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There is a Junckers Solid
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Telex 626433 NACORM
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Colour, Light,
and Innovative Shapes

Your creative ideas and design require innovative
materials. Textile structures by Car) Nolte offer
you almost unlimited possibilities in colour, light,
and outstanding shapes.

The Diadema, a roof of slightly translucent scrim
fabric with PVC coating casted its welcome
shade over the northern entrance of the EXPO '92
in the Spanish Sevilla. With its characteristic
design and more than 4.000 sqm covered area.
Diadema formed a distinctive visual landmark.
Your creativity and our Icnow-how make the most

'impossible’ ideas come true.
Challenge us, give us a call!

Carl Nolte GmbH & Co. + P.O. Box 1563
D'48254 Grever? Telephone 02571 /16-0

Telefax 025 71 /33 00

Chancen Nutzen
Carl Nolte
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TENSILE LONGSPAN SKYLIGHTS

Softglass!..Silicone coated fiberglass...A permanent architectural fabric that
allows 20 percent light transmission... more than any other permanent archi-
tectural fabric. DCI also designs, fabricates and installs Duraskin® GF, a PTFE
(Teflon) coated fiberglass, and Duraskin? a polyester vinyl coated material.

DCI, Inc.

5600 Oakbrook Parkway * Suite 290 « Norcmss, Georgia 30093 USA* (404)416*1123 « fax (404)416-1278



You have

the ideas!

We have
the solutions,
use yourlax.

During the lastfive years we have developed
new steel construction methods, prefabricated
building components and elements, which per-
mit the architect to serve and create form and
harmony. We have a strong information pack-
age which presents our construction manage-
ment principle, products and abilities. It will tell
you about design, planning, automatic manu-
facturing and installation solutions for steel-
framed buildings, good looking facades and
industrial structures. It also introduces to you
the prefabricated units for balcony, kitchen and
sanitary purposes, specially developed for the
renovation of old apartment houses. We do
not ask you to image everything that modern
steel construction technology can offer you.
Instead, we would ask you to send a fax and
receive some ideas to support your imagina-

tion.
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Building Products Division
Tekniikantie 12

P.O. Box 364,02151 ESPOO
FINLAND

Tel. +358-0-435 42007

Faxthis partto+358-0-435 43085
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Please send me further information on the following products and services:

SBS design and contracting of commercial, office and residential steel
buildings

design, manu”cture and installation of steel frameworks for buildings
Makela renovation systems for facades of old buildings

Products pre”bricated saniury units

Nordicon external wall and facade units

Uberta cladding panels

plastic-coated profiled steel sheets
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waterway steel structures

Name:

Company:

Atkiress:
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hollow steel sections

welded place girders

line pipes

tapered tubes

steel P*pe piles

cold roll-formed steel sections
aluminium profiles

lightweight brackets
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Realization with OIKOS products

WATER BASED DECORATIVE-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 colors, 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 avateble on the market. Find out more by sending us the atta-

ched coupon.

RECORSYSTEM COLORANDO

Video coursefor applicatoi's

'<AMUurffr»

UAGE oiappicaMns screen

«aprqed feakzed «<Mh CAO

itAGe « a projacl done w(h OIKOS products

AN
CD INTERACTIVE

R O M CATALOGUE

Decor System is a muHknedia interactrve tool
Oikos. a leading company in the nte-
rior design products fiM. is “™ to iustrate its
vast arrat of products. It's a sort of interactive
catalogue toat possible for the customer
to access al the pertinent information about any
of Oikos's produds by simply keying into the
desired category. After initially selecting the
appropriate field of application (private houses,
holels-calemg. historkal stjctures. public instiiu-
bons. public works, work environmenls. commer-
cial buildings, fairs-conventions and turmlure-
accessones) toe customer may proceed to deter-
mine wtach Oyios product best safety the speci-
fied requirements.
Once a product has been selected, one may
scrubnize its technical features, toe safety data,
the specifications, the cedification, how it is
applied and visualize posstole design and fimsh
scenarios by means ot textual intormabon. color
images and narrated films, aN the latest multi-
media features. Another very important servce
that Decor System offers the is printing of al toe
textual data that is toen transferred along with
information about matenais onto toe hartdisc ot
toe customer's computer so toat al ot 4 can be
used tor his in-house needs (designing a pro”™
or comping an ofter. utization of the materials
for luslrati™ interiors in perspecbve with CAO).
In addition to product riformabon. toe customer
has access to al irtomation regarding toe Oios
company. Decor System is operated with
Windows or Apple programs on CO-RCAt disc It
may be used on any type of personal computer

equipped wito a graphic card, color monitor. 4 Mb
AR

VMS

In ™ age of momentous changes, busxiesses are
bound to change toek cornrnuncaion rnetoods as

wel as goals. Bearing tis in mnd. Colorando. a
video course for apiificators. represent a giant

step in rmovng be]” toe old formulas of busi-
ness communicakon n which the message was
pnmarly onerded at creating an image and promo-
tng products and services, of ten emptoyvig very
sophisbcated metoods. but toer man interest n
the recpient was hniled to encouraging he con-
sumpbon and purchase of toeir prodixt. The coto-
rando video course is dMded into five pads The
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BOIKOS

Via Negrelli, 1 = 47042 Ceseoatico (Fo} fTALY = Tel. 0547-81412  Fox 0547-75650

first part deals with the corporate philosophy
emphasiang top qu products that are starAv
gly revolutionary, conceived to reflect the latest
design trends while sti respecting an toetoricer
apprematlon of toe betcfs tradbons with an extre-

rn” vast of prodxis that are al ecologicai.

free of sohents and complelefy sensibve to envi-
ronment and hum»i healto considerations. The
second part is concerned with color theory and
deals with toeorebcai concepts of perception and
toe nature of color in a concise but torough man-
ner. The toini chapter discuses toe use of color n
terms of the overal nleitor design’s lequwements.

whereas toe toudh chapter provides toe decorators
Mto useful Ips on how to develop new proiessto-

nat contacts, suggesting ways to best preset
one's own profesional quahficabons to prospecti-
ve new dents. The final section deals wti actual
rn~hods ot applying Okos product and techni-
ques to™ wl hdp toe decora to be” express
and sbmulate his own inique creativity, toereby
bnngrg outthe best in toe product as wd.
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congratulations

Congratulations to Patti & Michael Hopkins on their award of the RIBA
gold medal.

d line specified by Michael Hopkins & Partners for many of their projects
including the Mound Stand. Lord’s Cricket Ground illustrated above.

d line is available in stainless steel and polished brass and is
manufactured in Denmark by d line international as which is a
DS/EN 29 001 certified company.

Worldwide

d line international as

Carl Jacobsensvej 28 Valby
DK 1790 Copenhagen V
Denmark

Telephone 010 45 36441138
Facsimile 010 45 36440588

United Kingdom

Elementer Industrial Design Limited
Progress House Whittle Parkway
Slough Berkshire SL1 6DQ

England

Telephone 0628 667951
Facsimile 0628 667093

d line technically better
Knud Holscher Design
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£DM Sponwall lirnited
Cedarhurst Works
Beechill Rood
Newtownbredo
Belfast BT8 4RH

Tel {02321 643642
fox (02321 641905

UK Soles Manager + Terry Devane, 15 Camborne Way, Heston, Middlesex, TW5 OPW g

~xjnwoll is a high perfor-
monce curtain woll cladding
system which incorporates

many unique design features.

Sponwatl's aluminium vertical
grid section, vwfh its own
drainage channels, allows the
system to be aligned

independenlty of steefworic.

A wide variety of intricate
shapes, curved ond corner
panels can be manufactured,
Putty tested to B.S. Sforxlard
for wind and water
penetrotion, Spanwall has
been selected by some of the
world's most celebrated

architects.

108M5709208, Fax: [06115776273

The Spanwall Ponel System is available through a UK-Wide dealer network



Epsteel 90 is an off-site fabricated modular base carrier system for a variety of
cladding and fenestration systems. Rapid construction sequences and extensive
testing for both acoustic and weather proofing ensure that the system will meet
client's most stringent performance criteria over the widest range of building types

and designs.

HEYWOOD HOUSE

93 WELLINGTON STREET

LUTON LU1 5AF

TELEPHONE: 0582 456595

FACSIMILE; 0582 452128



Prestigious awards, represent but a few examples of what hard work combined with superior

quality can achieve. Oscars are won for outstanding achievement in cinema, World Cups for

endurance and sportmanship, and TUV Certificate Awards for international standards of

4 N quality. GROHE is the first German manufacturer in the sanitary industry to achieve the ISO

9001 Certification - the internationally accepted
guarantee of quality. This certification covers every
area of company activity from design and development of new products to
production, assembly, distribution and customer service. GROHE's quality won the
award, and it is GROHE’s quality that is the shared reward with each customer

whose discerning taste demands beauty and quality.

GROHE



COMPOSING
WITH CONCRETE

Partek produces a multitude of
building products which you are
bound to see throughout Europe.
There are many examples of
stunningfacades created by Partek
subsidiaries which exhibit our
expertise in concrete elements,
technology and other building
materials. The Bastille Opera

House in Paris is one ofthe
prominent new cultural landmarks
in Europe. Itsfacade elements were
supplied by Partek Morin, the
leading supplier ofarchitectural
concrete in France.

Partek was also the proud supplier
ofbuilding materialsfor the new
Finnish National Opera House

STeoaartsikc

opened to the public in 1993.
Partek - building culture across
borders.

Forfurther infortnation, please
contact the Partek Corporation at:
P.O. Box 61, FIN'0O0501 Helsinki,
Finland.

Tel + 358-0-39441,

Fax +358-0-394 4222.

Partek is an international industrial group, operating in
the fields ot minerals, building products and related
technoiogyand cargo-handling equipmentfor vehicles.
Partek's net sales are USD 1.1 billion and it employs
approximately 8,000 people. The Group has operations
in more than 20 countries.
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The former Midland Hotel at St Pancras, /..ondoH
currently undergoing restoration

Conservation loses control

The number of advisory” regulatory and promotional bodies employing “architecture
administrators” has multiplied with the same rapidity as the real employment
prospects for architects have diminished. In Britain all these “middle men” with their
“architecture centres” are creating a kind of virtual reality out of projects that don't
get built. Part of it is a system of multi-stage competitions that effectively excludes
unknowns, even as it promotes out-of-the-plan-chest hype like last year’s ill-fated
Manchester Olympic bid, and meaningless eyewash projects everywhere.

While all this is going on, planners continue to use Parkinson’s Law of Delay to
get their way in aesthetic matters, and historic facades are routinely saved at the cost
of the interiors that once gave them meaning. As a result, everywhere except out on
the motorway networks, wall to wall serviced floorspace is being hidden behind
Dickensian clingfilm.

Why has this happened.* Because, despite endless arguments to the contrary, the
appearance of public buildings, superstores, distribution centres and car parks is a
quantitative issue, not a qualitative one. Putting new buildings in old places doesn’t
work. What is most economic to build and run, is always larger than an historic
street pattern can accept. Like the architecture of container ships, the new architec-
ture of satellite monitored articulated lorries is not about replacing one building with
another, it is about doubling and trebling the size of buildings. Yet the only economic
formula ever put forward by heritage interests is Tourism = Conservation + Double
Yellow Lines.

In order to keep conservation in proportion, architects need to concentrate on
identifying what is the real town and what is the apparent city. Today each is a
binary phenomenon: one part assembling information, a global electronic substitute
for old fashioned public space, the other part no more than an obsolete built envi-
ronment, made up from the unusable space that is left behind. A paralysed, inert,
obstructive, uneconomic free-fire zone that is disassembling into squalor.

Conservation is confronting economic and de-socialising forces far beyond its
control. Energy, information and blind production are forces without human objec-
tives, powers without human goals. Conservationist committees determining what
they like and what they do not like, are entirely beside the point. They merely
obstruct the assembly of the future by networks that have already been set in motion.
Our environment is now so complex, from our capital cities to our tiniest villages,
that to try to control it by street patterns and architecture borders on naivete. As the
German philosopher Manfred Frank said; “The most drastic thing that any of us can
do is to leave everything as it is. That is truly revolutionary. We should all become
spectators while the information machine works out what to do next.”

Martifi Pawley

15



AN ENGLISH ECCENTRIC
IN POWER

"Nome the greatest British building ofthe last hundred years." Sitting in his glass and steel house at the end ofthe twentieth century it

seems like a reasonable thing to ask Michael Hopkins. True, he is not a man given to precipitate judgments — ofPrince Charles's mag-

azine, after considerable thought, he has just opined; '7 hove no views on it at all* — but the great building question is different “The

Smithsons’ Economist buildings are still looking very good," he replies after a short pause, “they would have to be a strong contender."

World Architecture interviewed Michael Hopkins shortly before the award ofthe RIBA Gold Medal for Architecture jointly to himself

and his wife and partner Patty.

The Hopkins’ house is famous. It was built in
1976 in the former garden of a Hampstead villa
belonging to the planner Sir Frederick Gibberd.
For nearly 20 years it has been a byword for
late, but uncompromising Modernism amongst
English architects and, even today, with its pro-
filed metal walls newly animated by coloured
magnets that spread and cluster like traffic cones
holding up notes, drawings and images. It still
impresses the visitor with a frisson of ruthless-
ness. There is no compromise with tradition in
this house, unless it be that of Charles and Ray
Fames. First there is the perforated metal bridge
that gives access from the street, then the wide
sliding glass front door, then the precision array
of narrow Venetian blinds, then the open-web
welded roof beams and their small, square tubu-
lar columns, then the metal circular staircase.
And then, on the master's desk... a biography of
Sir Edwin Lutyens.

The contrast is definitive, but so is the paral-
lel. Michael Hopkins is an architect who defies
the popular jibe about living in a fine Georgian
house whilst designing carbuncles for others, by
living in a glass stump and designing, if not Geor-
gian houses, certainly buildings whose inspiration

combines past with present in an unique way. It
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is a contradiction, but not an irreconcilable one.
For just as Sir Edwin Lutyens held a complex and
ambiguous attitude to Modernity — his mastery
of the imagery of the old coexisted with a great
enthusiasm for wholesale demolition and renew-
al that, if they knew of It, would shock most of
his admirers today — so does Hopkins contrive
a similar ambivalence in his attitude to advanced
technology architecture.

The capacity to encompass contradictions is
one of the measures of talent, and there is, in the
work of Michael Hopkins, a grand eccentricity,
growing grander with each passing year, that
reveals him as a very talented architea indeed.
He has found ways, not merely of drawing the
past into the future, but of retaining a level of
control over the appearance of his buildings that
other architects have found slipping away from
them in a climate of increasing onerous regula-
tion and unwanted amateur advice. This exercise
of control, begun with The Mound cricket stand
and its supporting brick arches, was most con-
summately exercised in the refurbishment and
rebuilding of Bracken House in the City of Lon-
don in the 1980s. This project, a strange mixture
of “Big Bang" deregulation, seventeenth century

geometry, rampant heritage conservationism.

Japanese money and advanced building technolo-
gy, effordessly rode wave after wave of interfer-
ence to emerge with a strange and unique identity
that n”~ant all things to all people. Yet it was suc-
ceeded at Bedfont Lakes in 1992 by a cryptically
perfect glass and steel half-square of buildings that
“go further than Mies could, because of modern
paints and ftre protection.” Bedfont is a gesture
by die architect— a return to Modernism to
show his admirers that his head has not been
turned by conservationist praise — but Bracken
House is made of sterner stuff. It marks the wave
of the future. A conception destined to emerge
again on the banks of the Thames, not of course
as a copy, but in the ghostly form ofa repeated
formula that has infused the whole development
of the New Parliamentary Building. Originally
Hopkins called this formula his “campaign for real
building”. Now it has become something more
dialectically subtle. A game whose rules are
played according to the Modem rules of struc-
tural honesty, drawn back into the Imagery of Sir
Edwin Lutyens, even Viollet le Due.

In practice the “campaign for real building”
means making even the tenets of conservation
functional, in the sense that all the parts of an

airliner or a submarine are functional. In this way



nothing can be arbitrarily removed from a Hop-
kins design. At Lord’s, where the game began,
the brick arches really do hold up the grand-
stand. so why not construct new ones in load-
bearing brickwork. At Bracken House the Sulli-
vanesque iron window bays really are the struc-
ture of the facade, so they cannot be chopped
off to save money, or too much altered in pur-
suit of different elevational treatments.

If all goes well, in the case of the forthcoming
New Parliamentary Building, the “campaign for
real building” will bring off its greatest victory
yeL In this £150 million structure the dialectic
convergence of traditional imagery with a fast
track construction method generally associated
with Death Star dark glass business parks, will be
consummated in the most extreme fashion.
Across the road from Big Ben, loadbearing
stonework will support a bronze roof and great
bronze ducts will pass up the external walls and
cross the bronze roof slopes to rows of huge
chimney-shaped heat exchangers.

Hopkins takes a quiet pleasure in the perver-
sity of a" this, notably in the exhumation of such
forgoitr materials as stone and bronze. It is the
same pk sure as he took a few years ago in the
use of le.”d roofing on his circular David Mellor

cutlery factory. Provided it all performs a serious
structural and service function, he enjoys the real
and apparent durability of the traditional.

"Bronze is a particularly high quality materi-
al," he remarks, fingering a sample. "They used
to make cannons out of it”.

The trick is that the bronze of the New Par-
liamentary Building will not only form ducts and
cover roofs, it will be pan of a revolutionary
ground water cooling system that will control
the environment within this government building
for 120 years with no air conditioning — if
everything works out as it should.

But if the logic of these "new age”, “new-old"
structures is impeccable, what of their appear-
ance? The great model of the courtyard New Par-
liamentary Building that dominated a good part of
the Hopkins offices in Marylebone in the early
part of 1994 is shocking, not only in its extreme
realism, but also in its complete lack of any of the
visual codes of Modernity. A comparison might
be made with Sidell & Gibson's replica Grand
Buildings in Trafalgar Square, except that in the
latter all the paraphernalia of an air conditioned
modern office building is crammed in behind a
neo-Edwardian “cade, whereas the awesome
NPB is resolutely “real building”, its heat-
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exchangers fed real pumps, its floors solid, and
its interior spaces destined to be a faithful render-
ing of what would be expected from outside.

Even separated from its nightmarishly Piranesian
substructure of Jubilee Line extension escalators
and tunnels, the building looks as if it will resem-
ble a gigantic Wellsian Time Machine, or Harper
GofTs timous visualisation of Captain Nemo's
submarine for the Walt Disney version of Twenty
Thousand Leogues Under the Seo,

Only the result will confirm the truth. When
the Millennial NPB finally achieves its stone, glass
and bronze feat of emerging from the nineteenth
century into the twenty-first, it will shame its
detractors with an effortless demonstration of
twentieth century prefabrication. Astonishingly
the New Parliamentary Building is to consist
entirely of finished assemblies, all fabricated off-
site and put together in as Modern a fashion as
the Hongkong and Shanghai Bank, or Hopkins'
own tubular steel Patera offices in Marylebone.

In practice with his wife Patty for the last 20
years, Michael Hopkins has never worked abroad.
A curious oversight in the age of the global prac-
tice but, as it turns out, not the result ofa want
of trying. Michael Hopkins and Partners did once
enter an international competition for a concert
hall in Copenhagen, but became discouraged
when "the first ten or 15 places all went to Dan-
ish architects.” Another prospect took them to
Sydney with high hopes ofa major commission,
but nothing came of that either. Will they try
again? "Of course, we would like the chance.”

The want of foreign work is a surprising thing
in a career so indisputably successful in England.
For there can be no doubt that Hopkins is a
major architectural phenomenon in his own
country. In one sense already a grand old man,
with his CBE, his membership of the Royal Fine
Art Commission and the Royal Academy, and
his commission to design the first new building
for the Palace of Westminster in 80 years. Yet in
a sense he is still an outsider too. doggedly stick-
ing to his museum-of-technology glass box
house, and his museum-of-technology glass box
offices, one of which was once erected in the
North of England, used there for years, then
returned to its inventor to be re-erected in tri-
umph in Marylebone. One of the few card-carry-
ing members of the British high-tech elite to be
singled out for praise by Prince Charles. Michael
Hopkins is indeed a living paradox. One of his
most enigmatic structures, the new Glynde-
bourne Opera House, was writ large in the first

issue of the Prince’s magazine. D
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FROM HIGH TECH
TO CONTEXT

The Michael Hopkins Partnership has selected 18 buildings and projects for this issue of

World Architecture. Placed in chronological order they show a pattern ofcontinuous and

thoughtful development that has marked out an unusual course to fame and fortune. John

Winter interprets the unique career ofthe most English of all Modern English architects.
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The story is of a shift from High-Tech to a
sophisticated contextualism. The guru has
changed from Charles Fames to Lou Kahn a
journey that some of us have taken in the other
direction, as when Richard Rogers said that he
had to “unlearn Yale”. But the very English belief
in construction as the basis of architecture runs
throughout so that, despite the diversity of the
work, it all holds together as the product of a
single line of thought. In this country we are the
heirs of Pugin, Morris and Ruskin and the notion
of truth to materials and to construction is sec-
ond nature to us whatever our stylistic leaning.
Take the white cube houses of the inter-war
period, an aesthetic based on reinforced con-
crete; the Berlin houses were steel frame with
fill, the Paris houses were concrete block, all
plastered over to look like reinforced concrete.
We are very moral about our construction.

Any sequence of the Hopkins’ inevitably
starts with their own house. Earlier contribu-
tions within the Foster office may have been sig-
nificant, but it is this independent work, set in an
area where there are probably more architects
per square kilometre than anywhere on earth,
that made them famous. It is beautifully propor-
tioned, it has an elegant economy of form and of
construction so that it is perfectly at home in a
late Georgian street. But the fact that the Hop-
kins live there completes the picture, so that it is
furnished, inhabited and used in accordance with
the architecture as a complete entity - a rare
occurrence in these times when architects, com-
missioning agents and building users often have
different views and different life styles.

The realisation of the first major work is a
key test for any young practice, and the Greene
King Draught Beer plant shows them effortlessly
passing the test. The difficulties of building on a
flood plain, the problems of the process, all
appear to be solved with consummate ease with
a well put together building of beautiful propor-
tions. If there were technical problems or emo-
tional angst they do not show in the completed
structure.

The Patera Building System offered the Hop-
kins their ideal job in 1980. An architecturally
trained entrepreneur seeking a prefabricated
system for industrial buildings provided the
opportunity to design a thoughtfully crafted
basic shelter without specific site or specific use.
Moreover, as the prototypes were built in the
yard of the factory where they were made,
there was the opportunity for testing ideas and
for constant feedback between designers, mak-
ers and erectors. This is one of the favourite
dreams of modern architecture, but. like other
such dreams, it did not achieve a large commer-
cial market. The Hopkins themselves acquired a
larger version of the standard Patera building for
their own offices in Marylebone, where they can
all work in surroundings that show what the
practice is all about.

