, 
property development and real estate. We are commit
ted to working in close harmony with local arthitecti/^l, 
engineenng and construction firms acting as a bndge by 
which the local construction industries of our host ccxjn- 
tries work on projects for our Japanese clients.

OBAYASHI EUROPE BV,
25-28 Old Burlington St London WIX ILP, UKL 
Tel; +44 71 434 9595. Fax; +44 71 494 3249. 
Contact Mr H Nakamura.

ENVIRONMENTAL DRAINAGE
Product range includes drainage gullies, channel, push fit 
pipe systems, also comer protection, grease traps, cater
ing equipment and a specialist stainless fabncation ser- 
vrce The develc^ment and design of our products will 
include the best features of traditional drainage with up- 
to-date designs to ensure compliance with any future 
EEC regulations which may be imposed.

Eclipse EnVromark are leading manufacturers and suppli
ers of stainless steel architectural products to industry. 
Our high quality products are supplied to construction, 
chemical, catenng, food processing, pharmaceutical 
industnes intematKinally. The con^any specialise in 
hygienic drainage systems for the food ^>d heahh indus
tries and also a pipe system for both domestic and 
industrial water and waste applications.

ECLIPSE ENViROMARK LTD,
Crowther House, Crowther Industrial Estate, Washing
ton. Newcastle-upon-Tyne NE38 OAB, UK.
Tel; 091-416 6666, Fax 091-416 9999.
Conuct MrW G Clark

FABRIC STRUCTURES
The company specialises in the desi^. fabncation and 
installation of ter«ile, air supported arxJ frame supported 
fabric structures, most of which are designed for specific 
projects. Aftemativety, structures can be made to clients 
own specifications. Installation or dismantling operations 
iTequire very little site time and are normily earned out 
by the company’s own installation team.

Clycan have successfully provided many desigr^s of fabnc 
structures throughout the UK arvd overseas. We were 
also happy to provide structures for Eurodisneyland, 
Pans and for Spanish Expo '92 m Seville.

CLYDE CANVAS GOODS & STRUCTURES 
LTD,
Wharton Rd, Winsford, Cheshire CW7 3BY, UK.
Tel: 0606 594224, Fax 0606 592379.

Tornado Lighting specialise m the design ard manufacture 
of a wide range of plaster luminaires, offenng a variety of 
light sources from rrietal hahde, ccxnpart fluorescent to 
low voltage. With Tornado, the emphasis is always firmly 
on quality and achieving the highest standards in both 
design and finish. Each luminaire is hand finished to 
ensure sharp line definition arxl uniformity. Our standard

of service is equally high. As a company we are always 
happy to listen to specifiers special requirements, making 
every effort to cater to them whenever possible. 
Tornado bghting fTwxjfecture exclusively m the UK. With 
our new range of plaster low voltage downlighters Torna
do are successfully moving into the overseas market cater
ing for the individual needs of the architect and designer.

UGHTING CONSULTANTS AND MANUFACTURERS

TORNADO LIGHTING & DESIGN LTD.
2 Stable Yard, Danemere St Putney, London SW! 5 
ILT. UK.
Tel; +44 81 708 2324, Fax +44 81 785 7017.

For m<xe than 40 years Zumtobel have worked exclu- 
si^ly with light Zumtobel research, devetop, and manu
facture lighting systems for a wide variety of industnal, 
commercial and architectural installations to the hi^wst 
quality levels and with the style to match, while being 
economical and healthy to use.

Zumtobei’s corporate goal has always been to create 
better light for the user, to design light that blends har
moniously with the architecture and is tailored to the 
needs of the intenor and the application. By maintaining 
an ongoing dialogue with our customers we research 
and develop innovative lighting solutions devoted to the 
practical needs of the user combin ing increasingly conve
nient installation, applications-based lighting engineenng 
and attractive design.

LIGHTING SOLUTIONS

ZUMTOBEL LIGHTING SYSTEMS LTD,
Unit 5 The ^gent Centre. Pump Lane. Hayes, Middle
sex UB3 3BL UK.
Tel: +44 81 573 3556. Fax +44 81 573 3560,

We provide quality fabneations of architectural stainless 
steel, cladding panels, fixtures, fittings, sculptures and 
canopies. Our services include 
•Engineenng and detail design • Co-ordination between 
architect and manufacturer •Fabncation and assembly 
•Site installation arxi repairs •Provision of site aipervi- 
sion and tradesman to install oWier manufacturers' 
cladding panels and fixtures.
Widi roots extending back to 1964 Jordan have devel

oped an enviable specialist knowledge m the manufac
ture of stainless steel components. With more than 400 
experienced personnel we are able to provide the high 
standards demanded by architects and their clients 
where the aesthetic requirements are as important as 
the functional needs.

STAINLESS STEEL COMPONENTS AND SERVICES

JORDAN ENGINEERING UK LTD,
Stover Tlading Estate, Millbrook Rd. Yate, 
BnstolBSI7 5JW. UK.
Tel: 0454 3I525I Fax 0454 315377. 
Contact f^and Johnson,
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TEXTILE CONSTRUCTION
Textile constnjctons with covenng membranes in 
polyester fabnc and glass tssue with PVC and PTFE 
coating. The load-beamg stnjctunes are of steel, alumini
um or lamenated wood. They are especially used to 
cover big areas but are versatile in use and are suitable 
for all requirements.