The Patera had been a design for a standard
industrial unit, the Schlumberger Research Cen-
tre outside Cambridge was for a very specific
one. Neat rows of offices flank a great central
space for testing rigs. This central space is the
first of many Hopkins spaces which are half way
being inside and being outside, they are shel-
tered but not heated to room temperature.
Here it is roofed by a great tented enclosure -
the structure is surprisingly heavy looking but it
is certainly a memorable sight at night. In 1990
the Hopkins were commissioned to design a
second phase, and once again they introduced an
inside/outside space in the centre, and they con-
tinued their exploration of construction with air
cushion roofs and ferro-concrete floors.

The excitement of the tented structure at
Schlumberger led the architects to propose a
similar roof for the new school at Fleet for the
Hampshire County Council. This time they met
user resistance and so used a conventional roof,
but retained the initial design idea of a great
open space with Internal enclosures kept low.

The Mound Stand at Lord's Cricket Ground,
completed in 1987, brought the architects to
national attention because of the importance of
its location at cricket’'s most prestigious ground.



Michael Hopkins' own htmse 1976 (opposite pape)
and Bracken House 19fl7 (helowl



Architecturalty it is of equivalent importance in
spanning the gap between the two architectural
cultures of the time. Many critics saw the archi-
tecture of Modern construction as being at odds
vdth traditional London, and many “mous battles
were fought out in the 1980s. At Lord’s the
Hopkins designed their superstructure in steel,
glass and polyester fabric all as modern as can be.
but at ground level they retained and extended a
row of brick arches and some of die seating
structure so that it is hard to tell what is old and
what is new. At the top level, the Hopkins creat-
ed one of their inside/outside spaces of breath-
taking drama and of great beauty. At the lower
level they found that brickwork could be inter-
esting and this set their practice off in a new
direction. The retention and extension of the old
structure forced them to face up to some of
conservation's dilemmas, for the bold sweep of
the brick arches could easily be accepted with
affection by architects in love with construction,
but they also had to make, not very happily,
stylistic decisions on the detailing of the internal
spaces where they extended the old structure.
They were sailing perilously near to pastiche.

No second thoughts on architectural direc-
tion appear in their next building, the plant for
Solid State logic at Begbrooke, near Oxford,
completed In 1988. Standing as an elegant pavil-
ion in a parkland setting. Solid State is a two
storey building with an oversailing first floor
expressed as a piano nobile, totally glazed and
protected by external Venetian blinds. The five
staircases set on the splay are the only whimsical
incident in a design which relies on its measured
calm and its sure sense of repose for its sense of
quality, it shows the architects in total control of
their chosen way of building, and, as creative
architects have a notoriously low threshold of
boredom, that may be one of the reasons why
they chose to explore new directions.

Two buildings for David Mellon followed.
Both show tentative moves away from the
world of metal and glass, although both still use
these materials extensively.

The David Mellon Cutlery Factory at Hather-
sage is built on the foundations of an old gas-
holder and hence is circular in form. The build-
ing is supported on its circular wall of load-bear-
ing stone, traditional to this part of the world
but new to the Hopkins office who have thus
made a change in the reverse direction to most
British architects who start their careers design-
ing houses of load bearing construction and pro-
ceed to framed construction when they have an
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A Patera ifuiustrialized building at Canary Wharfin 198S

industrial building. The Hathersage drum is
roofed in a bicycle wheel construction of steel,
as high-tech as anyone can wish for. and dien
roofed with timber covered with lead detailed
widi welts and rolls in the same way as a medi-
aeval church.

The second building for David Mellor, an
office, showroom and flat in Shad Thames in Lon-
don's Docklands, sets Hopkins integrity against
the kitsch of most developments in Docklands. It
has a beautifully detailed concrete frame, and, in
the Hopkins tradition of refijsing design elements
chat have worked for them before, has a lift
tower of stiffened steel sheet like the Mound
Stand and has glazing of big patio doors like
Schlumberger & Begbrooke. But the cladding is of
lead sheet in panels reminiscent of the matt steel
panels of Kahn’s Mellon Centre at Yale, the Hop-
kins’ first influence from an architect who was to
become increasingly important to their worl<.

The New Square Development at Bedfont
Lakes, near London's Heathrow Airport, is per-
haps the last and most complete of the Hopkins
buildings in their straight metal and glass mode.
Occupied by IBM it has a sense of cool perfec-
tion that is the result of being at the end of a
line of thoughtful development by both architect
and occupant. It has one attractive formal inven-
tion, the use of a metal casting to join columns
and beams together in a way that enables the
columns to reduce in size as the building ascends
and hence the loads on the columns lessen. The
reduction in size of structural members as a
building rises is a feature of the work of both
Mies Van Der Rohe and Louis Kahn, but at Bed-
font Lakes it is clear that the Miesian star is in
the ascendant.

Bedfont Lakes is the culmination of one direc-
tion; its contemporary Bracken House is the
development of a new one. Required to keep the



historic end pieces of a 30 year old building, the
Hopkins offered a curved centre piece which
neatly links the two ends, in spite of their some-
what random geometry. A central atrium and
core utilise the sheet steel lift shafts and the patio
doors of earlier Hopkins buildings and they place
quadrant columns in each corner of the atrium
with radiating beams which set the geometry and
v”ich take service runs between them. The plan
is very clear and simple, the elevations are not
Rows of bay windows, Chicago style, surround
the new building. Made of gun metal they take
their own weight plus a bit of floor, and come
down to the ground to rest on load bearing scone
piers via brackets of great complexity v~ich pro-
vide entertainment and mystery for the passer-by
who tries to work out exactly where the loads
go. It keeps true to the office philosophy of archi-
tecture being derived from structure, but it had a

love of complexity which is a new development.

After Bracken House the practice was per-
ceived as capable of realising fine buildings on
important or historic sites, and this has led to a
new kind of commission and new kinds of client.
Glyndebourne Opera House, completed in
1994, serves a very traditional, up-market
English audience who picnic on the lawn as part
of the evenings event. The new building re-uses
old structures where possible, as at Lords and at
Bracken, and it places in the middle of the com-
plex a large new building of load-bearing brick
walls and lead roofing. The building is entered
through a fabric roofed foyer, which is open to
the breeze as one of Hopkins indoor/outdoor
spaces. The plan is clear and serene, with small
rooms and balconies placed around the outside
to give a human, occupied look. The main con-
struction at the perimeter is of load-bearing
brick piers, using the splay of the window arches

to narrow the pier as it ascends in the manner

Greene King beer cellars 1980 (left) and Darid
Mellor showroom 1991 (below)

of Kahn’s library at Exeter. New Hampshire.
The brickwork is detailed with a care and skill
that is unusual in this country. Horizontal win-
dows between the piers give a horizontal pro-
portion and help to tie the building to the
ground. Internally, all is brick, and wood, used in
a thoroughgoing reappraisal of the way to use
these most traditional of materials.

The new Parliamentary Building, standing on
the edge of the Thames Embankment next to Big
Ben. will provide Members of Parliament with
offices on this key site. Below ground will be a
new underground station, spanned by great arch-
es of stone used structurally on a grand scale.
The design of the upper floors is largely dominat-
ed by concerns of energy efficiency, but, as at
Bracken House, most people wilt judge the build-
ing by its facades. Built of load-bearing stone and
bronze, the facades contrive to cake on board

modern requirements of office desi”™ and low
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Bracken House, early fersion offacade (below) and
predecessor scheme for Pearsons (bottom}. Load-
bearing facade in stone and bronze (below right)

energy use and yet come up with an answer that
looks very traditional, complete with Mansard
roof and air extracts like chimneys. It all looks
rather like d"e Ritz (although that, perversely, is
steel framed), or, more to the point, like Nor-
man Shaw’s Scotland Yard next door.

Is this Modern architecture? and does it mat-
ter? Modem architecture flourished on a basis of
science and rationality, concern with use and with
structure. The Hopkins continue within these
parameters adding concerns for energy and for
context. What is lost is the utopian vision, the
belief that tomorrow may be better and that each
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particular building illuminates the way forward.

One might have expected a building such as
the New Parliamentary Building, made of stone
and bronze and given a traditional, even contex-
tual appearance, to have proved more accept-
able to the powerful heritage lobby than the
earlier high-tech work of the practice. Surpris-
ingly this has not proved to be the case. Their
own house was welcomed into a traditional
brick street and Greene King was accepted into
a conservative East Anglian town with greater
ease than the supposedly more contextual

recent work.

Whilst one may debate the appearance of
the building, the direction of structural expres-
sion and low energy is admirable, and this direc-
tion is taken further in the inland Revenue Build-
ing nearing completion at Nottingham. Brick
piers, an overhanging top floor and lead roof are
a development on the Glyndebourne design, but
there is generally less brick and more sunshad-
ing. There is no air conditioning and the
demands of natural air circulation are a major
determinant of the designs for the individual
office buildings. At the heart of the design is a
communal building roofed with Hopkins beloved



LUIL

fabric. This material had been proposed for
roofing the William Younger Centre in Edin-
burgh, a building designed to exhibit the history
of the earth. It incorporated the surround wall
of an old brewery and formed an arena, partly in
steps up the building and partly formed in formal
landscaping — another Hopkins expertise.

The new lecture theatre for Emmanuel Col-
lege in Cambridge takes the Glyndebourne
approach on a much smaller scale and changes
the brick to stone. It is a confident piece of
design on a very restricted site.

The Jewish Care Residential Home for the

Elderly is a new building type for the Hopkins and
a building type that certainly needs the attention
of serious architects. It is a four storey building,
largely of brick, with a plan form reminiscent of
Kahn’s dormitories at Bryn Mawr. Steel lintels
over windows and trussed beams supporting
exterrtal walls at first floor level give richness to a
design that promises to be full of Innovation.

The Hopkins office is developing fast and
exploring in many directions. One would have
to be very bold to predict where it will go or
the nature of the outcome. But one can expect
the belief that architecture is largely structure

The new Parliamentary building from across the
river (beluu> left) Ground level plan (bottom left)
and photograph ofone tenth scale model (below)

and servicing to remain at the core of the work
ofthe practice, and this bedrock enables them
to experiment and develop without ever going
off their chosen rails or slipping into styling. By
jettisoning the utopian overtones that were cen-
tral to the Modern movement, and by concen-
trating on the quality of the job in hand the
Hopkins are very much in tune with the
'nineties. We have had enough of narrative, we
want excellence. The Hopkins are set to be the
practice of the decade and we can expect more
wonderful buildings to come. We can also

expect to be made to chink. D
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PROJECTS

Hopkins house, Hampstead,
London 1976

In designing this buildng. Michael and Patty Hop-
kins intended to try out on a small scale the tech-
niques they were developing for larger, commercial
buildings. The house wos to be built from metal and
glass components, put together in the simp/est pos-
sible way. It was to make no conventiono/ orchitec-
tural concessions to its context a well-established
street of Georgian and Regency villas in Hamp
stead, Lor)don. Its "footpnnt" was defined by the
front and back bu//d/ng /I'nes and by the site bound-
aries on either side, leaving metre-wide clear stops
to avoid the legal complications ofparty walls. This
produced a 10 by 12 metre rectangle. The building
had to be two storeys high in order to provide the
required floor area. From the front, however, it
appeors to be o sing/e-storey building because most
ofthe site is 3 metres below road level. The main
enVance, therefore, is at first-floor level, reached via
a ~tbndge, which spons the steep slope that falls
from the bock edge ofthe pavement.

Once the basic form ofthe building and the
access were established, the next step was to
devise a suitable structural system. A small-scale
structural gnd. 4 by 2 metres, was chosen. This
obvioted the need for any secondary structure and
meant the structuro/ components could be very
small and light. Perimeter columns at 2 metre cen-
tres support clodding and glazing without sheeting
rails or sub-frames.

This basic strategy has produced a building of
extreme simp/icity ond refinement. Troughed metal
decking for both the floor ond the roofis supported
on a two-way gnd oflaWce trusses on 60mm.
square stee/ columns. Joints are usually welded and
the detailing is simple and repetitive. Side wal/s are
ofinsulated, profited metal sheeting: front and bock
walls are assembled entirely from full-height, hon-
zonially sliding glass panels with no vertical frames.
There are no ceilings or wall linings. Partitions are
made of prefabricated melamine-faced panels.
Other internal finishes are the metal and glass of
the external walls and the corpeted floors.

The internal planning is surpn”n”y open and
flexible: domestic spaces are mainly on the ground
floor, with the former studio at entrance level, the
two being connected by an open spiral staircase.
Solid partitions were designed to fit the basic frame,
but in practice it has been found that in most cases
free-hanging Venetian blinds are sufficient to define
the vanous functions. HeoPng is by a direct gas-
fired worm-air fumoce with only one outlet on the

top floor.

24

Garden liew ofhouse (top) and interior

the=h—

(left). Plans (below) show street level
(left) and lower garden (right). Key:

| footbridge, 2 entrance, 3 studio,
4 shower, 5 bed, 6 dressing, 7 sitting,
8 kitchen, 9 dining, 10 street, 11 garden



The “rickingplant”
(top). Section through
cashing plant (right)
and axononietric
(beloii’)

Greene King beer cellars, Bury St
Edmunds, Suffolk 1981

With the /ncreas/ng popularity ofdraught beers in
the /970s, the old Greene King ceWors hod become
inodetjoafe. Jn 1977 Hopicins was commissioned to
design a new plant so that beer could be delivered
to the new building via a pipeline from the old
brewery building.

Although c/ose(y tailored to the special function-
al requirements ofthe racking process, the sing/e-
storey building is simp/e, unified and rectangular
both on plan and in section. Its concrete floor is
raised offthe ground on short columns to protect it
from the occasional flooding ofthe nearby River Lin-
nett. However, setting the whole working plane at
lorry tailgate-height also simpii*ed the design ofthe
fuJf-width loading and unloading bays at either end
ofthe building.

A steel superstructure ofiottice trusses on three
rows of tubular columns supports a fiat roof which
is coni/Jevered out over the loading bays. Shorter
cantilevers along the sides ofthe building allow the
columns to be set back from the external walls, cre-
ating full-length corndors, which end in short flights
ofexternal steps down to ground level. The pur-
pose- made welded trusses, with reaangular hol-
low-section booms and tubular struts, are exposed
externally over the loading bays. Side walls are of
silver PVF2<oated. profiled steel, lightweight
dadding divided into bays and perforated only by a
pair of central exit doors. End walls consist entirely
offully glazed roller shutters opening onto the load-
ing boys.

Internally, small freestanding bui7dings-withm-o-
buiWirjg house ancillary functions such as mess
rooms, wcs, offices, worfeshops and plant A larger
enclosure, occupying a whole structural bay. serves os
a cool store. The remainder ofthe spoce houses the
beer-storage vessels and machinery for washing fill-
ing and loading the casks. Provision is mode for possi-
ble future expansion by adding a third structural bay
to the side ofthe building, thus preserving the logical,
linear progression of the process.

In essence this is o very simple building. But the
refriement ofits proportions and detailing set it opart
from the hundreds of steel<lad, portal-framed sheds
that sprang up on irrdustnal estotes olf over the coun-
try in the late 1970s: the raised floor, cantilevered at
the et”s in order to create the illusion that the txjild-
ing IS hovering above its site, the panelled side walls of
horizontally rather than vert/cally profiled steel sheet,
and the e/egant canti/evered porticoes over the load-
ing boys combine to give it a dignified orrhitecturo/
beanng which belies its mundane function.
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Patera Building System 1982

Patera wos conceived as a building system. The
client Nigel Dale, sow a demand for small, standard-
ised, single-storey buildings, suitable for industriol or
office use, which could be made as k/ts. delivered to
the site in containers and erected quickiy with mini-
mal plant For Hopkins this was the opportunity to
realise one ofthe ideals ofModem architecture: the
building that is mass-produced in a factory, just like a
car. The closeness ofthe relationship between
designer and component manufacturer produced a
building ofunusual technical refinement and accu-
racy. A full-size proiot>">e was built alongside the
fociory so that every element ofthe structure could
be tested and changes could be made ifnecessary.
The prototype building is a simple box. with a
wraparound steel errvelope and glazed gable ends.
The floor area is 216 square metres and the internal
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height greater than 3.5 metres, which is high enough
for most iight-industnal uses but not high enough to
permit the introduction ofa mezzanine fhor.

The structure is a tubofar-stee/ /attjce frame,
placed outside the external envelope ofthe building.
This reduces the extent ofthe envelope and ofthe
space enclosed, with consequent servings in materials
and /tinning costs. Alore importantly, it obviotes the
need for fireproofing. The usual disocA/ontage ofan
external frame is that the top boom ofthe rooftruss
is uniesirained and liable to budde. In a Patera build-
ing. this problem is solved in an ingenious way. What
appeor at first to Pe trusses supported on lattice
upn”ts are in fact th/ee-p/n portal frames The top
booms ore connected in the centre ofthe span by a
speool, hinged rod capable ofwithstanding only te/v
sile stress. This effectively' converts the three-pin
structure into a two-pin structure whenever wind

loading causes an uplift on the roof

Slender steel framing [left). Drawing (above}
shows components and assembly system using a
fork lift truck

A remarkable feature ofthe external envelope is
that the same type ofpanel is used for the walls and
the roof Each panel is a sandwich ofminerol-fibre
insulation between rvw skins ofnbbed, pressed steel,
supported by reaangular hollcw-section purlins joints
between the panels in both walls and roof, ore sealed
by gaskets. Winng and water pipes are accommodat-
ed in ducts within the thickness ofthe wall. All ofthe
prefabricated components are small enough to be
pocked into a standard container and handled on site
by a fork-lift tmek. Assembly ofthe complete htona
prepared concrete ground slab takes only ten days

The Hopkins office in Aloiytebone is accommodated
in a slrirdy larger version ofthe stondord Potero build-
ing. The most obvious differences are that the height has
been inaeased to oHow the insertion ofa mezzonne
fhor, glazing has been introduced m the roof and the
portal fame structure has been leploced by ordinary

trusses on simple tubulw-steel co/urms.



Central spine corridor
(right), and curved fab-
ric au-nings beyond
rnetal deck roof (beloiv)

Velmead School, Fleet, Hampshire
1986

In \ 964 Hampshire County Council's chiefarchitect
Cohn Stansfield Smith, osked Hopfans (o design a
replacement for a Viaonan infants' school at Fleet.
Hopkins proposed an open-plan building entirely
roofed by a tent stmcture, i/s/'ng the stretched-fobnc
technology that the procPce was then developing
with engineers Buro Happold- Development of the
design reached an advanced stage but wos finally
rejected for be/ng too innovative by the council's edu-
cation committee.

Fleet Ve/meod Infants School has a plain rectan-
gular plan, divided in two by a fop-lit circu/ation spine,
with cellular spaces, including the mam hall, on the
north side and a row ofidenvcol open-plan class-
rooms on the south side. As always in a Hopkins
building the basic structure is simple and honestly
expressed. A bam-fike. kinked, double-pitched roof of
insulated metal decking, with glazing at the ndge over
the circulation spme. is suf*xwted by a lightweight
steel frame. This frame is precisely detailed ond h/ghly-
refined. Tubular compression members and dto”nol
bracing rods are fixed together with flanges and pins,
all clearly visible. The components have been designed
to enhance their apparent slenderness. Mom rafters,
for example, one mostly concealed in the depth ofthe
roofdecking with only the tubular bottom booms
exposed beneath the soffit These are cut short at the
external wall and at the columns that straddle the
spine so they appear to fhat unsupported. Similarly,
the slenderness ofthe perimeter columns is enhanced
by their dumb-bell profile, with tubular booms on
either side ofthe glass external wall.

Within this Simple envelope, cellular spaces take
the form ofstructurally separate enclosures, 4.5
metres high. The main roofoversells these enclo-
sures on the north side, with air-harKlling plant
instolled in the space between the ceiling and the
roof On the south side, with the excepbon ofsmall
octagonal quiet areas, the classrooms are open to
the soffit ofthe main roofand to the top-lit spine.
This creates a pleasant, airy quality ofdaylight
despite the refotively deep plon. Heating is by hot-
water pipes cast into the floor screed — a sensible
S)istem in a building for children.

The sooth wall is entirely glazed and each class-
room has a wide, double door that opens onto a
paved terrace so that the children can play outside.
Beyond the terrace the landscape is wild and boggy
and IS Itselfa valuable teaching tool. The original fab-
ric structure proposal survives in a fragmentary form
in the awnings that shade the south wall ond give
the building an appropnately playful character.
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Exterior shntvs stone and Icadtoork (left). Central
Tooflight (right), and cutaiiMy showing “bicycle
wheel" roofstructure (bottom)

David Meilor Factory, Hathersage,
Sheffield 1989

The setting ofthis small workshop, in the village of
Hathersage on the edge ofthe Peak Distrxt, is rural
but the site itselfhas an Industnol post as it used to
be the local gasworks. Planning permission for the
building IA”s granted largely becouse it reuses the old
gasholder's foundodons and leaves the landscape
undisturbed: this accounts for its circular form.

An external wall oflocal stone. traditiorKjlly
detailed but with precast concrete quoins and pod-
stones, forms a daim supporting o shol/ow-pitched
radial roofstructure oflightweight steel trusses. These
ore tied together at the perimeter by adjustable ten-
sile rods ond ot the centre by a sloping ring-truss
around a conical, glazed lantern. The lantern itselfis
supported by a second radial structure like a bicycle
wheel with an elongated spindle. The whole assembly
is stivcturally rigid, so that it spans the entire space
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but exerts no lateral force on the supporting wolJ.
£och truss Is propped up offthe concrete podstones
on top ofthe wall leaving o glazed slot around the
whole building so thot the shallow roofcone appears
to ftoot freely above the stone drum.

The roofcovering is oftfoditx) TX3IlY detailed lead on
a stepped deck made from prefabncated, stressed-
slon, insulofed plywood boxes, each tapered to con-
form fo die racial pattern. These are fixed by means
of steel hooks to tubulor-steel purlins on top ofthe
trusses. Boxes ore used msteod ofa single-layer deck
In order to provide the continuous. venDkJted cavity
above the insuloticyi that is necessary to prevent con-
densotion ond possible ccurosion ofthe leod. The roof
has no gutter; rainwaterfalls fom the eoves into a
precast<oncfete channel at ground level. Meilor super-

vised the construction himselfarxi his own workforce

mode marry ofdie components indudiag the plywood
boxes and the pfecost-concrete quoins and podstones.

Inside the building the functions that need to be
enclosed - such as wcs plom spoces and noisy
machinery — are accommodated in two free-stondng
rectangular boxes.

As in all Hopkins' buildings, the design ofevery
element conforms to a strict functional togic. The
nnasonry drum, for example, is not merely a facing to
a frame stnjcture. but a due loadbeanng wall. This
fact and the requirement for an open, column-free
intenor, dictated the desi” ofthe ingenious radial
roofstructure. All the components ofthis structure -
tension rods, trusses and ring beams — are exposed
and express their functions dearly. The result has the
simpliary and power ofthe best nineteenth century
irxiustnol buildings.



Oversail/ing upper
storey continues right
round huilding (top).
Plans (right} and sec-
tion (below) show sim-
ple hut refined arrange-

ment
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Solid State Logic, Begbroke,
Oxford 1988

In 1966 Solid State Logic commissioned Hopkins to
design a new faui/ding in the grounds ofa converted
country house. It was to accommodate manufactur-
ing functions as well as offices.

Although the building was designed to be used
essentially os a factory, it hos none ofthe linear,
indetemvnate charoctenstics normally ossoouted
with thof building type. It has two storeys and is per-
fectly square on plan, with a flat roofand a centra/
top-lit atrium. The first floor overhangs the ground
floor around the whole perimeter, shading the lower
level. Circular fireproofed steel columns on a 7.2
metre grid support a concrete first-floor siab. On the
upper floor the span is douWed and the columns
support a steel space deck, partially concealed
behind a perforated-metal suspended ceiling. Exter-
nal wolfs ore all glass, except for metal louvres
around plant rooms.

The anginal intention was to accommodate man-
ufacturing functions on the ground floor and place
offices above but the abstract noture ofthe plan.
which allows partitions to be placed anywhere on an
1800mm grid, a//ows a high degree offlexibi/iry of
use. Despite this, the buikJmg gives an impression of
solidity and permanence, partly because ofits Polla-
dian, square plan and partly because ofthe treat-
ment ofthe prst-floor slob. This has an exposed sof-
fit, coffered with shallow domes to take circular glass
light ftt/'ngs, and is ~t-blasted to enharKe its stone-
like quality. Honzontoi services are housed within a
400mm high raised floor on top ofthe slab and at
rooflevel in the space deck.

Although the external walls are all glass, this is an
energy-saving buMng natura/ly venti/oted with some
mechanical assistance, but not air<ondiboned. Its
compact plan minimises heat loss thrau” the exter-
nal envelope and heat gam is cont/olied by a vanety
ofenvironmental fitters. The glass is tinted grey and
/ull-height sliding windows provide natural ventilation.
On the first floor these open onto narrow metal bal-
conies with handrails supported on sutidiary steel
columns bracketed offthe mam structure. The main
function ofthese subsidKiry columns is to support
external moiohsed Venetian blinds, which ore odjiust-
ed automatKally. No blinds ore required on the
ground fhor. which is shaded by the 1300mm first-
floor overhang.

The four angled external staircases serve as fire
escapes but they also tie the building into its mature
gofden setting. This is o high-quality, refined, almost
monumental piece ofarchitecture: a Miesion pavilion,
rather than a High-Tech factory shed.
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Younger Universe project, Edin-
burgh 1990

The Royal Mile is the main tounst axis of the city of
Edinburgh. Hopk/ns' tyief was to design a new
attractjon In the form ofa "black box" to house a
penvanent exhibition telling the story ofthe creation
and evolution ofthe planet Earth.

The starting point for the design was an existing
structure, in this case the remains ofthe stone wall
that was once part ofthe original brewery, including
a casde-like tower on the south-eastern comer. This
wall, restored and extended, forms the external wall
ofthe black box.

Offices ond workshops are ranged on either side
ofthe exhibition space, which erupts through the
roof, under the fabric canopy, in the form ofa hemi-
sphencal dome over a mulb-media theatre. Two
more structures emerge from the building be/ow,
each containing a small catering facility as well as a
lift ond a pair ofspiral staircases leading down to
the exhibition. The rooftop pavilion therefore com-
bines the functions of entrance hall, cafe and obser-
vation platform, with spectacular wews over Holy-
rood Pork. When viewed from the road on the north-
ern side, the flamboyant canopy, suspended by
cables from steel masts is si/houetted ogoinst the
backdrop ofArthur's Seat and Salisbury Crags.

Tottenham Court Road Station
project, London 1990

Tottenham Court Road underground station, which
serves both the Central and Northern lines, lies
beneath the roodjunction, and has cramped
entrances from the pavements on all four street cor-
ners. Ltyrdon Regional Transport's main aim was to
relieve the congestion in the station and upgrade it to
serve the new Crossroi/ and Chelsea to Hadmey
lines.

As well as improving the environment for pedes-
tnans and rail travellers, the building has another
important public function: to re-estob/ish the civic dig-
nity ofwhat IS m effect the eastern gateway ofLon-
don's main shoppirrg distrkt

Hopkins' proposal involves the comptete demol/i-
tfon ofthe existing buiWings. The key to the planning
strategy is a diagonal pedestnon short-cut through the
middle ofthe site in the form ofon arcade. The main
station ticket hall occupies a large oval space beneath
the floor ofthe atrium, and is entered wo esca/otors
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from the Oxford Street and Charing Cross Rood cor-
ner, where there is also a third ground-level entrance
to the arcade. There are other sfoPon entrances via
staircases at each end ofthe arcade. Ajazz dub at
sub-basement level beneoth the ticket hall replaces
the existing amenity ofthe Astona theatre.
Shopfronts at ground level aroutvj the perimeter

Protect HHhiel (left} showing site. Sections (aboi'e}
shoti' fabric enclosure and proposed exhibits

*“Underground” model (below left) showing net-
work oftunnels. Street level plan (below) shows
pedestrian route across site

ofthe building ore sheltered by a continuous gloss
awning, linking the three public entrances. Most of
the vertKol structure is concentrated at the perimeter
ofthe buitding to keep foundoiions deer ofthe nxiny
underground structures. External walls are mostly
glass, with exposed metal columns at close centres

corresponding to the width ofthe ce//u/ar offices



Night shot (above) shows Phase 11 offices in the
left, and Phase | tent to right. Section (right) shows
nature of machinery area. Phase Il offices (below
right! resemble Solid Stale Logic

Schlumberger Research Centre,
Cambridge
Phase One, 1982-85, Phase Two 1992

The main building, on o greenfield site )ust outside
Cambridge, is a centre for research into aspects ofoil
exphrabon. including drilling and fluid mechanics. The
client's briefenvisaged four mam types ofoccommo-
datjon: laboratones, individud offices for scientists, a
dniling-ng testing station and staffrecreation space.
Hopkins' solution was a bold one: to put the testing
station nght in the heart ofthe building where it
could be overlooked by Che other laboratones.

The basic concept is simpte. Two long single-
storey wings, placed para//e/ to each other 24 metres
apart, house the laboratories, facing inwards, and the
indrvkkjct soenPsts' rooms, facing outwards. Each
wing IS divided into five sections, articulated by
recessed entrances. These sections have some super-
ficial similarities to the standard Patera buildings.

In between the pordlel wtngs a biHowing fabric
structure like a three-ring dfcus tent cov” the dnlling-
ng testing station and the main social space known os
the winter gorcfen. The fabric is Tefhn<oated glass
fibre — the first large-scale use ofthis moteno) m
Bnfoin, ft IS urwnsulofec/ and transmits about 13 per
cent ofdayli”t The large-scale spaces, therefore, have
0 quosi-exterrx}l character, though the winter garden
includes a restaurant and a library os we)/ os the mom
recepDon area. A cat's-crade ofcables transmits the
wei”t ofthe fabric to the gmund wo four suspension

bridge-like structures. These line up with the recessed

entronces in the side wrngs. leoching over them to
ondiors m the ground beyond. Two separate structural
systems — one /or the large spans ofthe testing stotion
and winter garden, the other for the short spans ofthe
office and laboratory wings - are thus interiocked.

Services are mostly occonvnodated befow floor
level. The air<ondiVoned labonjtories are provided with
undercrofts to house air-hondling equipment and other
plant while electrical and data services are carried in
the troughs ofthe sted-decked suspended floors.

The main equipment in the testing station com-

poses three drilling test pits.
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David Mellor Offices, Shad
Thames, London 1991

This second Hopkins building for Dowd Mellor, hous-
es the cutlery manufacturer's London showroom os
well as offices and an apartment

A simple six-storey glazed box, with its top floor
set bock to form roofterraces, is ffanked by two ser-
vice towers, one containing the main staircase and lift,
the other containing plant rooms, wcs and a sec-
cmdoiy staircase. This separation of "served" and "ser-
vant" spaces has enobted the main volume to be
detailed in the simplest way possible. The building is
naturally ventilated ond the floor plates are small
enough to allow heating by domesDc-sca/e plant on
eoch floor, which blows warm air across the space
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from one stde. Suspended cethngs and rorsed jhors,
therefore, hove been eliminated. The structural frame
IS concrete, which obwotes the need for freproofng.
Round co/umns siport flot slabs with exposed soffits
and no downstand beams. Light fittings and conduits
are cast into the stab, and power cables are housed in
channels set into a cement floor screed. Full-height
sliding windows are inserted between the co/umns on
the f-ont and back elevations, so that the true con-
structional nature ofthe building is apparent inskfe
and out In the flank walls steel-framed, leod<overed
cladding panels take the p/oce ofs/iding windows.
This degree ofsimplicity and refinement wos not
easy to ochieve technically. Mellor ond Hopkms went
to great lengths to ensure a concrete finish that was

precise ond true, while preserving the moulded quality

1*

Building is set next to River Thames (left). Plans
(above) show rational concrete framing and out-
rigged lift tower

ofthe motenal Plywood formwork wos ordered to a
specMol size and two types ofpint were devised - a
recessedjoint formed by a speoo//y developed okimini-
um extrusion ond a secondary, prg/ectingjoint formed
by chamfering the edges ofthe plywrxxj ponds.

The mam staircase and lift tower display the
same qualities ofsimpliaty and solidity, though
achieved by very different means. Here the distinc-
tion between structure and endo”ng wall has disap-
peared altogether. Flanged steel panels are bolted
together like the superstructure ofa ship.

On the top two apartment floors the oustere
design IS lightened by terrace balustrades and bal-
conies front and back Each balcony is a separate
steel component with a gndded floor, slung offthe

mom structure by diagonal tension rods.



The Mound Stand, Lord's
cricket ground, London 1987

In 1984 the Morylebone Cncket Club in London
dedded to celebrate Lord's 200th annrversary b/
rebuilding the old Mound Stand. Five architects were
invited to submit proposals. Only Hopkins proposed
to retain a port ofthe original stand, designed by
Frank Venty in the 1690s. The reason wos more
practical than sentimental: it allowed die construction
schedule to be conveniently divided into two phoses.

Verity's original proposal had been to support the
bade ofthe single tier ofseaong on a bnck arcade. In
the event this design was compromised and only port
ofthe arcade wos built the remainder ofthe seating
being Supported on an exposed steel frame. In phase
one ofthe Hopkins scheme, earned out in the winter
of 1985. the seating oer was renovated, the arcade
wos extended along the whole fength ofthe stand, as
originally intended, and the steel-framed roofwas
demr~ified. In phase two, carried out the following
winter, a new superstructure was added indudir® 27
pnVate viewing boxes ond a second tier ofseobr?,
The superstructure was erected in two months so that
the turf, which had been removed, could be relaid in
time for the next season.

This superstrocture is entirely supported on a sin-
gle row ofsix. 400mm diameter steel columns linked
by a storey-height plate girder. Lattice girders at 3.66
metre centres cantilever out from the plate girder like
nbs from a spine. This forms the skeleton ofa three-
storey structure hovering over the onginal tier ofseat-
ing. Pnvate boxes ond dining rooms hang below the
skeleton, while sewce spoces such os tank rooms
and wes occupy the spaces between the nbs. A tier
ofcaked seating backed by open-air restourants and
bars sits on top. The six columns continue upwards
to become masts supporting a /Jomboyront cartopy of
PVC<oated. polyester fabric. The whole structure is
prevented from toppling over by tension members
andtored to the grourtd at the back These are
stropped to the piers ofthe bnck arcade in order to
stiffen them ond enable them to withstood the occa-
sional compressive stresses caused by wind loading.

As cncket is played only in the summer, the build-
ing IS unheoted and most ofthe external walls are
uninsu/oted- iVioteno/s are ~nerally plain and aus-
tere. Pnvote boxes, for example, have sliding and
folding frameless g/ass doors opening onto the con-
tinuous raked balcony facing the wicket, with party
walls offairfaced concrete btockwork and rear walls
ofg/oss block to shed borrowed light into the corridor.
The externa/ walls ofthe dining rooms on the other
side ofthe comdor combine frameless gfoss with
g/oss b/ocks in full-height panels.
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Bracken House, City of London
1992

In 1952 the chairrnan ofthe Financial Times, Brendan
Brad”en, comrru&stoned Sir Albert R>diardson to design
a new building for the newspoper on an /stand site
near St Paul's Cathedml-

In (967 the building was listed os being o/’h/stonc
value, but had also outlived its usefulness as a printing
works. The Obayashi Corporation offopan bought
Bracken House and commissioned Hophns to con-
vert 1t to an office bmlding suitable for use by a finan-
cial Institution, and in a vray that would respect both
Richardson's building os well as the urban site.

The two offke wings ore fine examples ofRjchad-
son's tote, Ctassicoi styta. to Hoptans' des”n, these
wings are retained but the printing works is reptoced by
a new, deep-pian office block The curved oudine ofthe
block easily accommodates the different an”s ofthe

wings ond the whole composition recalls Richardson's

pohzzo. A three-storej' basement houses o large deal-
ing room at the first level, with cor porktag and plait
rooms below. The new facades ore divided honzontally
into three bands corresponding to the base, sho/t ond
entablature ofa Classicol order.

This leaves the floors ofthe main block completely
open, interrupted only by the tof>-k atrium with its
central tower offour passenger lifts. A twchstorey
entrance hall on the east side ofthe building leads
directly to the atrium.

In the new block raised floors accommodate Oir<on-
oftioning ducts as well as caUing. This allows the dowo-
stond beoms ofthe mam, remforced<oncrete structure
to be exposed in the ceiUng. The pattern ofthe structure
IS deaf/ legible, with the beoms rockrting ~om the atri-

um to o ring ofcolumns set bock from the perimeter.

Listed wing (nearest camera) with curved centre
block marks out oblique view (top left). Outrigged
canopy (top right) is sole external survivor ofhigh-
tech style. Hopkins' own caricature of Bracken
House (centre) and ground floor plan (right)
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Main Bedfont building
(above) with internal
alTuim in use Irigbt).
Section through under-
ground parking (below)
shows fabric canopy

rt-

Bedfont Lakes, Heathrow, London
1992

As the result ofan agreement with the local outhonty.
a large area ofwasteland was redaimed and convert-
ed into a country park in exchange for planning per-
mtssxjn for offices suitable for mulPnationol compa-
nies a few minutes dnve from Heathrow Airport At
Bedfont Lokes increosed land costs cictoted a high
density development wfth underground cor parking.

Hopkins’ masterplan tokes the form ofa single
square, approximately the same size as Berkeley
Square in the West End ofLondon. Three-storey, air-
conditioned office buildings. 18 metres deep, sur-
round a tnpfe-/evel, sunken car park Hopkins was
responsible for the three buildings at the northern
end ofthe square, all designed for occupation by
IBM, who were the co-devetopers ofthe project.

The remaining buildings were designed by other
architects in occordonce with the masterplan. Hop-
kins' buildings are firmly in the /Miesian tradition, dis-
playing all the abstract virtues oftruth to matena/s,
geometnco/ regulanty and extreme refinement. The
key element is on exposed steel frame. iiKorporating
a new invention: a standard castir)g that connects
columns and beoms and cleverly accommodates the
differences between the sizes ofthe columns m eoch
level- The frames are infilled with kknticol gloss and
grey-painted aluminium pone/s. each equipped with
a set offixed extemol louvres.

In the (ofgest ofthe three buildings, at the end of
the square, the 18-metre deep plan is wrapped
around a central atrium in which the steel frame is
Qgoin exposed. This quosi-extemol spoce is roofed
over by an almost flat, dear-glass membrane, sus-
pended from a lailice-steel structure spanning the
whole width ofthe space. Fabnc sun shades ore
stretched between the trusses above the gloss. In the
middle of Pie three-storey space stands a steel and
glass assemblage ofbix”s, lift shafts and a long,
spoilt staircase. This divides the floor space into
two zones, one for the restaurant, the other for a
demonstraPon area to be used by IBM's markePng
department The surrounding floors are open to the
atrium, plough IBM has chosen to erect gkized p>onh
Pons between the office spoce proper and Pie drcu-
laPon gallery.

In eoch ofthe smaller, flanking blocks the full-
height entronce hall is glazed from top to bottom on
both sides and has an elegant spiral staircase.
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New Inland Revenue Centre,
Nottingham 1992-1994

This building came about as the resu/t ofan axhitec-
tural competition wh/'ch attracted 130 entries.
Michael Hopkins wos the winner.

The scheme o)ms to extend the urban grain of
the aty southwards. The three and four-storey office
t>u;/dings form tradilionol city blocks enclosing gar-
dens. The site plan is basically symmethcal, ivith
common foalities, including a sports hall and a
restaurant within o fobnc-roo/ed stAJCture.

The office buildings are designed to control the
internal environment using the minimum of mechani-
cal plant and traditional matenals, engineered in a
modem way. Natural /ighong ond venti/otion meon
that the office wings are only 13.6 metres deep, with
an offset central circulation route to allow cellular
and open-plan accommodation. Vervcal orcukiPon is
by stoircoses in glazed towers ot the comers ofthe
blocks. Warm ar is drawn from the office oreos into
these towers through full-hei”l doors and trove/s up
the open stoirweW to vents in the roof This flow is
assisted in summer by stack effect and in winter by
wind acting on the adjustable vents. TTiere is no air
conditioning, ond space heating is by low-pressure,
hot-water radiators. Maximum use is mode ofday-
iight via "iight shelves" over the windows,

fn order to ochieve the high themiol moss
required by the passive environmental design, con-
struction is moiniy ofheavy matenals. Precast con-
crete floor units spon the full width ofthe blocks; they
sit on toodbeonng piers ofsemi-engineering bndcs.
The roofcovering is oflead-dad. plywood pane/s.

This building represents an expenmental o/temo-
twe to the deep-plan. air<onditioned, high energy-
consumption office buildings ofthe past

Project massing around courtyard (above)
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Residential Care project, Finchley,
London 1994

The Finchley Project comprises a ResidenPal Care
Home for 120 elderly and visually handicapped peo-
ple located on o green field site in North London.
The building is orgonised around on open centra/
courtyard on four storeys, the ground floor contoining
communal foalities the upper three containing the
residential accowmodaPvi. Each upper storey is con-
sidered as on indwidual and setf-suffident "house"
containing 40 residential rooms sifting and dining
rooms and associated core faohPes. The pnvate
rooms have been grouped along the side and rear
wings ofthe building while the more public sitPng and
dining rooms are accommodated on the fk>nt Nock

Perspective drawing
{above}, and model of
scheme now under con-
struction {left}

overtooking the entronce. By sub-dividing the upper
storeys into three groups of40 residents, the intenPon
is to creote a series of "hxises", which together form
a Home rather than one singte large insPtution.

The form and construction ofthe building is intend-
ed to reflect the di“rence between the upper storeys
and the pound floor. Hence the top three storeys ore
/ightwei”t but highly insulaPng covrty wall construc-
tions supported on a nbbon ofsteel trusses ond con-
titevered se/f-/'Tmshed pre<ost concrete pranks ond
beams The latter transfer the cross woM construction
ofthe upper storeys onto o senes ofsok) toodbeonng
brickwork piers which are expressed intemolty and
externally. At each comer these toodbeonng elements
form solid "bookends" to each facade, rising up

through the four storeys ofthe bmkfrrg.



Vieii’ from iawn (top)
shou's reversed audilo-
rium with lead-covered
fly tower. Auditorium
interior is dominated hy
pitch pine finish. Sec-
tion (below) shows fab-
ric canopy and retained
old dressing room

Glyndebourne Opera House, 1994

The Qyndeboume Opera House wos founded in
1924 tyyjobn Chnstie. Built in the grounds ofa coun-
try house, it hos become a favounte summer attrac-
Oon for opera lovers who traditionally combine their
visit with a lowsh outdoor picnic in the long perfor-
mance interval.

Hopkins' design reorganises the accommodation
on the slte, reusing existing structures wherever possi-
ble. Tihe mam proposal was to turn the theatre round
through 180 degrees.

This strategy had a number of advantages: the
buildiryg could be dug into the natural slope ofthe
site to reduce its Impact on the londscope, the bulky
fly tower could be set back so that it did not com-
pete visually with the ongir>ol country house; the new
foyercould face the gordens used for picnics rather
than the access road and the scenery dock could
form pan ofa cleoriy defined ‘industnoT' zone away
from the moin public oreos.

The new building is a single volume, three store/s
high and oval on plan with a shallow-pitched roof Its
troditioinol horseshoe auditorium is contained within a
circular drum that projects above the mam roofand
IS connected to the fly tower. A colonnade surrounds
the front-of-house end ofthe buikjmg at ground level.
This is extended radially on the axis to form o new
glass-roofed foyer linking the new building to a
restaurant in the refurbished shell ofthe old back-
stage block. The semicircular space behind the stoge
and fly tower provides a working and storage areo.
connected radially to the scenery get-in and to an
ocousbcolly isoloted rehearsal Nock.