The firm Canobbio SpA was fojnded in 1926 and with 
over 60 years ej^neixe it has gained a high technologi
cal know-how all over the world in the field of tensioned 
structures. Its plarmers can resolve any problem con
cerning the covenng of large or small permanent or 
temporary areas with tensioned structures.

CANOBBIO SPA.
Via Spartaco 23. 20135 Milano. Italy.
Tel: +39 2 55188168. Fax: +39 2 55183182. 
Contact Aldo Aresi. Carlo Vannelli.

TEXTILE STRUCTURES
The applications of textile roofing are almost unlimited, 
they may take the form of canopies, covenngs to exhibi
tion areas, gangways, sport or training facilities, sales 
areas and open air stages. The properties of textile 
struaures are: exceptional shapes, translucence of nem- 
brane, wide vanety of cotour schemes, low weight.

Decades of expenence in the design, manufacture and 
assembly of textile structures guarantee the high quality 
standards of Carl Nolte's textile structures. This has 
been demonstrated in over \ 300 projects woridwide. 
Dunng all these projects, cor^jeration and communica
tion with the customer were of paramount impx>rtance 
for us. Challenge us.

CARL NOLTE GmbH & CO.
CREATIVE ARCHITECTURE,
PO Box 1563, Am Eggenkamp 14. D-4402 Greven 1. 
Germany.
Tel: +49 2571 16-0. Fax: +49 2571 3300,
Contact Klaus Gippench,

THERMAL EVALUATION SOFTWARE

DR. WALTER HEINDL,
Buro fur Angewandte Mathematik.
Lugeck I -2/2. Stock, A-1010 Vienna, Austna. 
Tel: +43 I 5126204. Fax: +43 I 5126204 20,

WAEBRU V5.0 is a powerful program package for the 
calculation of temperature distnbutions and heat flows in 
building constructions, particularly such with 2D and 3D 
thermal bridges {German: Waermebruecken). It pro
vides convenient geometnc and thermal modelling as 
well as evaluation results conastent with tlve require
ments of the new European Standards. Furthermore. 
WAEBRU simulations can also incorporate the effects of 
heat sources within a building compxjnent thus making 
the program a valuable tool m the integrated design of 
heating assemblies.

Dr. Waiter HemdTs 'Bureau of Applied Mathematics' in 
Austna has successfully developed solution models and 
methods for applications ranging over a broad spectrum 
of scientific as well as technical fields. Over the past 
decades, applications in building physcs and related felds 
(climatology, meteorology, solar technotogy and thermal 
simulations) have consistently been a major focus of 
research and development

TIE BAR SYSTEMS
MSP Macalloy structural t«s, MSP 17MHS strucluraJ ties, 
MSP stamtess structural tes. MSP produce scphisticated 
tie bar systems to meet the needs of both architect and 
engineer, These are available in a range of matenal 
grades and surface finishes for botii internal and external 
use. Combining elegance with strength, MSP tension sys
tems are ideal for making a visual feature out of struc
tural components.

McCalls Special Products is best known for Macalloy, its 
own brand of prestressing bar. Thousands of structures 
worldwide have been post-tensioned with Macalloy 
threaded bars and fittings since the product was 
launched in 1948. In recent years MSP has increased its 
diameter range and introduced new materials to extend 
the type of applications for which the bars can be used 
MSP components have been used in many prestigous 
pirojects. including Kansai Airport Terminal. Japan and 
Chur Railway Station, Switzerland.

MCCALLS SPECIAL PRODUCTS,
PO Box 71. Hawke St Sheffield S9 2LN, UK, 
Tel: +44 742 426704. Fax; +44 742 431324.

TUBULAR STRUCTURES
This tube is used extensively m construction - inside, 
outside, ^ove and below ground. Hot formed structural 
hollow sections, in 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 Steel Welded Tubes - The Tubemasters - have 
been supplying world markets for more than a century, 
and today are Eurx^e's leading manufacturer of electri
cally welded steel tube.

BRITISH STEEL GENERAL STEELS WELDED 
TUBES DIVISION,
PO Box 101. Weldon Rd, Corby, Northants NW17 
tUA, UK
Tel; 0536 402121, Fax; 0536 404005.

ULTRA LITE STONE PANELS
Ultra Lite Stone Panels combines the nature beauty of 
stone with aerospace technotogy allowing natural stone 
to be used in applications that were normally considered 
weight/cost prohitxtive. We provide a full de»gn, fabrica
tion and advisory service for architects, ccxitractors and 
developers.

Stone Panels has ongmated and pioneered this unique 
manufactunng process Oiat has established us as the 
world's first and largest stone panel manufaaurer, Exten
sive independent test data and over eight million square 
feet of in place panels is testinxxiy to the durability and 
performance of our Ultra Lrte panels.

STONE PANELS LTD,
8 Great Brooms Rd, Tunbndge Wells, Kent TN4 9DE.
UK
Tel: +44 892 5352 If. Fax; +44 892 515371. 
Contact Sean Parker.

WORLD ARCHITECTURE,
Hipem House, 301-305 Euston Rd,
London NWI 3SS, UK.
Tel: +447! 383 5757, Fax: +4471 383 3181. 
Contact Robert Taynton.

Professional Services arxl Products Directory For information on how your organisation can be includ
ed in the Professional Services and Products Directory 
from the next issue, call World Architecture, the maga
zine for the very best m global architecture.
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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
PEI CO

To order your copy of The Interior Designer's Handbook, telephone 071 383 5757, fax 071 383 3181 
or write to The Interior Designer's Handbook, Halpern House, 301-305 Euston Road, London NWI 3SS LIBW