Offices for administrative and production staffare
wrapped round the badcstage part of (he building so
that their windows give a human scale to the other-
wise large. Nank volume. These rooms also serve as
an acoustic buffer for the auditorium, and ensure
that people who work all through the year at Gynde-
boume hove fresh air, daylight and views out Dress-
ing rooms, plant rooms, stores and workshops ore in
the basement

The external walls are ofbrick, used not os
clodding but os a true loadbeanng matenal. with pro-
jecting piers and flat orched openings, exemplifying
the way that the architectural character ofa Hophns
building always onses naturally from the stmctural

functions ofits von'ous elements.
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New Parliamentary Building
project, London 1994

This IS the fotest in a series ofproposals ™ alleviate
overcrowded conditions in the Palace of Westminster
in London. The main purpose ofthe building is to pro-
vide o/pces for 208 MPs. but it will also accommo-
date the Committee Clerks' Deportment o library,
catering fociirties ond a suite ofselect committee
rooms. The site, on the over frontage between the
Palace ofWestminster and a range ofbuildings by
Norman Show, could hardly be more architecturally
prominent or architecturally sensitive. It will form pan
ofa ’porifamentary campus" with a secure perimeter
stretching from Bndge Street to Richmond House and
from Viaoria Embankment to Parliament Street
Beneath the site hes Westminster undergnxmd sto-
tfon, which will be redesigned for London Transport

with 0 new ticket hall below ground.
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The basic fo/m oftfie proposed building is very
simple - a six-storey rectangular block with a central
courtyard. An orcode extends at grourxd-floor level
along the two street ffontoges, she/ten'ng the stotion
entrance /looked by a pair ofshops on the Bridge
Street stde, ond the rao/n puWic entrance to the
building on the Victoria Embankment s/de. The
entrance hall gives direct access, via a grand stair-
case. to the committee rooms on the first floor. For

'MPs, however, the main entrance fs via an existing
pedestrian subway that crosses Bridge Street from
New Palace Yard and rises via escalators in the cen-
tra/ courtyard. The courtyard is surrounded at ground
level and fest-floor levels by doister-like corridors. At
second-floor level the courtyard is covered with a
speaoculor arched glass roofso that it becomes a
landscaped conservatory with o bar. a cafetena and
a library reading area.

Above the level ofthe courtyard roof the cloister

Exploded drawing shows building above new
underground station (below left}. Model shot
(below} shows relationship to Parliament buildings.
Section (bottom) excludes underground station

arrangement gives way to o corrvenpona/ plan with a
central corrKior serving cellular offices. This means
that the building can be mainly naturally lit. with a
consequent saving in energy costs. Ventilation is pro-
vided by air shafts on the facade, connecting the indi-
vidual rooms to tall chimneys on the roof Fans
housed m t/ie roofspace exhaust state air throu”™
the chimneys and draw in fresh air at the bases of
the shafts through heat-recovery units.

The chimneys are fjnctional elements, not mere
decoration, but the picturesque roofline they create is
one ofa number offeatures that help to reconcile
the new building with its sens/Pve context The tex-
ture ofthe stone and bronze facades echoes the Per-
pendicular Gothic decoration ofthe Palace of West-
minster. the curved comers recofl the tunets ofthe
Norman Show Buildings, arx) the b/ock-paPnaied
bronze roofpanels hcve been selected to match the

roofs ofboth neighPours.



Emmanuel College, Master's
Lodge Building, Cambridge 1994

The College bos developed a bneffor a new building
containing a 120 seat lecture theatre which con also
be used for musical or theatncal perfonriances
together with mus/c practice rooms, semirwr and
reading rooms The new building coukj also house the
contemporary an collecuon currency being acquired
by the College os part ofthe Development Plan.

The Master's Lodge Forecourt has been identified
as the site for this new building because ofits size and
proximity to the Old Ubrary and OIdJCR. The proposal

Model shot (above)

shows relationship to
existing college build-
ings. Drawings (right)
show theatre building

lokes the form ofa detached three storey stone bmid-
ing simikjr in size to the ex/sDng Wren Chope/.

The extemol structura/ frame for the building is
constructed from /oodbecTnng Kett(xi Limestone to
match the ad)ocent Wren Chapel together with pre-
cast concrete structural nodes. Windows or framed
ashlar stone parcels are used as infill panels and the
adjacent stair tower is enclosed by glass block frames
within a cylirKfrical structural steel framework The
roofconstruction uses timber and steel trusses sup-
porting tjcoustic Dmber pone/s with lead roof covering
over. Internally, Joinery wol/is wiii be used os partitions

with exposed concrete soff/tts to the ceilings.

Michael and Patty Hopkins:
a biography

The son of a builder, Michael Hopkins was bom in
1935 and Patty Hopkins in 1942. They botii grad-
uated from the Architectural Association where
they were strongly influenced by the teachings of
Peter Smithson, After expenence with odier
architects, in Michael's case several years with Fos-
ter associates, they established their own practice
in 1976 in a house that they designed for them-
selves. Later they moved their office to an indus-
trial unit, also of their own design, in nearby
Marylebone.

Today Michael Hopkins holds the CBE for ser-
vices to architecture. He is an AA Councillor, a
Royal Academician and a Royal Fine Art Commis-
sioner. In 1994 he and Patty were jointly awarded
the RIBA Royal Gold medal for Architecture - the
first bme a husband and wife joint award had
been made since Charles and Ray Fames.

Selected Projects

1976 Architects' own house, H pstead.
London

1981 Greene King Draught Beer cellars, Bury
5t Edmunds, Suffolk

1982 Patera building system

1985 Schlumberger research centre.
Cambridge

1985 Architects' own offices. Marylebone,
London

1987 The Mound Stand, Lord's cricket
ground, London

1988 Solid State Logic develofxnent and
prexfuction building, Oxford

1989 David Mellor cutlery factory,
Hather~ge. Derbyshire

1991 David Mellor offices and showroom.
Shad Thames, London

1992 Bracken House conversion. City of
London

1992 Bedfont Lakes IBM buildings. Heathrow,
London

1994 Glyndeboume Opera House. Sussex
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WORKING

WITH

HOPKINS

The architecture of Michael Hopkins

has always aroused admiration, but in

the years since Patera and Schiwnberger

he has entered unknown territory. What

Hopkins calls “real construction” is a

process ofdesign that makes it possible

for him to use ancient and modern materials with equal

authenticity, even in the same building. Here engineerjohn

Thornton, who has worked with Hopkins over a number

ofyears, offers an unique insight into the process.

Reviewing the projects | have worked on
with Michael Hopkins it occurs «> me that
the process has never been easy. He works by
slowly polishing and refining and, like all
good architects, he is demanding. We did not
make the process easier by arguing about
ideas. An architect may suggest ideas which
can be realised but which lack engineering
logic. Without this logic a design is weak-
ened, so the engineer should argue against
ideas which he believes to be unsound while
being committed to finding an alternative.
We have had plenty of arguments but 1
believe that a good architect values the
debate and understands that the engineer
argues because he too wants excellence.
What interests me, as an engineer, about
Hopkins’ work is that for him engineering is
not simply a set of images. Structural and
environmental engineering concepts lie atthe
very heart of architecture itself. The engineer
is expected to contribute from the beginning
and, as a result, when he works with the
same architect over a number of projects, a
common vocabulary of experience and ideas
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results. This continuity of experience shows
in the progression of thought and increasing
sophistication of the integration of engineer-
ing and the use of materials.

Comparisons have been made between
Hopkins’ buildings using “high-tech” materi-
als like glass, steel and fabrics, and those
which use traditional materials: brick, stone,
bronze and lead. In fact all these materials
are chosen for their suitability rather than
their conformity to a style. Irrespective of
type, the material is used in a technically
sophisticated way. Whether it is PTFE coated
glass fibre or load-bearing stonework its per-
formance is pushed to the limits and it is
used in an absolutely modern way. In this
sense Michael Hopkins’ architecture might
be described as ““high-technology” rather
than ““high-tech”.

My first project with the Hopkins office
was the Mound Stand which started in 1985.
This was a seminal project and from it can be
traced lines of development that lead into all
the buildings that Michael Hopkins has
designed since. In one or all of them are to be

found derivatives of the loadbearing brick-
work; the steel spine structure; the plate gird-
ers; the precast concrete floors; the use of fire
engineering to achieve exposed steelwork, and
the use of membrane roofs.

Bracken House, which followed two
years later, is very different but shared cer-
tain aspects. The Hollington stone used in
the retained wings was carried through and
used structurally in the piers at the base of
the load-bearing facade. The facade itself
was of cast bronze justified by fire-engineer-
ing. The lift shafts in the atrium were
formed from plate girders, and the main
floor beams were precast.

The design of the floors was interesting
because the unusual location of the slab com-
pacted the structural and services zone to
minimise its overall depth. Not only did this
permit the introduction of an extra storey, it
also expressed the radial form of the structure
and was a key element in the fire-engineering
strategy which was the basis of the facade
design. All these engineering concepts were
completely integrated with the architecture.



The joint between the precast beams and
in-situ columns in the central area, and the
permanent metal formwork and reinforce-
ment spacers used as partition restraints, all
benefited from experience gained during
development of similar details on Richard
Roger’s Lloyd’s Building. Experience with the
ductile iron castings on Renzo Piano’s Menil
(iallery was influeniial in the design of the
facade. These derivations show how an engi-
neer, who works with different architects, can
perform a valuable function as a conduit of
varied e.vperiences.

The Compton and Edrich Stands at
Lord’s are apparently different from the
Mound Stand bur the stair-cores continue the
use of plate-girders while the basic structural
principle is that they too are balanced on a
steel spine. This device reappears again at
Glyndebourne, on which we started in 1989.
There the balconies balance on a concrete
spine and are tied-dovvn at the back by the
auditorium wall.

Engineers see things differently from archi-
tects. Sometimes we can recognise crimnion
elements in problems and by identifying tech-
nical principles can help clarify architectural
thinking. Engineering diagrams can ratio-
nalise architectural development. The various
parts of Glyndebourne present different struc-
tural problems and explaining these in a dia-
gram helped establish the various technical
solutions - such as the balconies. It also iden-
tified the main problem to he solved: the
design of the brickwork.

Although the use of brick might seem to
have been based on the physical context of
the site, it was equally derived from the need
to satisfy Hopkins’ insistence that the facade
should not merely be a skin. The problem
was to design a structure which was modern
but which used brickwork as a demonstrably
load-bearing material. An interesting part of
this process was the discussion of the charac-
teristics that govern the performance of brick-
work and which help define the use to which
it is being put.

The relationship of the piers and windows,
for example, demonstrates that the piers are
load-bearing while the bonding of the flat
arches shows that they are made of solid
masonry. The precast concrete floor beams
are built into the piers and appear on the out-
side. The slabs themselves are precast. Pre-

casting was used for speed and quality but

also because it is the natural equivalent of the
timber or cast-iron that would have been
used earlier.

The cement mortars used in modern
masonry require frequent movement joints
and these w'ould have brought connotations
of a non-structural skin. To avoid this, lime-
putty mortar, a flexible traditional material,
was used to eliminate expansion joints,
although this cannot always be achieved.

Throughout the design of Bracken House
and Glyndebourne the Michael Hopkins Part-
nership and Amps had been developing pro-
posals for the New Parliamentary Building at
Westminster. The location and the require-
ment for a building that would age gracefully
led to the use of stone and bronze as exterior
materials. This is an obvious extension to the
work at Bracken House, while the piers are
clearly related to those at Glyndebourne.
There is, however, a less obvious link with
Bracken House where restricted headroom in
the listed wings of the original led to the need
to service these from the outside walls. This
idea has been developed in the Parliamentary
building where the air ducts are placed adja-
cent to the stone piers on the external walls.
The stone piers not only carry vertical loads
but act as part of the moment frame to pro-
vide horizontal stability.

Stone has always been used as a structural
material. The difference in the case of the
New Parliamentary Building is that it is taken
beyond the limits of previous empirical expe-
rience and used as an engineering material.
Thus, as at Glyndebourne, research and test-
ing are an essential part of the design. The
aluminium bronze alloy, which is used struc-
turally in the roof has also been the subject of
extensive research since it too is being used in
an innovative way.

There is, in the New Parliamentary Build-
ing, a subtle link with the Mound Stand
where the existing terrace had an area of
steel filler-joist and breeze concrete con-
struction. Water leakage had corroded some
of the filler joists but we justified the struc-
ture by calculating that arching action with-
in the concrete would compensate for the
loss of support from the filler joists.
Although this arching action was a struc-
tural concept rather than a physical form the
idea of an arched floor lodged in the archi-
tects’ mind for future use. It was to have

been used at Lord’s with ferrocement perma-

nent formwork, but it could not be procured
in time. Pier Luigi Nervi too had used ferro-
cemenr and made extensive use of ribbing in
concrete. These ribbed forms interested
Hopkins who wanted a similar quality in the
floors of the Parliamentary Building. How-
ever, the form of the building was such that
the logical way of spanning the floors would
have been with parallel transverse ribs like a
car park — an unfortunate image.

As an alternative we suggested folding a
thin concrete slab into a wave form, an effi-
cient way of spanning the floors with the
minimum amount of material. It also pro-
duced the arched form which was to have
been used at Lord’s.

The competition for the Inland Revenue
Centre at Nottingham was won in 1992
with a design w'hich, combining the court-
yard of the Parliamentary Building with the
brickwork piers of Glyndebourne. The com-
petition scheme used a system of precast
beams and slabs but in design development
this too changed to a precast wave-form slab
derived from the Parliamentary Building.
The brick piers could have been built in situ
within the programme, but as this was obvi-
ously a critical activity, we developed a
design which allowed them to be made off-
site. This strategy was very successful: the
piers, assembled under perfect working con-
ditions were very precise and could be stock-
piled in advance of requirements. This idea
has now been absorbed back into the Parlia-
mentary design where the stone piers will be
also be pre-assembled.

If the Inland Revenue Offices at Notting-
ham, now nearing completion, are high-tech
“traditional” construction, the Amenity
Building there, a spectacular membrane struc-
ture with steel masts and glass lenses, will
exemplify traditional “high-tech”.

As a structural engineer | have concen-
trated on structural issues in relation to my
work with Michael Hopkins. But there has
been, in parallel, a development in the inte-
gration of environmental services too.
Bracken House was an early example of the
close spatial integration of structure, services
and architecture. In the Inland Revenue and
Parliamentary Buildings, architecture, struc-
tural and environmental services are so com-
pletely embedded in the architectural con-
cept, that the whole building fabric plays a

part in reducing energy demands. D
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GLOBAL
REVIEW

SALE OF THE CENTURY
COMMUNITY MAN
GLASGOW TOWERS
BIG OFFICES
BACK TO JACOBSEN

TECHNOPOLE

DUBLIN MODERN AND
ANCIENT

In most other countries, the sale
of an architect’s own house
would merit scarcely a mention
outside the professional press.
But in Ireland, the fact that the
house Michael Scott built for
himself was coming up for auc-
tion received front-page coverage
in that august organ, the Irish
Times, and became a topic of
heated discussion.

To the Irish — and in particu-
lar Dubliners — Scott, who died in
1989, was a national artistic
hero, fit to rank alongside James
Joyce and William Butler Yeats.
This was appropriate, since he
built his house, Geragh, in 1938
at Sandycove, right next to the
early nineteenth century Martello
tower - one of a string of coastal
defences against an expected
invasion by Napoleon - where
Joyce stayed in 1904 and which
he used as the setting for the
opening of his great novel
Ulysses. Some 30 years later he
rebuilt Yeats’ Abbey and Peacock
theatres in brick Miesian mode.

Scott - whose practice Scott
Tallon Walker survives and
flourishes, and whose celebrated
proteges include Kevin Roche
who went on to work with, and
take over the practice of, Eero
Sarinen in the United States -
here introduced the “international
Modern” style to Ireland, which
in the 1930s was still a young
nation trying to make its way on
the international stage. The sig-
nificance of the house is not so
much in its architecture - this is a
highly competent hut early work,
openly derivative of the Dutch
and German masters of the
genre, and not so assured as his
famous Irish Pavilion at the 1939
World Fair in New York - as in
its historical associations. So
when it was put up for sale by his
family, three years after his
death, moves were made to turn

the house into a museum of Irish
architecture and design.

This was a good idea in princi-
ple. The Joyce Tower had become
a museum some years earlier, and
literary pilgrims could have
rubl>ed shoulders with architec-
tural if the house had been flung
open to the public. In practice,
however, the museum was a non-
starter. Sandycove is a secluded
peninsula across the bay from
Dublin’s harbour resort of Dun
l.aoghaire. There is nowhere to
park a car and — particularly in the
summer months - it gets crowded
with swimmers and sunbathers.
Despite this, the house with its
garden, set in a hollow right up
against the granite tower, remains
curiously calm and secluded.
Moreover, where was the money
to be found to buy the house and
found and endow a museum?

So the discussion in the city
turned to the more practical mat-
ters of who, if anyone, would
buy the house, how much it
would fetch, and whether Scott’s
legacy would be spoiled. At one
point, it looked set to become an
embassy, or at least an ambas-
sador’s residence. But this snub-
nosed building, well-maintained
but distinctly lacking in the
kitchen and bathroom depart-
ment, would obviously not find
favour with everyone.

In the end, when auctioneer
Alexis Fitzgerald brought the
hammer down on the property at
the Dame Street auction rooms,
Scott’s house sold, for £274,000
(a little more than expected), to a
banker who is keen to restore the
house with care.

This, if true, is a piece of luck
which means one less worry for
the Dublin architectural fraternity.
Plenty of fine buildings in Dublin,
from Georgian times to the pre-
sent day, continue to fall into
decay or be summarily demol-
ished. Although there have been

some set-piece costly restorations,



Her rtiajesty the Queen with Michael Scott in 197S (below right) ami Scott's

house next to the Ulysses tower (below)

including most recently the 1720
Dr. Steven’s Hospital (restored by
Arthur Gibney) and the 1738
Newman House on St. Stephen’s
Cireen (restored to archaeological
standards of exactitude by David
Sheehan) there are many others
queuing up for the small amount
of cash available.

Chief among these is Francis
Rtibinson's 1802 St. George’s
(Church in Hardwicke Crescent,
a fine example of a Georgian
Protestant church, with Dublin’s
tallest spire and a single-span
interior, 18 metres by 25, which
is, unusually set sideways-on: it
is wider than it is long. Deconse-
crated and sold in 1990 to a pri-
vate owner who cannot afford to
repair it, it is now suffering from
that curse of eighteenth-century
technology: rusting iron cramps
in the stonework which split the
masonry of the tower asunder.

Were this a wealthy European
capital, St. Cieorge’s would be the
ftkus of a concerted fundraising
campaign. Being Dublin (a city
described by (iibney as lying
“...at the end of that great road
through Athens, Rome, Paris and
London™), it stands largely for-
gotten in what is now a run-down

part of town. There are plans to
turn it into a concert hall, but
hopes are not particularly high.
At any given time in Dublin, there
is usually only one focus for
investment and arts money, and
at present it is all going into the
city-centre urban regeneration
scheme of the Temple Bar project,
due for completion in 1995. After
that, who knows?

ADMIRED PARK
Back in 1968, when Californian
students were rioting, the Grateful
Dead were the band to listen to
and Dustin Hoffman was on his
way to superstardom courtesy of
The Graduate, a successful Kore-
an-born architect, Ki Suh Park,
suggested to his peers that archi-
tects ought to shoulder a responsi-
bility on social issues. Lhis May,
he found himself the recipient of
the American Institute of Archi-
tects’ citation for “significant con-
tributions to society”. Not uncon-
nected with this is the fact that
Park is also currently on the
Rebuild L.A. Executive Commit-
tee, and is chair of its Racial Har-
mony and Discourse Task Force.
In a very American way. Park

manages to be a community

activist, an exemplar of racial
minorities making good, and the
principal of a highly-successful
firm of architects, planners and
transport consultants, Gruen
Associates, in which he owns a 51
per cent stake. His was never a
“normal” career structure - he
arrived in the USA from South
Korea in 1953 in the aftermath of
the Korean War, sptmsored in his
training by both the author James
.Michener and the sentimental-
realist artist Norman Rockwell.
Having studied at the University
of California at Berkeley (hence
perhaps his intervention in 1968)
and graduating from the Mas-
sachusetts Institute of Technology
during its Miesian phase, he
joined Gruen Associates in 1961.
Unusually for the time, the firm
had a policy of hiring what are
described as “minorities, women,
and people from all parrs of the
world”. Park continued and
expanded this multi-everything
policy at Gruen during the 1960s
and 1970s. But the reason he has
received the AIA’s “Whitney M.
Young Jr. Citation for significant
contributions to siK'iety” is as
much for the way in which he

shamed his largely corporatist
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profession to take a wider view of
society than merely wondering
where the next curtain-wall office
block was going to come from.

Park, therefore, is a nationally
recognised business success story
with a social conscience. He
helped create a climate of public
participation, particularly in
housing relocation projects, at
the same time as undertaking
more conventional commissit)ns
such as the expansion of the Los
Angeles Ckmvention C"enter and
working in Korea, Japan and
Indonesia. He is also interesting
from the architectural historian’s
point of view as someone who
worked instinctively in what
became known as “community
architecture™, years before it
became fashionable.

The Americans do love their
citations, and sometimes the
wording is very gtmd. How
about this, from the AIA in full
Oscar-ceremony mode:

““Literally hundreds of people
have benefited from Park’s wise
counsel and leadership, his altru-
ism, and his commitment to
human values. As a role model.
Park is not only a community
activist dealing with major social
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Ross FoHnluin: new ways oflighting
Kdinburgb

and economic issues, but an
activist leading by example in a
whole spectrum of his profession-

al work.”

GLASGOW SECOND TOWER
Amid much loose talk as to what
would make a suitable monu-
ment to celebrate the commence-
ment of the third millennium,
Glasgow, which has become very
proud of its European cultural
image, now has two competing
millennial schemes.

Still on the table is the winner
of the international 1993 Glas-
gow Tower competition by
Richard Horden, usually known”
as the “Glasgow Wing” because
of its aerodynamic shape that
rotates into the wind, so saving
on costly structural stiffening. Its
new rival, however, is by no liv-

ing architect. It is the proposed
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rebuilding of a monument from
the 1938 Glasgow Empire Exhi-
bition, “Tait’s Tower”.

Thomas Tail of Burnet, Tait
and l-orne was chief architect to
the expo in Bcllahoiision Park,
which was the most comprehen-
sive collection of Modernist
buildings in Scotland before the
Second World War. The Tower,
a somewhat Constructivist edi-
fice in concrete and glass rising
from a curving base block, was
its centrepiece. Like the much
more delicate Skylon at the Festi-
val of Britain, but unlike the
Atomium in Brussels, it was
afterwards demolished.

The group wanting to recon-
struct Tait’s lower points out
that its most substantial compo-
nent — 3,000 tonnes of poured
concrete foundation block - is

still inside Bellahouston Hill.

New in New Zealand

Christchurch Railway Station Iry Warren and Mahoney (to(>l, and Fsktiale
School Hall by Paris Magdalinos represent the two poles of contemporary New
Zealand Architecture. The 1u>o buildings were honoured among itx out ofan
entry of 36 for displaying "'magic” and “a return to more solid and basic val-

ues

“We believe that the rebirth of
the Tower would be a major con-
tribution towards Glasgow’s
striving to be a F.uropean centre,
a capital of culture and a city of
architecture and design for the
coming millennium,” heroically
Slate the group’s leaders, Neil
Baxter and Jim Waugh.

There is a subtext here: Glas-
gow, Edinburgh and Liverpool
are the three UK cities competing
to win the crown of “city of
architecture and design” for the
year 1999. Edinburgh is trying
very hard, proposing to build a
new architecture centre, making

much of its rather successful

in this year's New Zealand Institute of Architects-Resene National Awards

four-year city-wide lighting pro-
ject {involving different “temper-
atures" of lighting for different
periods of the city’s history), and
signing up Giancarlo de Carlo in
support. Sir Richard Rogers is
backing Liverpool, where he hap-
pens to be building at the
moment. Glasgow still appears to
be searching for the Big Idea.
Footnote: Bellahouston Park is
becoming quite the place for Scot-
tish architectural revivals. Three
years ago Charles Rennie Mack-
intosh’s failed German competi-
tion entry House for an Art Lover
was lovingly built there. It is still

trying to find a function.



BIG OFFICES

I'or a small country, the Nether-
lands does come up with some
quite remarkably large office
developments. One of the reasons
for this is that the Dutch are very
good at insuring things, and the
country contains some awesomely
huge insurance companies as a
result. This building, called
Haagse Poort or “Door to the
Hague™, will be the new head-
quarters of one of the biggest
insurers in the world, Nationale
Ncderlandcn.

It is designed by R«itterdam-
based architects Kraaijvanger,
will cover 81,000 square metres
of floorspace, has a 20,000
square metre ceramic facade,
spans a motorway, parks 1,000
cars, rises to 70 metres high in
places, and will be turquoise and
white. Despite its size it could not
be said to be authentically Dutch
in character but if city gateways
must be made these days - then
you may well fill all the space
inside with insurance clerks as

anyone else.

CHEAP DENMARK
Do small countries, having short

lines of communication, get more
things right in planning and
architectural terms than larger
ones? Where better to find out
than in compact Denmark?

To try to explain how plan-
ning in Denmark (usually) works,
the Danish Cultural Institute is
holding a seminar on Town Plan-
ning and urban renewal in
Copenhagen this .September.

The seminar is open to profes-
sionals, teaching staff from uni-
versities and institutions of higher
education, and advanced students
from all over the world.

Denmark has a very carefully
planned urban framework in
which the consumers are not far
removed from those who make
the decisions. Moreover the Dan-

ish population is very aware of

o <<

the need for quality, tending to
allow the introduction of new
ideas by a process of evolution
rather than revolution.

It is this aspect of designing for
the spirit of place on a co-opera-
tive basis that will be explored in
the seminar, which is being held
in the English language, between
September 17-23, 1994 and
includes several visits to sites of
interest. Cost is DKK 7,600.
Application forms from Det Kul-
turinstitut, Kultorvet 2, DK-1175
Copenhagen K, Denmark. Dead-
line for applications is August 10.

JACOBSEN REVIVED
After touring Copenhagen, Ams-
terdam and Seville, an exhibition
of architect Arne Jacobsen’s
design work will conclude its run
at London’s Design Museum,
fromjiine 16 to October 2, 1994.
Danish-born Jacobsen, who
died in 1971, was a prolific
designer of furniture, lighting,
tableware and textiles. Although
usually intended for individual

yf

buildings, many, such as his cel-
ebrated bent-plywood “Ant”
chair, have since gone into mass
production. Other chairs include
the “Swan”, the ““Egg” and the
“Series 77

Although Jacobsen drew out
his buildings painstakingly, he
appears never to have committed
his product designs to paper, pre-
ferring to work directly and let
them emerge from the available
production processes. It is said
that the “Ant” chair derives its
striking nipped-in waist from the
simple fact that the cut-outs in
the plywood remove tight radii
that would otherwise make the
veneer wrinkle.

Original architectural models
and drawings have been lent by
the Royal Danish Academy of
Fine Arts. Sponsorship is by
Carlsberg-Tetley.

Ante Jacobsen in Focus: 16
June-2 October 1994, Design
.Museum, Shad Thames, London
SEI 2YD. Phone +44 (0)71 403
6933. Fax: +44 (0)71 378 6540.

nil

WHAT IS GLOBAL HIGH-
TECH?
Here are the |udges: Sir Norman
Foster and Sir Richard Rogers
from London, Jean Nouvcl from
Paris, Tay Kheng Soon from Sin-
gapore, Philip Cox from Sydney.
Here is the award: the Quatcr-
nario IAITA Gold Award for
Innovative Technology in Archi-
tecture, founded by a steel mag-
nate. Now - go ahead and work
out the winners for yourself.
There were five winners of
the Quaternario, a biennial!
award established in 1986 by
Massimo Coloban, president of
the Permasteelisa company.
Given who was on the judging
panel, a number of names you
might expect to crop up obvi-
ously couldn't. The five, this
time round, w'ere: Nicholas
Grimshaw for his Waterloo
International Terminal in Lon-
don; Funiihiko .Vlaki for the
Makuhari Messe Nippon con-
vention centre in Tokyo; Valode

et Pistre 6¢c Associates for their
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Jena Revisited

Readers may recall the scene of devastation that tvas the former Carl Zeiss
optical plant in Jena (WAZ20). At that time the most recent ofthe DDR build-
ings, BS8. was in the process ofbeing converted and overclad as a mixed use
commercial development by architects Rodl + Braschl. This project has now
been completed, together with some ofthe work set in tram by DECVi' on the
site at the heart ofJena. (Photo: Richard Bryant/Arcaid)

L’Oreal factory outside Paris;
Forbes and Fitzharding for the
CRA Advanced Technical Devel-
opment Complex in Victoria,
Australia; and Bchnisch & Part-
ners for the Bundestag (German
Federal Parliament Building) in
Bonn.

All these are, broadly speak-
ing, variations on the glass-and
steel aesthetic that now domi-
nates one kind of technology-led
architecture. It’s interesting, as
always with such awards, to see
who didn’t make it to the top
rung. The disappointed firms
who were on the shortlist of 20

are a roll-call of some of the
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world’s leading architects: Aus-
tralia’s Denton Corker Marshall
and Daryl Jackson, Belgium's
Samyn and Partners, France’s
Claude Vasconi, Germany’s
Architekturhuro Bohm, the
Netherlands’ Harry Rejinders,
Malaysia’s Ken Yeang, Nor-
way’s Niels Torp, japan’s Kenzo
Tange, Spain’s Martorell Bohi-
gas Mackay, Switzerland’s
Mario Botta, the UK’s Manser
Associates, and, in the United
States, Kohn Pedersen Fox,
Murphy/Jahn, and Skidmore
Owings & Merrill. Plenty of
steel and glass among that lot,
but also quite a bit of masonry

Architectural photographer Timothy Soar's attempt to get the Cambridge
mediatheque project offthe ground look a step nearer fruition this summer.
After successful exhibitions at Cambridge the design proposals of Apicella
Associates, Hodder Associates, Jonathan Ellis-Miller, Robert Evans, Shillam +
Smith and Spiller Farmer will be coming to London shortly. Shillam and

Smith's offering (above) gives the flavour

and timber in various forms.

Such an award, we hope, will
as time goes on address the mat-
ter of what are seen as “tradi-
tional” materials used in an
advanced way. C.edric Price once
defined “high-tech" as the way a
mediaeval stonemason dressed
great blocks to fit together with
the very thinnest layer of mor-
tar. Most of what passed for
high-tech, he averred, was mere-
ly industrial chic. With archi-
tects such as Michael Hopkins-
once a steel, glass and tensed-
fabric man - now working
extensively in loadbearing
masonry and natural ventilation,
and even Norman Foster capa-
ble of producing a timber house,
it seems that our definitions of
what constitutes ““technology-
led” in architecture may be
about to shift our aesthetic per-
ceptions of the genre.

The up-and-coming architects
in Britain, Modernists to a fault,
tend to divide themselves into
“woodies” and “techies” to
describe, not their technological
programmes, but their aesthetic

preoccupations. To which, in the
light of some recent UK architec-
ture, we might soon add the cate-
gory ““stonies”. To check this
out, see the “New British Archi-
tecture” show, originating at
London’s Architecture Founda-
tion, which is at Berlin’s Aedes
Gallery during Summer 1994,
and at the Arc en Reve centre in
Bordeaux during the Autumn.
Dominique Perrauit, he of
Paris’s Tres Grand Biblioteque,
got into hot water at a March
symposium on timber at Paris’s
Pavilion de L’Arsenal. As the
world knows, Perrault’s competi-
tion-winning design involved
putting all the boerks in four L-
shaped glass towers. Then the
matter of climate control and
book conservation came up. Per-
rauit decided to overclad his
glass with red wooden shutters.
However, this apparent move
from techie to woodie has
proved controversial since it is
alleged to involve the use of
prodigious quantities of rainfor-
est timber. Technology, these
days, is all about sustainability.



TECHNOPOLE

At what point does a disease
become sufficiently widespread
and alarming to generate its own
dedicated architecture? In the
case of the European Heart
House, the point was reached
when the development of cardiol-
ogy demanded a stand-alone cen-
tre, apart from specific depart-
ments in specific but competing
universities and hospitals.

The Heart House has recently
been completed in the vast busi-
ness/research development
(known as a technopole by the
French) of Sophia Amipolis out-
side Nice. Designed by architect
C.J. Schmeltz, it is the first pur-
pose-built headquarters for the
European Society of Cardiology,
which was established in 1950.
This is where cardiologists get
away from their patients to meet
up in a training and educational
centre. It also acts as the hub ofa
pan-European research computer
netw'ork.

The centre takes three forms: a
semicircular entrance and admin-
istration building, dominated by
the abstract brick patterning of its
end wall: the linked oval of the
conference building; and a semi-
formal landscape for those
healthy strolls in the intervals.

This is the third building of
its kind in the world, but the
first outside the United States.
Significantly, its technopolic
location was preferred to a
clutch of famous cities that w’ere
considered, including Amster-
dant, Barcelona, Berlin, Brussels,
Dusseldorf, Frankfurt, London,
Munich, Strasbourg and Vienna.
True, the archly-named Sophia
Antipolis (which has been going
since 1969) is intended to
become “an international city of
knowledge, science and technol-
ogy”’, which sounds appropriate:
but one can’t help thinking that,
being midway between Cannes
and Nice, it has the perhaps

coincidental advantage of a far
better climate than any t)f those

northern cities

$200 MILLION BEIJING
PROJECT

Los Angeles, CA. May 20, 1994
— The Los Angeles office of
RI'KL Associates Inc, an inter-
national architecture and engi-
neering firm, has been awarded
the design contract for Xi Xi, a
new rnixed-use development in
Beijing, China. The China Aero-
nautical Project and Design
Institute is serving as the local
architect. The firm behind the
$200 million project is Beijing
Huayuan Real Estate Company,
one of the city’s largest develop-
ers.

Xi Xi, consisting of retail and
Class ““A” office space as well as
a five-star hotel, is the second
major Beijing project awarded to
RTKL since late 1993. The firm
is also the design architect for
the $300 million redevelopment
of Beijing’s historic DongAn
Market.

In addition to executive vice
president David Brotman, the
RTKL design team includes Greg
Yager AlA as project manager and

PatholugiCiil grandeur, Schmehz's European Heart House near Nice

Xiaoguang Liu as project designer.

A major contender in the
international market, RTKL’s
Los Angeles office currently has
projects underway in 24 foreign
countries. The firm’s portfolio
of large-scale mixed-use, plan-
ning and urban design, retail,
hotel and resort, and govern-
ment projects also includes work
within California and several
other states.

SEATTLE REVITALISED
beattle — This year’s Callison
Internationa! Student Design
Competition (CISDC') challenged
top architectural students from
30 colleges and universities on
five continents, representing 14
nations. Tapping into their status
as an international design force,
Callison put together an interna-
tional design competition that
served as a “testing ground for
new ideas about urban develop-
ment”’, according to Callison
Design Director Mike Whalen.
Students from the University
of London to Quan Zhou in the
People’s Republic of China and
the University of Washington in
Seattle offered their best design
for a section of the Seattle Com-

mons, a neighborhood revitaliza-
tion plan surrounding a magnifi-
cent urban park in Seattle’s
South Lake Union area, Winners
announced in July.

Callison selected the Commons
district of Seattle as the focus for
the competition because it mani-
fests global trends in urban
design. Historically, urban solu-
tions have originated in other
countries, whose cities have long
been dealing with the problems
associated with integrated urban
neighborhoods. Callison is ““in the
fortunate position of being able to
bring students around the world
together on a tangible, challenging
project while generating further
interest in the Seattle Commons
effort”, explained Whalen, who
heads up major Callison projects
in Asia. Whalen was also a mem-

ber of the competition jury.

PENS FOR ALL
The following readers won Lamy

fountain pens in WA's reader
guestionnaire contest. Paul Cilog-
gins, Wakefield, England. David
Booth, Hong Kong. Michael
Hohmann, Germany. Kristinsson
Reitsema, Netherlands. Sue
Nolan, London. D

a7
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HELENE BINET

Helene Binet grew up in Rome, within sight of Borromini's Chiesa
Nuova. The city's light, with its strong chiaroscuro effects, left a last-
ing impression on her mind. That same clarity of light is found in the
work of such architects as Hejduk and Leverentz. Her affinity with
both of them, especially the close working relationship she has devel-
oped with Hejduk, therefore seems almost natural. The work she did
at the Geneva Opera before entering the field of architecture showed
the transformative potential of architectural photography. Like music
her photographs externalise emotions, allowing the viewer to per-
ceive the architect's intentions even where these are not fully real-
ized. The photograph then becomes a revealing and emotional event,
much like a carehilty orchestrated dramatic moment in Opera.

Telephone +44 71 267 1277
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ONE HUNDRED

MILLION ALL

TV commercials are an integral part ofthe contemporary environment, estab-

lishing our images ofthe tvorld. Nowhere is their role more intelligently

understood than in Japan. There “Commercial Messages . CMs” play a

role more akin to high culture than to advertising. Keiko Sei, a Japanese

media analyst living in Europe, gives an insider's view ofthe fractal geometry

ofJapanese TV image culture.
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In this poster from a Seibu TV commercial a giant model strolls through the city

Once upon a time in 1980s Japan, the artist
Christo expressed strong reservations on
learning that his solo show was to be held in
a department store. The planners at Seibu
pressed the argument. Christo however, being
a Westerner, could not comprehend Japanese
circumstances. What convinced him in the
end was the promise that his exhibition
would also be seen at a separate, f‘ree-stand-
ing museum outside of Tokyo. One could
almost cap off this little story with the punch-
line that the real reason Christo objected to
the department store show was because he
didn’t want to I>e upstaged as a wrapping
artist. For as everyone knows, Japanese
department stores are famous for wrapping
everything to excess.

Japanese department stores are likewise
famous for selling “everything from soap to
culture”. Many department stores have their
own theatres and museums, facilities on a par
with anything public venues might offer -
often better. Then there are ““artist spaces”
and ““‘designer spaces”, audio-visual ““soft-
ware counters that sell, among other visu-
als”, video art. The Japanese department
store possesses unimaginably more functions
than in any other country. Andy Warhol may-
have said “The best museum is a department
store”, but to Japanese city-dwellers, accus-
tomed to a hyper-consumer lifestyle, theory
lags far behind reality.

Thus, when the artist trio General Idea
exhibited their Boutique, a work that plays
off commercialism and art to full effect in art-
contextualised spaces, the joke fell curiously
flat. The site for their Japanese show was lin-
gerie manufacturer Wacoal’s “cultural anten-
na building” SPIRAL located in the heart of
Tokyo’s prime “Image Consumption Area”
Roppazao, a “multi-forum” with a trendy
Thai nightclub in the basement, cafe and atri-
um/gallery on the ground floor, decorator-
item boutiques on the first floor, a perfor-
mance/fashion-hall on the second floor, and a
salon, executive members’ club and up-mar-
ket French restaurant above that. Small won-
der that General Idea’s Boutique lost all
shock value; it positively paled in comparison
to the second floor SPIRAL boutique where it
was displayed.

Artist-stable galleries are practically
unheard of in Japan. Any artist wanting a
solo exhibition must rent gallery space at
exorbitant rates, plus expect to pay the venue



up to 50 per cent of sales.

Public support for the arts remains negligi-
ble and for individuals virtually non-existent.
There is no such thing as non-profit status and
no tax write-offs for contributions to culture.

All things considered, it’s not difficult to
see why art in Japan is unthinkable without
ties to commercial enterprise.

In Japan the whole fine art/applied art
dichotomy never existed. Not only is there no
Japanese term for ““applied art”’, but the word
bijutsu (beauty + skill) commonly translated
as “fine art” rather loosely encompasses both
concepts. In more common usage is “art”
pure and simple, either translated as geifutsu
(talent + skill) or transliterated as ua/o, with
subtle differences of nuance and conscious
distinctions in usage. The effect is to undercut
the loftiness of “art with a capital A” by
injecting a dash of street scepticism.

Seen in this light, the history of Japanese
TV advertisements - CMs or “commercial
messages” - fairly well delineates this
geijutsu-into-ge-i-iu-tsu transition.

In 1969, a Maruzen Oil “Dash 100" high-
tKiane petrol CM swept Japan. It showed a
young model whose miniskirt is “breezed up”
by a passing car, prompting the line, ““O-o,
mor-o-re-tsu!" (“So fierce!””). This marked the
beginning of a specific CM production tech-
nique whereby, as one analyst pul it, “the psy-
cbologicijl emphasis breaks down stiff com-
monsense resistance to pretence”. The signifi-
cance of italicising “psychological” is that in
the actual commercial the model only speaks
her line; the TV audience is free to “hear” the
implication if they so choose. The genius of
this CM, however, was to make the viewer see
a mental subtext. What was really “so fierce”
was the ““Age of Rapid Economic Growth” -
as Japan’s 1960s were called — but the com-
mercial made light of that ““fierceness””. This
technique is what we Japanese would call ge-i-
ju-tsu teki - or perhaps “artful™.

Take the case of Taro Okamoto: one of
Japan’s leading postwar artists, he is also a big
star in the world of CMs. His 1975 Rol>ert
Browm whiskey CM, in which this Japanese
Dali pronounces “Art is an explosion!”, left
its mark. A follow-up CM for the same
whiskey had Okamoto promoting a free-gift
glass with the now-famous line, “The bottom
of the glass ouglua have a face!". Soon, as the
newspaper print version of the advert pre-
saged - the copy ran “Oeating a chilling con-

temporary mask, to cast a spell over this new
world" - Okamoto’s face was everywhere,
along with his artworks. More recently, a JVC
Victor S-VHS video CM had Okamoto poetis-
ing ““Blistering bright red, true blue...ah, the
visions!” in front of a painting entitled The
Challenge, which depicted a fist with a face on
it; while a “Dustkin Free-Size Mat” doormat
CM showed Okamoto free-floating in the
middle of a non organic room, dropping red
balls that metamorphosed into a carpet, the
whole room seen from directly above forming
a huge face.

The fixation on Okamoto’s face, albeit
something of an after-effect, is extremely
telling. Given that ail characters who appear
in CMs - animals and cartoon figures includ-
ed - are the sponsor’s face, Okamoto is the
face of Kirin-Seagram, JVC and Dustkin to
the TV audience. At the same time, Okamoto
is the face of “art” as pictured by the Japanese
public at large. Having Okamoto spout such
slogans as “Art is an explosion!”’, making the
TV audience imagine that “Art oughta have
an artist’s face”, CMs have become an artful
caricature of art. And, if any more proof were
needed, Okamoto is the same enfant terrible
who created the soaring giant-faced Tower of
the Sun at that paean to contemporary con-
sumer society, Osaka Expo ’70.

Okamoto strikes a pose diametrically
opposed to that of Josef Beuys, who appeared
in a Nikka whiskey CM with the written
credit line: “Josef Beuys appears in order to
promote his own nature conservation move-
ment.” For the Japanese, who never had any
real concept of art, let alone one of ideology,
it was too much to expect them to compre-
hend Beuys’ concept that ““Everyone is an
artist” as fine art. Furthermore, the group-
minded Japanese are so wont to use the
phrase 100 million all” that they would
merely have thought him to be reiterating
some “Artists 100 million all” remark - sure-
ly somebody must have said that. Just why
this gaijin so-called artist would only appear
in a CM tacking on an appeal to a “just
cause” was altogether baffling.

Meanwhile, the overwhelming majority of
Japanese art school students dream of
becoming “CM creators” after graduation.
Their heroes are CM copywriters and direc-
tors Shigesato Itoi, Katsumi Asaba, Makoto
Saito and Taeyong Lee. They can swing

money equal to feature film budgets, and the

ESSAY

LD Karaoke machine CM
One ofthe most popular ways in which people in
Japan today spend their leisure time is in the
“Karaoke liox". There are ntiilinns ofthem all over
Japan. These small rental rooms have capacity for 4-
people and an LD-Karaoke machine. You can rent
the room by the hour, bring whatever you like -
drinks, food 1 and have a Karaoke party with family
and friends. In this CM for one of the manufacturers
of Karaoke machines, a man is peeping into one of
the supposedly luxurious Karaoke boxes

“Stamina Drink " CM

This commercial message is derived from the Sal-
vador Dali painting “The Persistence of Memory".
The exhausted man in the painting drinks what the
Japanese call a “nutritious drink “ or a “stamina
drink” (such drinks are the biggest secret of
Japanese economic power — they give the drinker
instant stamina), then he revives and even time
itselfrevives with him

“IBM Japan" CM
This commercial shotvs that the computer has

16,770.000 colours, stereo sound and depicts
Japanese characters beautifully
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Lawson chain store CM

A “Lawson Japan” CM (latwson is a convenience
store chain). Transmitted during the busiest shop-
ping month at the end ofthe year, this CM shows
that you can make reservations for all kinds of ser-
vice provided by the store. The girl sits in her room
wondering ifthere is anything she has forgotten to
huy. The picture shows a typical room ofa single
Japanese girl who lives atone

Nagasaki Holland Village CM

This commercial shows a young couple spending a
day at the “clone city" of Groningen, reproduced in
a district of Nagasaki and designed to offer Japanese
holidaymakers the illusion offoreign travel

Ski dome CM

This commercial is for SSAWS5, the world's largest
indoor ski slope. Hundreds of skiers are seen soar-
ing over the dome ofthe building which is only
partly visible above the snow
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“Sekisut Hume” CM

The girtis a half Western and a halfJapanese celebrity who was a popular
child actress in the 19SOs. The picture, one ofthe various shots of her laugh-
ing, crying and talking, is taken from an old film ofhers. Over the picture the

narrator says “A timber house that laughs and cries when you do

It makes

an appeal both to people's nostalgia and their fascination for anything West-
ern-made, which is seen as old-fashioned

glamorous star treatment afforded them in
the mass media, convincing them that in
doing a CM for Seibu they’d be doing better
work than pure artists like Robert Congo

and Jonathan Borofsky.

CMs as video hoikus
Show a reel of Japanese CMs to a foreigner

and almost inevitably the reaction comes hack,
““Hey, | just got an idea for a Japanese CM!”’.
But to Japanese versed in the furyu aesthetics
of it all, such sudden inspirations are a daily
experience, not unlike haikus popping into the
head of a poet. In fact, the similarities I>etween
haikus and CMs are many: both must conjure
up vivid pictures within extremely limited
frameworks (17 syllables for haiku., 15 seconds
for CMs), both must work in special words
(kigo seasonal references, sponsor or product
names), both are inseparably linked to the lives
of the common people, and as seventeenth-
century master poet Basho’s maxim of
“unchanging flux” has it, both are constantly
in search ofthe new and different. Blank verse
has a relatively short history in Japan; to this
day the Japanese feel closer to the strict pat-
terns of haiku and waka. They tend to applaud
“mastery” within restrictions more than flights
of free expression. And as foreigner’s reactions
show, this gives a distinctive character to
Japanese CMs.

Another major characteristic of Japanese
CMs is that, unlike the demonstrative ai™u-
mentation of adverts in the United States - that

other great commercial country — the appeal is
more sentimental. Instead of saying this is
what'’s g<H)d about the product, the approach
is to create an engaging mood-image. Many
CMs are unrecognisable as advertising until
the very end. As Jacques Seguela, the French
PR man who engineered Mitterand’s 1981
upset victory on the strength of his advertising
campaign, commented: “Japanese advertising
operates symbolically at a remove from the
product. While, as we all know, American
advertising remains bound to the product. Arc
not the Japanese playing out the ultimate stage
in advertising communication? Indeed, the
ultimate stage played out by those “CM cre-
ators” so revered by Japanese youth would
seem to transcend the bounds of advertising
communication itself.

A Koikeya snack foods CM series that ran
for two years caused something of a stir. For
here among Japanese CMs removed from the
product were the first adverts in ages to stress
product names - albeit ushering in a new
technique in the process. In a 1988 Scone
CM, the product name Scone is called out
repeatedly as the basic rhythm to the ball-
room step a young couple are dancing. In the
follow-up Jagaz crisps CM, {Jaga meaning
““potato”’), we see detectives replaying the evi-
dence from a security-camera of a hank rob-
bery over and over again, each time two
housewives in the foreground repeat the inci-
dental comment, ““It’s these jagged edges that

make Koikeya Jagaz so tasty!”.



Sanyo fashion house CM

i'fcof M Prague for its “Kiifkatsquc”effect, this CM depicts peiyple hanging

from trolley-car unres to the music ofKing Crimson

Japan in 1989, it was said, “wanted to
cry”. An extremely odd turn of phrase, to be
sure, but the mass media abound with this
sort of expression. “Popular demand”,
heretofore virtually invisible in the old cultur-
al order, has with the advent of the new CiM
culture become easier to grasp.

The purpose of CiMs is to steer popular
demand toward consumption, isn’t it? Yet, by
the same token, even before they get that far,
CMs reflect phenomena that have already
been subjected to who knows how many fas-
tidious marketing procedures, so itisn’t as if
the populace couldn’t have known - which
paradoxically also makes it impossible to
utilise CMs for propaganda. Furthermore,
what the Japanese populace demands out of
CMs has long since left products or informa-
tion behindj by now what the Japanese popu-
lace demands is an autonomous “aesthetic™.

Consider, then, these CMs for the nation
that “wanted to cry”: a CM for the overseas
direct-dial telephone service where a young
student at Narita Airport leaving for studies
abroad breaks down in front of her friend
and simply cries — enough tears to “go down
in history”. Or the JR Tokai East Japan Rail-
way’s CM scries that presented train trips as
sentimental journeys - “Hometown Express”,
“Alice Express”, Huckleberry Express”. Stir-
ring up nostalgia for each social stratum, the
strategy was nothing more than to wring out
tears. The “Hometown Express” CM (no

actual rail service goes by that name, but who

was to tell?) had a girl on her hometown sta-
tion platform about to cry when the
boyfriend who was supposed to meet here
doesn’t show, only to burst out smiling when
he appears from behind a lightpole bearing a
gift — the old melodramatic double-take. Or
the Suntory’ whiskey CM showing a man
moved to tears watching a sad movie. The
crowning extreme was the rags-to-riches
“bowl of noodles” story that claimed mass
media space in all the magazines. Originally
written as a children’s story, it inexplicably
went on to win a mass following: a poor
mother and her two children go to a noodle
shop and always order a mere one bowl
between the three of them. The owner of the
noodle shop takes pity and always serves
them a bowl and a half. Then one day, much
to the concern of the shop owner, they simply
stop coming. Many years later, the children
now grown up and prosperous, the three
reappear and order one bowl of noodles each
to thank the shop owner for his kindness.

After that saccharine tale, the other tear-
jerking CMs were mere parodies. Yet as
patently trumped up as it all was, Japan was
convinced that it ““... wanted to cry 100 mil-
lion all”.

The question is, then, why did Japan \yant
to be moved to tears’? Well, first of all, there
was “X-Day” - that untold day when the
Emperor would die, an all too potent signifier
that registered incalculable profit and loss
throughout all sectors of stKiety. More than

Interactive video CM

The viewer is the camera wandering the streets of

an old town encountering strange characters like a
man with a mask, a pair oftwins etc. The charac-

ters ask you where you are going

“Nisseki House" CM

A new campaign to establish what the really impor-
tant thing is to consider before you buy a house —

the catch phrase is "a house that willgo on beinga
good house”

“hJiisefei House"™ CM

This CM shows how you can calculate the size of
your new house — a .10 year old husband and a 25
year old wife need a 55 square metre house. With
children they will need more
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Mild photocopier CM

The Mita commercials features strange, surrealis-
ttc events in a post-holocaust world, hi this one
black-clad figures descend from the clouds into an
empty city

“National Paluc” electric light bulb CM

A newly created character, Mr Paluc, tries to change
a light bulb. The picture is the synthesis ofa minia-
ture set, full-size shots and computer graphics.

/

Miso soup CM

Rice and miso soup is the daily diet ofalmost
everybody in Japan. The room depicted in the com-
mercial reflects the ordinary life ofthe most ordi-
nary Japanese person
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anything, X-Day meant the disappearance of
all CMs from Japanese airwaves for 48
hours. Never since the advent of TV in 1953
had the Japanese experienced such austerity.
Advertising agencies had, of course, worked
out counter-tactics well in advance against
the losses they stood to incur, laying in a
stock of tear-jerking videos that now needed
to be consumed.

Then there were the ““dry beer” wars
between the various breweries in Japan.
When Asahi “Sup>erDry” scored a massive
hit, the next year everyone — Suntory, Kirin,
Sapporo - was coming out with its own
“Dry”’; until the market go so ““dried” up that
a consciously “un-dry” campaign went out,
as hailed by the Suntory Beer “Me, I’'m not
dry?” CM ... and on it goes.

There are many ways of looking at the
Japanese media, but at the very least the gen-
eral public does derive pleasure from trying
to decipher the not so hidden agendas of the
ad agencies. (Just for reference sake, Hakuho-
do’s campaign “lifestyle theme” for 1989 was
“Excitement Hormones".) Meanwhile, the
side-being-deciphered is busy detaching the
subjects from key sentences in reports on
market mechanisms to he released as appeal-
ing copy - quite stimulating literary work, it
would seem. As video artist Bill Viola com-
mented: “The real surrealists today are not
the artists of the school called by that name,
but commercial film-makers and TV produc-
ers. They’re the ones making things realer
than real. After all, they’re dealing in people’s
images.” Indeed, these “CM creators” who
dictate to awesome numbers, fanning the
flames of mass-emotion, punning their way
through market wars, are truly our postmod-
ern-day surrealists.

“Nan de aru, Ai-de-a-ru”. (What’s the
idea? Ideal.” So speaks a man holding an
Ideal-brand umbrella. Five seconds, nothing
more. Why this should have been so ground-
breaking has something to do with the copy -
an untranslatable play on words between
“love” and “ideal” in Japanese. But even
more than this, it was because the man speak-
ing was the star of the previous year’s hit
movie Nippon Musekinin Jidai (Japan: The
Age of Irresponsibility)., comedian Hitoshi
(““Mr Irresponsible”) Ucki, who delivered the
same line in the movie. But whereas in the
film version he only shied away into a whim-

per afterwards, in the CM version he mugs ...

“There, | went and said it again!” Here was a
first on several fronts.

As early as 1963 it proved that comedy
was an effective method for forging a connec-
tion between television possessed of this dual-
edged character and the public on the other
side of the screen. “The method of floating
oneself totally out of context to transcend any
conversational gap with the onlooker” - what
in haiku is called karumi or “weightlessness™.

It acknowledged that CMs are complete in
themselves, but only come into their own
when rounded out by viewer participation.
(Those who knew nothing of Ueki’s previous
role as “Mr Irresponsible” would have missed
out; the line was made to seem “ad libbed™.)

These were new discoveries at the time,
thereafter taken up into the standard CM
vocabulary.

In 1967 the Renown women’s fashion ““Ye
Ye” CM so revolutionised TV expressions
that everything thereafter was seen as ““post-
Ye Ye”. Two utterly non-individual, mass-
produced Twiggy clones stride between
skyscrapers before a Pop Art-like backdrop
illustration. With its total lack of any message,
the lively colours and rhythm, this became the
bible for any number of CMs that followed,
not to mention the pose for young women to
mimic. “Every bit as much as Pop Art, Ye Ye
was a clear expression of the times, as well as
a critical vision to measure up to.” Three
years later in 1970, Kcnichi Takemura picked
up on this vision of the times and the Fuji-
Xerox “From Fierce to Beautiful” CM was
born. A transition was underway from the
period of “fierce” economic growth to one of
more ““beautiful” human values.

To understand what was transpiring here,
we must backstep slightly to 1968. This was
the year that Pilot fountain pens launched
their “Happa Fumi-Fumi” CM, in which the
TV personality Kyosen Ohashi recites total
nonsense syllables as a waka verse, then
chirps “Got it?” at the end - said to have
been “A caricature of this Age of Discontinu-
ity”’, or else analysed as ‘“Avant-garde the-
atre”. This CM, together with our aforemen-
tioned “Ideal” CM, announced a mainstream
swing toward nonsense CMs.

“Coffee without Creap, well...” (1969;
Creap being a coffee-whitener like America’s
Pream).

The man-who-knows-the-difference’s
Nescafe Gold Blend” (1969).



A strong, silent man - Sapporo Beer
(1970).

“For some reason, husband and wife - For
some reason, Kirin (Beer)” (1970).

None of these catch phrases verbalised any
conclusion. Instead, the effect was that the
product name had been casually substituted
where the conclusion should be, thus making
it just as easy for people to re-use the phrases
in their own daily lives by simply re-substitut-
ing something else. It's one way to start fads.

In 1974 in everyone’s head was a throat
medicine Ryukakusan CM styled as a short-
film narrative. A boy’s puppy love fizzles,
prompting him to declare with full dramatic
overture: “... This is how it all worked out -
that’s how I’ll write it in my diary.” A mem-
orable line much paraphrased by ““100 mil-
lion all”.

In 1980, when Japan's first specialised
video art venue Video Gallery Scan opened its
doors, Fuji film likewise came out with an
epoch-making Fujicolor C'M in which a
kimono-clad old maid hands a roll of film to
be developed to the photo-shop girl (both
women being famous TA’ personalities), say-
ing: “It’s a matchmaking portrait for my mar-
riage prospects. Make it pretty.” Whereupon
the photo-shop girl looks at the old maid and
says: “With Fujicolor prints, beautiful faces
come out even more beautiful. Others come
out as-is...” That year everything was “as-is”;
meanwhile, the society-in-miniature based on
skilful slice-of-life casting and at-odds conver-
sation became one set style in CM history.

Most recently, Japanese CMs have taken
the ultimate step in this direction, waving aside
catch phrases entirely in a move toward the
“final solution” — what in Japan is called
“naming”’. Ultra<ondenscd packets of infor-
mation, the very product names subsume
everything from the features of the manufac-
tured item to the CM storyboard. And con-
versely CMs are no longer conceived to sell an
existing name; the CM now determines what
the product is called: “Papa, Take My Pic-
ture!” (video tape), “What an Image!” (film-
pack camera), “A Ramen Called ‘Youth’
(instant noodles), etc. In a 1984 Kirin Beer
CM, a married couple turn toward the camera
and say “There’s something missing here”, to
which the mother-in-law interjects “You mean
thoughtfulness and sincerity, no?”’, producing
a beer in each hand - the actual product names
for the two special kegs, Thoughtfulness and

Sincerity. Taking the traditional son-trapped-
between-mother-in-law-and-daughter*in-law
pattern as its axis, the final twist in this o\
ing” crosses something missing from the din-
ing table with something missing from the
home. Where does this leave us?

The first of these conditions means that
aside from urgent news and live sp>orts broad-
casts, all TV programs are calculated to incor-
porate CM interruptions — hardly anything
more boring when one thinks about it. So in a
sense it was only natural that the TV audience
should “tune in” the evermore impossible situ-
ations sent their way in the form of CMs.
What could be more refreshing than when sud-
denly in the midst of yet another pop idol
singing yet another pop song, two gigantic
whales are sighted fluking briskly across the
sky (Suntory Beer CM, 1989). Or for thrills,
when right in the middle of the international
news missiles are shown firing from a frozen
derelict city over a nuclear-winter landscape
(Mita Copier CM, 1989). Or as a change of
pace, when at some not so crucial pointin a
television drama serial a man is seen waking in
the morning to find himself transformed into a
ctKkroach yet still sitting down at the break-
fast table, practising his golf swing, trying to
crawl under the covers with his wife at night,
with a voice-over narrating “If you see a big
cockroach, it may be your husband - be extra
sure before you use Cockroach!” (Kincho
Cockroach insecticide CM, 1989).

New machines have been set up at various
locations in Japan’s metropolises today. First,
there’s this device: a TV-phone by outward
appearance, its picture tube plays an endless
succession of CMs - the instant someone
inserts a coin, the CM sound goes off, but the
image of one company's CM continues on- -
screen for the length of the call. The cost of
the call is “sponsored” in part, so the user can
talk longer than on a normal pay telephone.

A simpler, but more amazing device is the
advertising mirror. Typically installed above
public telephones, it reflects like a mirror until
someone approaches, whereupon a sensor unit
inside the panel activates a fluorescent light,
causing a commercial message to appear — a
very clever seduction of the inherent human
psychological urge to Icx)k at oneselfin a mir-
ror, but who’d have thought this would be the
reflected ““face” ofthe 1990s? Even so, one
can only wonder what use some Japanese
Ckxrteau will find for this mirror. D

ASound Bath” CM

This commercial advertises bath salts that make a
noise when you put them in the bath. The actor
dances naked in an enormous bathroom set
placed in the open air to the roaring sound of the
hath salts

New product CM

Fashionable people are shown being impressed by
the world’s thinnest TV (9.8 cm), “Panasonic
Flat Vision". Above is a high-tech artist and
below a “space producer” fa profession unknown
outside Japan)
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The word “orgaijtic” has become
worn and slippery, like the pilgrim-
polished knee of Michelangelo's
Pieta. Intentionally at least, archi-
tects who subscribe to its ideals tend
to draw parallels between architec-
ture and the forms arrived at through
natural biological and botanical pro-
cesses. Horatio Greenough and Louis
Sullivan in turn both subscribed to
this view, with the corresponding
beliefthat form should follow func-
tion. Tim Ostler looks at the work of

contemporary organicists, James
Hubbell and Kendrick Bangs Kellogg.

The Fontana Dictionary of Modern Thought
covers Organic” pretty well when it defines
it as follows:

“Adjective used (1) principally by Frank Lloyd
Wright (1869-19.59) as a term of approval for
certain buildings, including his own, which
were usually asymmetrical and integrated
closely with the particular features of the site;
in this sense the term is oppKJsed both to “clas-
sical” and the International Style; (2) often in
its more literal sense of being abstracted from
the forms of nature, especially in the case of
ornaments such as the arabesque; (3) occa-
sionally to describe buildings, or parts of
buildings, organised on a direct biological
analogy such as that of the human body. See
also functionalism, (my italics)”

It is peculiarly ironic that the term used to
describe many of the twentieth century's most
bizarre and anti-rational buildings should have
come from the same root as Functionalism.



Both movements seem to have started from
the same premise but then went off in very
different directions. Functionalists chose to
define function in a narrow mechanical sense,
Organicists (or should it be Organists?) in a
broader - hut still partial - spiritual or emo-
tional sense.

Today’s American organic architects, con-
ditioned in turn by the successive influences
of Frank Lloyd Wright and Bruce Goff,
define themselves as much as anything by
their professed desire not to limit themselves
to conventional notions of good taste. Proba-
bly the best handle on their activities can be
got by referring to the manifesto of the
Friends of Kebyar (FOK), an organisation
based in Portland, Oregon that describes
itself as ““a Network of Architects, Artists and
Those Interested in the Creative and Adven-
turous Horizons Beyond the Main Stream.”
Kebyar, a Balinese word meaning “flower-

ing”, was the word that Bruce Goff chose for
a school of art and architecture he was plan-
ning just before he died. Within these circles,
Imre Makovecz is a hero, and even Santiago
Calatrava has been claimed by some as a rep-
resentative of the cause.

It would be invidious to suggest that
Kendrick Bangs Kellogg and James Huhbell,
practising in the San Diego area, are represen-
tative of FOK’s membership, as all members
are by definition individualistic. But they rep-
resent two different extremes: Kellogg bluff
and swashbuckling, Huhbell grave and
ascetic. Both are fundamentally pragmatic
and mistrustful of architectural ideology.

I went to see Kellogg on the site of his new
office. It is designed to double as a fast-food
parlour. “They said you can’t apply it vertical
- hell, we’re doing it upside down!” he said
as he strode ahead through a timber-ribbed
space looking like the hold of a Spanish

PERSPECTIVE

The Gay House, San Bernadino (opposite and
below left). Huhbell House (beloiv) Santa Ysahel

galleon. The substance he was referring to
was a glutinous-looking paint with which
most of the surfaces of his new San Diego
office were being coated.

The office sits on a prime site near the
beach that belonged to Kellogg’s family: “All
of the fast-food majors are trying to get their
hands on it,” said Kellogg. “I thought, ‘why
should the big companies get the profit when
| can build my own restaurant?”

Kellogg is calling his new designer eatery
“Outryder,” Why? “The outryder,” he
replies, ““is the surfer that goes out and gets
the big wave.” It takes the form of two giant
blue semi cylinders, with another two semi-
cylinders from and rear as porte cochere and
drive-through shelter respectively. Its ribbed
timber frame structure is raised on a series of
two-foot thick Oregon pine tree-trunks. At
ground level it is enclosed by concrete walls.
Their strange surface finish Kellogg achieved
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Bangs Kellogg's Outryder (above) and “organic
inspiration™ on site at Tijuana (below)

by coating the formwork in molasses (nor-
mally fed to cattle) for a day before pouring.

Kellogg’s previous office was inland, in
chicken pens on Palomar Mountain. In
future, while he conceives grandiose oddities
upstairs, downstairs “Outryder” will be
doing a thriving trade in hamburgers and
enchiladas. He is the sort of architect who
could hardly exist in Britain: the architectural
equivalent of a muscular Christian, with a
rough-and-ready approach to working out
details on site. The glazing is direct to slots in
the concrete and poles. As we walked up the
stairs past a sheet of glass with two edges
hanging incongruously out of alignment, he
dismissed questions about how he was going
to resolve it with a casual “That’s something
ril figure out later.” To the British architect
preoccupied with figuring out how to shoe-
horn his creative processes into BS 5750, it
seems like another world.

A Venturian “duck” if ever there was one,
Outryder’s bizarre appearance will undoubt-
edly draw in passing trade from the local
beach crowd; but it’s not clear whether this
was the architect’s prime intention, or he was
merely asserting his rights to free speech. Kel-
logg’s views on planning control are robust.
Aesthetic control, he says, is a form ofcen-
sorship. Freedom to design is equivalent to
freedom of expression, and therefore
enshrined in the First Amendment.

These are not just the views of a loose can-
non: | was surprised to hear that Kellogg is
chairman of the commercial planning sub-
committee for San Diego's Pacific Beach area,
and he has been instrumental in establishing
the principle that architects in the area can
design whatever they want provided bulk and
scale are respected.

Kellogg and Hubbell belong to a small but
thriving community of designers with ostensi-
bly romantic/organic leanings in the area.
Others include Wallace Cunningham, Robert
Thiele, and Arthur Dyson. Superficially, the
tenor of architectural debate at this end of the
West Coast seems to have less in common
with a conversation in the RIBA Member’s
Bar than a brawl in a Wild West saloon. Kel-
logg, just turned 60 and strangely reminiscent
of Edward Shevardnaze, was irked recently
when Dyson, referred to him as ““the Chain-
saw Architect” — a remark spurred by Kel-
logg’s means of p>ersonally cutting the pine
poles on sire. Kellogg’s lawyer, who was with
them at the time, responded by calling Dyson
a “peacock” - presumably a term of high
abuse. | didn’t hear what happened next.

James Hubbell’s work burst on to the
American architectural scene last year with
the publication of his Sea Ranch meditation
chapel on the cover of Progressive Architec-
ture. It was an extraordinary confection,
swirling and fluttering with what appeared to



be feathers sticking out of an orifice with
unquestionably Freudian overtones.

There was a reason that it looked like no
other building designed by an architect: it
was designed by an artist, and as such ruffled
a few feathers in the profession.

“|It was| the first time I've had anything at
all in the nationals,” says Hubhell. “The archi-
tects locally were quite upset because I’'m nor
an architect. They didn't think they should
have published it.” At Sea Ranch Hubhell was
drawing on a set of preoccupations wholly dif-
ferent from those of even an organic architect.
For instance, Hubhell develops his designs not
as drawings but as models - or rather maque-
ttes. It is up to the carpenters who built it to
interpret Hubbell’s intentions - always, of
course, under his supervision.

On* 'f the consequences of training as an
artist is hat, while Hubhell is naturally inter-
ested in .triicture, he is not particularly both-

Tijuana Nursery School. Hubhell and artists (below left and right)

ered about expressing it. The primary pur-
pose of his buildings - other than their func-
tion - is symbolic. Thus the roof structure
supporting the chapel’s extraordinary roof is
somewhat ad-hoc, hidden behind match-
boarding. It’s not that he objects to express-
ing structure: it’s just that in the case of Sea
Ranch, it was cheaper that way.

“l don’t feel inhibited if | do things that
don’t reflect the structure,” he says. “I don’t
feel that pressure...but to me it doesn’t mat-
ter. It’s what happens inside; it’s what you
feel. You don’t know what happens inside
here: you don’t know the muscles and the
veins, but yet you get a feeling, and if you
saw them you might be quite...upset!”

Hubbell came to architecture as a result of
working as an artist for the architect Sim
Bruce Richards. “Gradually | learned a lot
from doing the buildings. | got to work a lot
with poor people and masons and carpenters

and | learned a lot from being on the sites of
buildings.” It was during this period that he
met Kellogg, who was also working for
Richards and is now a close friend.

Hubbell’'s completed work is small but
select. “We’ve done maybe about six houses.
Three restaurants: two of them remodels; the
school in Sacramento, the schools down here;
the chapel - | don’t know: maybe ten, eleven
buildings.” For 32 years, he and his wife have
been living in the mountains near Santa
Ysabel, half way between San Diego and the
desert, gradually adding to the collection of
structures as money becomes available.

Judging by the nature of his buildings, one
might be tempted to think Hubbell parochial.
The truth is anything bur. He grew up in
Connecticut and, at the age of 19, spent a
year in southern Africa. After service in the
Korean War he spent some time in Japan
before going on to study art at the Whitney
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Tiiuatu Primary School thelow). Huhhell House, S<vUj Ysahei (hehw rif’ht)

Art School and Cranhrook Acadenty of Art in
Bloomfield 1 lills, Michigan. | lere the grounds
had been designed by Eliel Saarinen and
Hubbell claims to have been deeply enriched
by the asymmetry and eclecticism, and by the
tension between formal gardens, sculpture
and wild nature. He has been several times t()
Findhorn in Scotland, where he has proposed
designs for a sun-petal house.

It is easy enough to discern the lessons
that he has learned from certain sources.
Hitch-hiking r<mnd Europe for a year intro-
duced him to Gaudi, who was a revelation:
“It was like seeing a typewriter |for the first
time),” he says. “You knew that you could
do things w'ith architecture that yini didn’t
know you could do before.” Most appealing
was the Giiell chapel crypt. “Of all the
buildings, it’s the most sculptural. A lot of
his buildings are facades, partly because they
were early ones or adaptations of existing
buildings. Bur that's a sculptural building in
every sense."”

Gaudi’s chapel offered lessons about how
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structure might be expressed and yet expres-
sive. “The structure is both architecture and
sculpture. Remember it’s the one where he used
ropes to find the form. And so when a column
is bent it’s because it’s taking the force."

Europe's (iothic cathedrals - in particular
C.liartrts - provided the other highlight of
this particular trip, for the relationship
between structure and art. In particular they
fed a passion for stained glass and the power
<)f light, which Hubbell has used to such
good effect in his own house. “There’s three
ways you can work with art. One is when
you take the building and then you place
something next to it. It can he done beauti-
fully. Another way is like Frank l.loyd
Wright did, where the building’s a triangle
and ail the art’s a triangle - sort of like a
mountain and then a lot of little mountains.
But in the (iothic it’s like you had a moun-
tain...and then you had a tree.”

Cjothic cathedrals are a collective creation.
But the idea of architecture as a collaboration is
not perhaps the first thing that (x:curs to you

when you think of Organic architecture, | or
tliis we have architectural supremacists such as
Frank Uoycl Wright to thank. By contrast

I lubhel! shares with Bruce Goff and Herb
Greene a desire to have other minds involved in
creating his buildings. In Goffs case the cre-
ative role of the client actually led him to claim
that the extraordinary' houses that he designed
were in “Client Style.” His pupil Herb Greene,
these days no longer working actively as an
architect, has developed ideas in which archi-
tecture can serve as a template on which to
“hang" the contributions of individual artists
or users. Greene links this with a concern for
reflecting the processes of time. Huhbell, tiK>,
professes the desire for his buildings to bear the
marks of time passing. It is really just an exten-
sion into the fourth dimension of the irregulari-
ty that exists in three dimensions.

Recent work has taken collaboration
with others to an extreme (>f sorts. For three
and a half years, under the umbrella of his
own charitable foundation, Hubbell has
been co-ordinating the construction of two



schools in a squatter colony just over the
Mexican border in Tijuana.

In human terms the border between Mexi-
co and the US is one of the most extraordi-
nary in the world. People migrate from all
over Mexico to be near to the USA, both to
find work in the tuiigtditladoros, factories set
up by German and Japanese companies to
exploit cheap labour and in many cases to get
smuggled over the border. Road signs on the
freeway heading south warn drivers to be
aware of pedestrians crossing the freeway;
while periodically would-be illegal immi-
grants mass on the Mexican side and flood
the border points on the ““safety in numbers”
principle. The contrast in population density
on both sides of the border is so great that it
is easily made out on satellite photographs.

The co/o«/t7 is littered with signs of folk
culture, from the abandoned Chevrolet
engines by the wayside to pairs of trainers
hanging from telegraph wires where children
have thrown them for a dare. Into this
fevered atmosphere came James Hubbell, at

At home with the boulders. Htibhell's Gay House. San BernaJino

the invitation of his friend Christine Brady
Koscoc, who learned of the colonia's plight
on television and has been leading the fund-
raising effort ever since. A long succession of
events led to Hubl>ell designing first a nursery
school, then a primary school, currently
under construction on a spectacular sire over-
looking the colottia.

Labour has come mainly from the families
of the prospective pupils, who at the weekend
| visited were working in a frenzy of activity
that puts the tired Mexican maiiana stereo-
type to shame. Hubbell, meanwhile, has led
successive waves of volunteers — some of
them professional artists, some of them stu-
dents, some of them amateurs - from north
of the border.

“l kind of coach them,” he says, “but |
don’t tell them what to do...maybe some of
the areas I’ll be more involved with. There’s
lots of times | make decisions, but then peo-
ple will come because they don’t understand
you and do different things. So then you have
to come back and figure well what do we do

now that they did this?" This is definitely not
a Wrightian approach.

Meanwhile, in the altogether more tranquil
atmosphere, 4,300 feet up the San Bernardino
mountains and not far from his home, Hubbell
recently completed a house for long-standing
friend Phil Gay and his wife. The sculptural
forms in sprayed concrete over a reinforced
framework are designed to look at home
amongst the boulders — although the final
colour coat was inspired by the adobe around
Santa Fe and not the local stone. The house is
situated in a natural gap in the mountains,
which affords views in both directions across
two thirds of the width of California and fun-
nels winds of 100 mph every ten years.

From some angles the house appears ugly;
from others sinuous and photogenic. It
reminded me of something whose shape was
not dictated by a straightforward complex of
muscles, yet whose substance had its own
integral will to form: a snail’s foot. It’s a per-
fect metaphor for the organic. Strangely, there
are no snails in North America. (|
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CONCEPT

Belmv left cwd right: Michael Beck, Vienna, Austria (Grand-Prix)
BUTLER'S GATE: The description ufthe future museum gave me the idea of

Editor
Georgi Stanishev

linking the landmark and the entrance to the Quadrivium area with the archi-
tectural theme ofits main building units, namely the Butler's grain bins. These,
when turned on their sides called to mind the perfect circle shapes ufthe moon

doors in Chinese gardens. The cylinder is a gateu’jy, a prelude to the “road of
the arts” and at the same time a frame for the landscape with WAII seen in the
distance. The grain bin lying on its side, rests on a broad concrete base which
divides the museum area from the forecourt.

Bottom: A view ofthe World Architecture Habitat Centre, The Quadrivtum,
designed using ready-made Butler grain bins.

A HABITAT FOR
ARCHITECTURE

The Competition for a Lattdmark histallation to stand at the Entrance to the
World Architecture Habitat Centre in The Springs, Florida, gathered stu-
dents’ entries from architecture colleges and schools of Austria, Bulgaria,
France, Russia and 1/5A. The competition was organised hy the lakov
Chernikhov International Foundation and the Nautilus Foundation, and
was held on February this year at Florida A&M Unwersity School of Archi-
tecture, Tallahassee, Florida. Here a report on the competition results unveils
the professional intentions of architecture students from five different regions

and cultures.
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The Architectural Fantasy in 3D competition,
held earlier this year at FFAMU, in F'lorida,
posed an architectural task in bemeen pure
paper visionaryism and the practical aspiration
to build. The contest offered a programme of a
symbolic architectural installation, a landmark
for the entrance to a future architectural exhi-
bition centre in Florida which was to be a con-
ceptual installation designed in the tradition of
the architectural visionaries and fantasies as
well as a practical and realistic project to be
realised within a very modest budget of 5,000
US$. The culmination of the competition was
to be the physical realisation of the winning
Fantasy on site.

The idea of the competition
In 1992, several internationally renowned archi-

tects from different countries — Kiyonori Kiku-
take from Japan, Augustin Hernandez from
Mexico, Justus Dahinden from Switzerland and
Robert Stern from the USA - set down the idea
of establishing a World Architecture Habitat



centre on a 600,000 square metre plot near the
city of Tallahassee, the capital of the state of
Florida. A system of grain bin houses of differ-
ent sizes, a system designed in the 1930s by
Richard Buckminster Fuller and produced by
Butler's Company for agricultural needs, will be
used to form the urban plan of the World
Architecture Habitat Exhibition settlement.

With the object of attracting local and
international attention to the WAH idea, as
well as to fix a starting point, the Nautilus
Foundation invited the lakov Chernikhov
Foundation, which is specialised in promo-
tion of initiatives for young architects and
architecture students, to organise a competi-
tion for a WAH landmark sculpture. The
place selected for installation of the landmark
was the entrance plaza of WAH itself.

The Competition Programme
Starting from that historic context the par-

ticipants were invited to design an architec-
tural sculptural composition to respond ro

Abotv: Mariaiute Frey, Strasbourg, France
TOTEMS OF THE TWENTIETH CENTURY:
The sculpture should reinforce the contrast
between wild and "unfinished" Nature, and the
perfection ofhuman work.

First - the use of concrete, a raw and heavy mate-
rial, present in the two central “Totems™.

Second - the use of steel, laying stress on the work
of reconstruction from concrete volumes.

Top leftand above: Thomas Watzek, Vienna, Austria
HICH-TF.CH-NAUTII.US: The basic idea was to
build both a landmark, and a memorial for the
Nautilus Foundation.

Nature in the language oftechnology is an urgent
requirement to halt and look. The spider-like
details, the metal joints and an animal made of
rusty metal sheets cause the tension between the
sculptural objects and the beauty ofthe surround-
ing nature. Animation to move towards the muse-
um, which is situated in the distance, is created by
the step-like position of the legs which emerge from
the nautilus-snail shell.

Left: Raffi Tomassian, Sofia, Bulgaria iHonnurable
Mention}

STAIRWAY TO HEAVEN: The installation is a
Ghost HoMse stripped of everything except its spa-
tial relationships and ways of communication.
Structurally the ladders are the main supporting
elements, although that support cotdd not be pro-
vided without the pulling force ofthe ropes. Never-
theless few will call the ropes “elements” and the
ladders “connections". Thus we have connections
that are in fact connected themselves. Their soli-
tude is supported by the efforts of the heroic ropes,
showing that what is keeping you together may as
well keep you apart. How very true that is.
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Wolfgang Koelbl, Vienna, Austria

(5, 6, or 7 wolves; LONGITUDE 0: A park
bench. A bench in Greenwich Park, some 50 yards
from the line ofzero longitude. Onset of winter
twilight; the park soon to close. Trees turning to
silhouettes; flame-pink and pigeon-grey sky. A cou-
ple on the bench, striking intense attitudes (she pas-
swe yet tenacious; he, on the edge ofthe seat, indig-
nant importunate) which suggest, despite the trap-
pings ofadvanced years (thick winter ciuits,
scarves, a begrudgingly docile golden retriever
lashed by its lead to one arm ofthe bench) a lover's
tiff. She is silent, as ifhaving already spoken. He
speaks. He wants to kmm it seems, what she
means, what on earth this is all about - he
demands an explanation. He addresses her in the
manner ofa schoolmaster addressing a recalcitrant
child. The experienced observer ofthe park-bench
lovers' tiffs might say that the woman has had
something to confess. (...)

(Graham Swift: Waterland. London 198S.)
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Left and right, Borislav
Ignatov, Sofia, Bulgaria
TEMPORARY MUSE-
UM OF ARCHITEC-
TURE.: The theme of
the contest gives the
freedom to initialise a
zone of structural archi-
tectural composition. In
this sense the proposed
version does not repre-
sent architecture itself
but merely the condi-
tion for its appearance.
In fact it is an absolute
definition ofthe simul-
taneous condition ofthe
spaces, and a generator
for a series of minimal
logical expressions — the
five ideal bodies and
their interconnections
based on the Golden
Section. The symbolic
meaning is converted
from “E-ntrance” to
“Beginning”.
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the following criteria: to work as an
Entrance Landmark to the World Architec-
ture Habitat centre as shown on the site
plans supplied, and to work as a 3D Archi-
tectural Fantasy. The proposed composition
must cost no more than US $ 5,000. Any
available materials and technologies may be
used for the design. The height of the com-
position must be not less than 7 metres from
the level of the ground,

Participants and Jury
Over 30 architecture students from The Insti-

tute fur Raumgestalrimg at the Technische
Universitat in Vienna, Austria; the Architec-
ture Faculty at the University of Architecture
and Building in Sofia, Bulgaria; Moscow
Architecture Institute, Moscow, Russia; the
School of Architecture at Florida A&M Uni-
versity, Tallahassee, Florida. USA; and the
F'cole D’Architecture, Strasbourg, France,
participated in the competition with 27
entries. The International Jury consisted of

WAMH activists, representatives of The Nau-
tilus Foundation and the lakov Chernikhov
Internationa! Foundation, including Kiyonori
Kikutake from Japan, Augustin Hernandez
from Mexico, Justus Dahindeii from Switzer-
land, Georgi Stanishev from Bulgaria,
Georges Heintz from France and Francois
Bucher, USA, President of the Nautilus Foun-

dation -as Principal Consultant.

Entries and Results

The task concentrated the students’ attention
on many contradictory requirements: a Fan-
tasy, which must still be realisable; a flight of
imagination versus strict structural calcula-
tions; a symbolic conceptual presence versus
the realism of American suburbia; the ambi-
tion of the students versus the modesty of the
financial possibilities.

The most interesting results, comparing
the five colleges that presented, were shown
by the F-uropcan schools based in Vienna,
Sofia and Strasbourg.

|.efi helou’ left: Juiliih Pjrisse, Strasbourg,
trance (Honourable Mention}

THE BLUE.; A big Blue sign in the landscape. The
idea ofattracting attention has imposed the choice
of being very eiddent. Architecture is nut so popu-
lar yet and it needs to he clearly announced. What
is shown is Architecture, and only a piece ofarchi-
tecture. A very well known building element can
obviously promote architecture and in most peo-
ple's minds, nothing but a concrete wall recalls
modern architecture so evidently.

Above: Anne Gutfreund, Strasbourg, France
INTENTIONS: The WAH Landmark symbolises
City and Architecture.

The City. The composition is based on two ele-
ments: Artificial and Natural. The vertical elements
symbolise habitation. The combination of metal
works with the vegetation mark the contrast
between the artificial and the natural in the city.
The Architecture. The installation reflects the con-
tinuous sequence of OvUisations, marked hy the
horizontal planes. The conception is to signify all
architectural civilisations through different materi-
als such as timber, metal, glass, stone etc.

The Viennese projects have shown the
most diverse spectrum of researches. Nearly
every entry created a pole of its own presence
in the whole field of ideologies, ranging from
the very sensual and decadent High-Tech
Nautilus, by Thomas Watzek, to the hyper-
conceptualised and computerised version of

Delius’s “5,6,7 w'olvcs”, by Wolfgang Koelbl,
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Below: Mirena Niknloi>a, Sofia, Bulgaria

A GATE FROM DOORS; This Landmark features
the vertical as a sign and is at the same time an
indicator, a tower and a column, developing
through the multiplication ofa single element -
“the door" - which is conceived to represent
human scale and reinforce the key entrance role of
the landmark. Two groups ofdoors lying in per-
pendicular planes, are enfolded into one another
like the links ofa chain
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Pierre Albrech, Strasbourg, France
ARCHITECTURE IS LIKE THE AIR: An infor-
mation panel, a rectangle, as primitive as one ofthe
first human totems, a primitive graphic gesture and
yet clearly modern, a neat geometry, with rusted
steel sides. A pane! ofpalyamid, panel ofiron, an
object charged with ambiguous and mixed mean-
ings: information most certainly, hut also the panel
ofpollution, the pollution ofthe vision, like in
modern toum, (hat bars the way forward, prohibits
and attracts simultaneously.

and to a Pop-Art “Stonehenge" ready-made
out of containers by Karin Zeitlhuber.

The Bulgarian projects were generally
obsessed by the intention of creating geometri-
cal “creatures”, free in expression but strictly
ordered according to Mathematics. This to
some extent might be understood as a contra-
dictory call for flexible order in the chaotic

Above: Karin Zeitlhuher, Vienna, Austria (Hon-
ourable Mention)

CONTAINER'S CIRCLE: With architecture peo-
ple think too much of matter with its mam purpose
as shelter against rain, sun or enemies; hut first
architectural signs were not houses but monu-
ments, erected stones that were symbols for myths.
Therefore the role ofthe architect is to confront
and to come to terms with information and the
most intriguing ofthese pieces ofinformation are
the visual images.

(Paul ViriHo, 1987)

transition period of a coumr>' with lost ideals
and ideas. Thus, the Hyperbolic Wings of Pla-
men Gekov, clashing with the freely com-
posed Ladders to Heaven by Raffi Tomasian,
and the Platonic Bodies inscribed into one
another by Borislav Ignatov, all unveil a hid-
den search for a structurally ordered space
perversely used to project an image of irregu-
larity and unpredictability.

The French projects incorporated the
most cultivated set of ideas, showing works
ranging from direct translations of
Chernikhov 2D fantastic compositions, to
3D installations by Claudine Kaell, by way
of gentle poetic compositions of building
materials from the five architectural epochs
by Anne Gutfreund, and the very urban
neon-info-stand by Pierre Albrech. Rem
Koolhaas’s influence was present in a free
curve silhouette of a hydrid of a ship, a blue
whale and a concrete building wall - in a
project by Judith Parisse.

The students from FAMU School of



Architecture showed relatively less fantasy,
taste and conceptuality, with the exception of
a project by Ximena del Marmol (Hon-
ourable Mention), treating the landmark as a
continuous rhythm of red-mirrored panels,
hanging between the trees along the road to
WAMH, with a culminating distortion of visual
order at the moment of entrance.

The Russian participation showed an
unexpectedly weak presence after so many
years of significant leadership in the field of
conceptual and visionary design.

In spite of the vast differences between the
entries, the competition showed the limita-
tions of working in marginal and controver-
sial conditions somewhere between fantasy
and reality. On a more global scale, aside
from the practical results for WAH, the com-
petition showed that the experimental mar-
riage of visionary with the realistic could give
fruitful and promising results. Perhaps they
even outlined a new type of experimental

optimism in architecture.

O

Left and jhotv: Pbmen GektH’, Sofia, Bulgaria

PALMA PALMARIS EST; Sirtce Ancient times the people in my country
hare celebrated such important events as childbirth or building a house, by
planting a tree.

The idea was to symhulically plant a tree at the front of the museum on the
occasion of tts opening. My proposal is a steel rope-and-bar construction con-
sisting ofthree pairs of hyperbolic parabolids which overhang one another and
are stretched between the supports ofa simple frame.

Diniitar Paskalev,
Sofia, Btdgaria
ARCHES: In most cul-
tures the arch symbolis-
BACK es the sky vault. /4 ritu-
alised pass through the
arch used to mean leav-
ing behind the idd spirit.
Passing through my
arcade gives the sense
fOONT of different scales and
measurements related
to human body: from
high and narrow to low
and wide. Just like a
Uk is: supermarket.
The track on the terrain
is a trace ofthe arch
shape origin.

+ THe*TBACK'
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Finhfid has had aft extraordinary history in the twentieth century. A

ffrovittce of hnperial Russia until 1917, independent until 1944, then under

Soviet domination until the end ofthe Cold War, the country has finally

emerged into a new creative freedom. The recently completed Fifinish

National Opera is the latest symbol of this national success. The architects

are Eero Hyvdmaki, Jukka Karhunen and Risto Parkkinen.

The Finnish National Opera never had a real
operatic home during the hundred years of
its history. Its location in the small and
acoustically poor theatre built for the Rus-
sian garrison in the nineteenth century pro-
hibited the production of many key works of
opera and resulted in the rehearsals being
held in various rented premises all around
Helsinki. The efforts to find a new home for
the National Opera finally started to bear
fruit in the mid-1970s when the Helsinki
city council approved an architectural com-
petition to design a new building on an
empty site by the Bay of Todlonlahti at the
crossroads of the streets Manncrheimintie
and Helsinginkatu. The competition was
organised by the Opera and Exhibition Cen-
tre Foundation together with the Finnish
Association of Architects in the form of an
opcit two-phase architectural competition in
1975-77. The winning entry served with
minor changes as the basic design for the
Opera House.

The open square planned at the crossroads
of two main roads incorporates the building
into the street network and leaves the shoreline
of and the walkways around T6<)I6nlahti Bay

intact. By partially removing old relics of a sur-

74

rounding wall, the Opera grounds are linked
with the adjoining park facilities, and new
walkways for the public arc thus provided.

There are two entrances for the public:
the main entry for evening performances is
from the side of the street through the front
square which is enclosed by walls and gates;
the less official side entrance with nearby car
parks is situated on the bay side of the build-
ing one floor lower. The lobbies and the
foyer face Tooldnlahti Bay. Because the
building is situated in the vicinity of a vul-
nerable bay-side park, the bulk of its volume
is hidden underground. The generally white
colour of the visible structure serves to blend
the Opera in the group of other white cultur-
al landmarks located around the Tdoliinlahti
Bay (Helsinki City Theatre and the Finlandia
Hall). The bordering wall between the white
building and the nearby park is made of
granite which in due course will be covered
by green vegetation. The building is also
linked to the park by an outdoor stage which
serves to remind people of the history of
summer theatre performances on the bay,
and gives opera productions the opportunity
to be performed in the open air.

The foyers are primarily designed for the
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Interiors show grand arcade.

First floor plan key: | Lower Entrance, 2 Lower
foyer, 3 Rehearsal, 4 Loading docks, 5 Workshops,
6 Main stage, 7 Auditorium
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Auditnrium and backstage (iu(), left and right).
Sections showing fly tower and main auditorium.
Second floor plan (left): 1 Main entrance. 2 Foy-
ers, 3 Stage door, 4 Balcony, S Offices
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Fxlerncil vieu’ showitig glazed arcade

recreation of the public during intervals but
they can also stage events outside main per-
formance hours: miniature operas, dance per-
formances, or exhibitions. To bring life into
the Opera during day-time, there arc com-
mercial activities such as a restaiiratit, a
record shop and guided tours. The objective
is that the Opera, unlike many other theatre
houses, will open its doors to the public also
during the da>'time.

The colour tones in the public facilities
serve as a timeless, tranquil background for
the audience and changing events.

The dominant material of the floors is
bluish grey marble. The surrounding surfaces
are white wallls, while the reddish tone of
wooden materials to be found in the niches of
the walls hints at the materials used in the
principal facility of the building, the auditori-
um. A large window wail opens onto a view
of Tdbldniahti Bay and the urban skyline of
the city centre.

The design objective was to create a facility
for music which is neither a concert hall nor a
theatre but a space specifically designed to
meet the needs of j»pera. The fan auditorium
in the original winning design was, as plans
progressed, developed for a typical opera
auditorium with high stalls and horseshoe

tiers. This design creates an intimacy between
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stage and spectators who additionally share
in the feeling of an artistic experience. This
also allows for sufficient acoustic volume and
a number of sound reflecting side surfaces.
The intimate, inten.se atmosphere is further
emphasised by the warmly toned wooden sur-
faces of the walls and the floor. All other
materials except the seats are hard and reflect
sound. | he shape of this facility and of the
bordering surfaces, and the materials used
were designed and constructed in close co-
operation between the architect and the
acoustician.

The size and height of the orchestra pit
can he adjusted and the pit can he turned into
an additional auditorium floor at a concert.
The orchestra hoists can also he lowered onto
the level of the rehearsal room beneath the
main auditorium for easy access and trans-
portation of instruments. The acoustically
important side walls on the level of the
orchestra and the height and the width of the
proscenium opening can all he adjusted to the
needs of the production.

The stage is a modern cruciform stage
with state-of-the-art technology on the spaces
on the sides of, behind, above and under-
neath the principal stage. The floor of the
performance area is laid on four floor hoists
which can also he used for transportation of

equipment to storage cellars. The stage sides
accommodate equivalent stage wagons which
serve for the swift changes of scenes on-stage.
Hanging scenes are lifted in the fly tower
above the principal stage. There is no fixed
revolving stage but it is positioned in a sepa-
rate wagon back-srage and can he driven onto
the performance area when needed. The
dimensions of the stage and its functional
principles match those in most full-scale opera
houses enabling a versatile international guest
programme.

The small stage of the Opera is a convert-
ible multi-purpose facility, an ““opera labora-
tory” with the seating ranging between 200
and 500. With the smallest seating the
amount of space available corresponds to the
dimensions of the large stage, even allowing
for rehearsals of productions of the main
stage with a complete orchestra. This facility
is especially suited for experimental theatre,
concerts and rehearsals of touring companies.
The acoustics can he adjusted providing
accommodation for acoustically very differ-
ent styles of music; from modern works to
ecclesiastical music. The “Alminsali” has its
own entrance and foyer which also serves as
a restaurant.

Although the public facilities arc the most

visible part of the Opera, they make up only



Night view from the water

a fifth of the whole usable area. The rooms
for preparing productions occupy a consid-
erable proportion, the most important facili-
ties of which are the rehearsal rooms (for
chorus, orchestra, singers, ballet), and the
adjoining dressing and washing rooms for
the artistic personnel. The rehearsal rooms
are “room in room” plaster structures iso-
lated from the main frame to prevent trans-
mission of sound. Floating floors have been
installed in most workroom zones in order

The Opera in figures

Usable area:

Gross area:

Volume:

Height of fly tower from main stage level:
Size of main stage

Performance area

Floor hoists of main stage

Hoistway of floor hoists

Seating/large auditorium

Seating/the Alminsali auditorium
Staff
Construction costs (’93 level)

started, technical designs and equipment were
often found to be outdated, some materials
were no longer produced; and the clients had
changed their perceptions on what was really
needed in the new building. In addition the
Opera was built in the boom years of the
construction business, a fact which increased
the costs beyond original estimates. To con-
trol the costs, the National Board of Public
Building contracted out the proieci for small-
er contractors and thus increased competi-
tion. But the management of more than 80
contractors simultaneously put site organisa-
tion and designers under an almost intolera-
bly great stress.

Most of the solutions in the Opera are
prototypes, specially developed for this build-
ing and are never likely to be used again in
any other project. The architects were also
charged with the design of furniture, special
lighting and signs, and the selection of the
sets of articles in the lobbies including cater-
ing equipment and the clothing of the
vestibule staff. The extensive project has
demanded the commitment of those partici-

to prevent sound transmission.

The exceptionally long duration of the
building of the Opera - it took 18 years from
the initial competition to the completion of
the building-created additional problems.
The management of the National Opera,
many key persons and the working methods
were changed several times during the plan-
ning phase, and plans were suspended several
times when nobody could say for sure what
the future held. When construction finally

pating from beginning to end, even beyond
completion, because the process of testing the
facilities and equipment in the National
Opera has revealed facts that no member of
the project could anticipate.

The Opera’s acoustics were the object of
particularly high expectations. By the time
this text is printed, several concerts, ballets,
and operas will have been performed clearly
demonstrating that the design outcome has

come up to these expectations.

O

Eero Hyvamaki, Jukka Karhunen, Risto Parkkinen
Eero Hyvamaki, Kari Piela, Tuula Makinen, Aiuti l.aiho

Tuula Makinen, Anita Karhunen, Anrti Paatero

Designers
25.275 m' Architectural design:
40.450 m'
227.000 m' Project implementation team:
28 m
20X 25 m Interior design:
16 X 16 m
4 pc.of4 X 16 m Auditorium seats:
-8+3m Yrjo Kukkapiiro
1,365 Acoustical design:

(concert setting, 1,496)
200 - 500

550

750 MFIM

Alpo Halme

Green arrangements design:

C'amilla Rosengren

Electrical and stage technology design:
Engineering consultants Joel Majurinen Ky
Structural engineering:

Engineering consultants Vapera Oy

HPAC design;

HPAC engineering consultants Chydenius Ky
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When “Gerach”, the house at Sandycove in
County Dublin that Michael Scott designed
for himself in 1938, came up for auction in
March this year, the Royal Institute of the
Architects of Ireland suggested that it should
be bought by the nation and converted into a
museum of Modern architecture. In the event
it was sold to a private buyer, but the RIAI
initiative was confirmation that Scott’s place
in history a.s the man that brought Modern
architecture to Ireland remains secure. Scott
died in 1989, but his practice, Scott Tallon
Walker, survives and flourishes. It has nine
partners, a total staff of about 40 and oper-
ates from a pair of extremely elegant Geor-
gian houses in Merrion Square, Dublin. The
spirit of Michael Scott - pioneer Modernist,
art lover, bon viveur and actor (he played the
lead in Sean O’Casey’s Broadway production
of The Plough and the Stars) - still haunts the
place, if only in the sense that it is about him
that visiting journalists ask their first ques-
tions. A mile away in Store Street, Scott’s
masterpiece, the Busaras (bus station), is well
preserved and still operates as it did when it
opened in 1953.

Tlie truth is, however, that Scott Tallon
Walker's international reputation as accom-
plished Miesian Modernists rests not on the
handful of buildings that can he attributed to
Scott, but on the design talent of Ronnie Tal-
lon and Robin Walker. They became Scott’s
partners in 1965, and from then on he was
happy to leave the designing to them. By the
mid 1970s, he had effectively retired. In 1982,
Robin Walker also resigned from the partner-
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FOOTSTEPS OF A
NATIONAL HERO

For most ofthe twentieth century Michael Scott was Ireland's greatest living

architect, and the practice he founded, Scott Tallon Walker, suffered a grievous

loss when he died in 1989. But since then the office has regrouped under neiv

partners and is facing the future with a new pattern of operations and a new

client list. In this exclusive World Architecture feature Colin Davies examines

the methods and goals ofa practice unique in its own country.

ship. For the last 12 years, therefore, Ronnie
Tallon has led the practice alone and estab-
lished something of a dynasty. His son
Michael and his son-in-law Peter Dudley are
both active partners, as was his daughter Joan
O’Connor until she decided recently to take
an “‘extended sabbatical” for family reasons.
The practice is the biggest in Ireland. In
England and America, when practices found-
ed on strict Modernist principles grow and
become successful businesses, their architec-
ture tends to become less single minded, more
pluralistic. One thinks of SOM, YRM and
BDP. STW, however, have stuck to the
straight and narrow Modernist path. At the

age of 67 Ronnie Tallon still sets the architec-
tural agenda and his young partners would
not think of departing from it. One reason for
this remarkable consistency is the relative sta-
bility of the Irish construction market. There
have been no economic booms and troughs to
disrupt the continuity of the practice and no
Stuart Liptons or Reichmann brothers to call
into question the traditional architect/client
relationship. No Prince of Wales either. The
Modernism that Michael Scott brought to Ire-
land in the 1940s remains respectable.

Major public sector clients still provide
most of the practice’s work. University College
Dublin, Trinity' College Dublin, University



College Galway and Radio Telefis Eireann
have all been clients for decades and are still
coming back for more. The architectural free-
for-all that wrecked the Modernist campuses
of so many English universities in the 1970s
has yet to take place in Ireland, and perhaps
never will. STW’s latest buildings represent not
a fashionable Modernist revival but an unbro-
ken Modernist tradition. Master plans drawn
up more than 30 years ago are still being
adhered to, with only minor modifications.
The RTE radio and television studios campus
in Dublin, for example, was planned way back
in 1961 and has been growing steadily ever
since. Itis strongly reminiscent of Mies van der

Rohe’s lllinois Institute of Technology, except
that the monumental steel framed buildings
look rather better in the damp green Irish
landscape than they do on the dusty outskirts
of Chicago. STW were recently commissioned
to design more offices on the site. There is no
question that the new development will do
anything but conform to the strict rectilinear
discipline of the original master plan and the
basically Miesian style of the existing build-
ings.

The practice’s style has not, however,
remained static. It has had to adapt to chang-
ing technology and shrinking budgets. In the

early ’seventies Ronnie Tallon could design a

PRACTICE

“Gerrach" (opposite page) marked the start of
Scott Talton Walker. Radio Telefis Eireann's latest
sound stage huilding (this page) completed in 1990
shou's the practice's present form

headquarters building for the Bank of Ireland
in Dublin and make it look like a miniature
version of Mies’s Federal Centre in Chicago,
complete with bronze curtain walling made
locally. Twenty years later it still looks
superb, fitting surprisingly well into the
Dublin street scene, but it would be hard to
repeat. Cladding of that quality would these
days have to be brought over from Germany
or Switzerland and would be well beyond the
budget of most clients. STW have had to
develop cheaper alternatives. Many of the
practice's recent buildings are clad in glass
reinforced cement. This material lacks the
gloss and sheen of exposed steel or bronze.
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University College Dublin School of Engineering
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but it is li"nt, waterproof and cheap, and the
factory-made panels have a precision that
suits STW’s abstract, geometrical style.
Typical of this style are the three recently
completed buildings on the Beffield campus
of University College Dublin. The largest of
these, the School of Engineering, has a some-
what bland exterior with cladding panels of
GRC and glass in a monotonous square grid.
Inside, however, the highly serviced work-
shops and laboratories are well organised on
either side of a top lit circulation spine of real
spatial quality. Materials are cheap and
rugged, but the detailing, especially of the
exposed concrete blockwork, is firmly con-
trolled. The other two buildings show a will-
ingness to depart from Miesian rectilinear
planning, but within strict limits. The Univer-
sity Industries Centre, basically a small con-
ference centre with exhibition and catering
facilities, is an equilateral triangle on plan
with a flat diagrid steel framed roof and

external walls of plain GRC panels and glass

curtain walling. The Biotechnology Building
on the other side of the campus also makes
use of simple geometrical forms, this time a
two storey rectangular laboratory block with
glazed staircase towers at each end, and a
panoptican-style semi-circular suite of scien-
tists’ workstations placed off centre on one
side. The architectural effect is more Mendel-
sohn than Mies, butthere is no mistaking its
Modernist pedigree.

This is an architecture completely
untouched by the disruptive influence of post-
Modernism and Deconstruction, Neo-Classi-
cism is perhaps a different matter. When
UCD ran a limited competition for the design
of a new assembly hall, to be endowed by
industrialist, media magnate and ex-rugby
international Dr AJ F (“Tony”) O’Reilly, the
conditions specified that the building should
be in a classical style. For ,STW this presented
no particular problem. Mies, alter all, was
essentially a classicist. STW’s design is fonnal
and symmetrical, like a temple but with the



University College Dublin Biotechnology building 1993
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STW's competition
winning “Classical”
scheme for University
College. Plan shows
formal associations
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porrico along one side. It is a steel framed
building and there are no antique details, but
no-one can deny that it is classical in charac-
ter. It duly won the competition and Is now
under construction.

Two private houses illustrate the way that
STW’s style draws on different strands of the
Modernist tradition without ever giving in to
fashion and frivolity. Ronnie Tallon’s own
residence on the outskirts of Dublin, built in
1970, is a classic glass house in the
Farnsworth mould - single storey, steel
framed, with a rectangular plan and a hover-
ing entrance platform. Like the Merrion
Street office, it is full of abstract paintings of
the highest quality, proving that for Tallon
Modernism is a way of life, not just a profes-
sional interest. Fie has recently extended the
house, after much agonising, but it retains its
unity and simplicity. His daughter Joan's
house, built in 1992, is similar, but with a
more relaxed, articulated plan incorporating
brick walls and chimneys. It is obviously a
development of Tallon senior’s original, but it
recalls early, rather than late Mies and,
beyond that, Frank Lloyd Wright. Recent
neo-Modernist fashion seems to have had no
effect on it whatsoever. It might have been
built at any time over the past 60 years.

Not all of STW’s buildings are free-stand-
ing set pieces in landscaped settings. Difficult
urban sites get the same straightforward,
practical treatment, with no concessions to
shallow *“contextualism”. The new develop-
ment in Westland Row, Dublin, for Trinity
College, for example, adapts the linear atrium
concept of the Engineering Building at UCD
to incorporate an existing terrace of Georgian
houses. The building accommodates lecture
theatres, teaching spaces, offices, laboratories
and a library in a completely rational
arrangement without disrupting the scale and
grain of the city. Once again, glass and GRC
are the main cladding materials.

The most important job in the office at
present is the new extension to Dublin’s Civic
Centre now under construction on a promi-
nent site beside the River Liffcy. Like so
many of STW’s recent jobs, it was won in
competition. The existing Civic Centre is a
pair of squat octagonal towers designed by
Sam Stephenson and completed in 1983.
Stephenson was invited to enter the competi-
tion but his scheme to add more towers was
rejected in favour of STW’s design, which



Ronnie Tallon's house
at Foxrock, County
Dublin 1970, recently
extended (above and
left)

Joan Tallon's house

recalling early Mies and

Frank Lloyd Wright
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77;1f O*Reilly Institute at Trinity College Dublin
(above) and the East End Masterplan (right)

Marina project Dunlaoghaire (below) is a depar-
ture into the leisure area
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deliberately screens the towers from the river
frontage. Tlus has caused some controversy,
both architectural and pK>litical. STW are
keeping their heads down and getting on with
the job. They have complete confidence in
their design, but are nevertheless looking for-
ward to the building’s opening in the autumn
with some trepidation.

Dublin has a relatively small architecture
and building community and after almost
half a century STW are well embedded in it.
They have close relationships with most of
the best contractors, whose respect they com-
mand. Sometimes they are even in a position
to hand-pick the site agent or contracts man-
ager they want for a particular job. But like
architects everywhere in Europe, they are
feeling the professional winds of change.
| hey have to compete for their livelihood and
they have to perform well for clients in order
to maintain their position. The Merrion
Square office may he old and elegant but it is
not stuffy or down at heel. A new back exten-

sion has just been completed with the aim of

selling one of the houses and improving the
layout to maximise efficiency. The practice is
fully kitted out with CAD equipment.

Ronnie Tallon himselftakes responsibility
for the running of the practice. He is certainly
not lacking in business acumen, but producing
good architecture remains his main priority.
A few years ago the practice experimented in
a limited way with multi-disciplinary working
when it set up its own services engineering
department. Typically the motive was not to
improve the profits but to improve the archi-
tecture. A number of bad experiences with
services consultants had convinced the part-
ners that they could do better themselves. But
there was no attempt to sell consultancy ser-
vices to other architects — there would have
been no joy in that - and in the end they had
to admit that the job base was tth> small. Ser-
vices engineering, they learned, was not as
easy as it looked if you didn't want to lose
money. Commercial common sense prevailed
and the idea was abandoned.

About 20 years ago the practice set up a
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London office to carry out a job in Milton
Keynes. In the event the job came to nothing,
but the office was kept open to look after
some bread and butter work for Marks and
Spencer. At its height, it employed 18 people,
but then the recession hit and it has now
shrunk back to five. The hope is that as the
economic situation improves, STW will begin
to pick up work in the sector they know best:
education, and especially university work. But
Ronnie Tallon does not believe in expansion
for its own sake. Dublin will always be home
and Ireland's relatively buoyant and stable
economy looks like producing enough work to
keep the practice busy for the foreseeable
future. Culturally too, it provides an environ-
ment in which STW’s particular brand of
Modernism can flourish. Ten, even 20 years
ago, from a wider European or American per-
spective, STW’s architecture might have
looked old fashioned. But now that post-Mod-
emism has run its course and the virtues of
simplicity and practicality are once again
admired, it looks bang up to date.

rrr

Dublin civic offices completion scheme, cause of
controversy for several years. Plan above left.

Dublin Docklands light industrial development at
East Wall Road



The Samuel P. Harn Museum of
Art, Gainesville, Florida, 1992

Architects: Kha Le-Huu and Partners
(design); Jackson*Reeger (technical)

The museum is planned to be part of the Uni-
versity of Florida Cultural Center, which will
eventually house a performance art centre
and natural history museum.

The building’s mured exterior, with its
quiet palette and crisp massing of simple
geometric shapes, sets the tone for its interi-
or. The low lines of the gallery level - all
that is visible to those entering the museum
from the main parking area - are broken by
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the dramatic, jagged lines of the tetrahedron
rising over the curving drum of the rotunda.

Once inside, the visitor is immediately
aware of the vast paces opening before and -
with vaulting soaring to more than 30 feet -
above him. To the left of the entrance is a
200-seat auditorium; to the immediate right
is a kitchen. Just beyond the auditorium is
the bright, window-walled museum shop and
seating that overlooks the still incomplete
cultural precinct that will rise outside the
museum. To the right of the lobby, beyond a
passageway whose ceilings are a cosier 18
feet above, lie the administration offices.

Kha I-e-Huu saved his most impressive
vista for the rotunda, a circular space that

rises to 60 feet at the peak of the tetrahedron
skylight and leads directly to the main gallery
ahead or alternatively, into smaller, more
intimate galleries that are clustered around
the skylighted, oakfloored main hall on the
three sides. The main gallery was designed to
be used for changing exhibits, divided by par-
titions as needed and lit partly by natural
light from above when the skylight is open.
As all spaces are linked by a logical net-
work of passageways, the entire 18,000
square foot gallery space Feels open and
friendly. Yet the surrounding, smaller and qui-
eter carpeted galleries are clearly distinguished
from the main hall and so allow the visitor to
approach the works in understandable units.
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Pavilion for the Arts/Crafts and Design School,

Stockholm, 1993

Architect: Alexis Pontvik

The pavilion was a very low-budget tempo-
rary exhibition structure to house the work
of four final year art students. It was
designed as an abstract shell square, 10 by
10 metres, with an entrance/exit at each
side. Each student was given an individual
room of equal size, but when fitted with
individual materials, specially designed roof
lighting, and the exhibited artworks, these
rooms became very different environments.
The rooms were reached via a central
atrium. On the walls of the atrium, large
vertical elements, painted orange at the top,
emphasised that the attraction was on the
inside rather than on the outside of the pale

turquoise shell. (-]
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BIG SCIENCE DUO

Last year Vanity fair ran a piece on Tod
Williams and Billie Tsien, under the headline
“Neuromancers”. This coined word was
intended to add mild sex appeal to news of
their design for a Neurosciences Institute in
California. From this you may gather that
New York-based Williams and Tsien attract
the sort of media attention that architects
rarely enjoy. Such magazine items are usually
accompanied by a picture of them looking
C(Ot)l, and if there are still impressionable
young people around who imagine architec-
ture to be a glitzy profession, these pictures
must do for them what The Fountainhead did
for an earlier generation. What is more, while
many other Manhattan-based architectural
firms have been driven downtown in search
of cheaper rents, this one actually owns its
fashionable Central Park South premises. Am
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That Neurosciences Institute in La Jolla, now under construc-
tion, is situated less than a mile from Louis Kahn's famous
Jonas Salk Institute. Due for completion later this year this
research facility stands in clear contrast to Kahn's inward-
looking building. While the Salk Institute is surrounded by
wild coastal beauty, the new complex is situated in an effete
research park hitherto rather lacking a sense ofplace. Dedi-
cated to the study ofthe brain, the Institute is designed to
reflect the cross-referential nature offields such as artificial

intelligence, psychology, philosophy, linguistics and theology.

In Tod Williams and Billie Tsien they chose the right archi-

tects, thinks Graham Vickers.

1 dressed well enough even to ring their door-
bell?

Well, yes, because Tod Williams answers
it looking mildly dishevelled. He is carrying a
dishcloth with which he starts to wipe may-
onnaise from the glass-topped table in the
meeting room that doubles as a lunch area.
Billie Tsien is working in the studio alongside
a handful of young architects — nine seems to
be the median number of the practice — and
judging by the number of bicycles stashed
there, they all pedal to work.

Williams established the practice in the
mid-'80s after six years with Richard Meier
and a somewhat hit-and-miss start to his own
solo career.

“1 worked for Richard between 1967 and
1973” he says. “And much as | enjoyed that,
over the years 1 began to recognise that 1 was

becoming a designer. Despite a great deal of
contact with Richard, | had little contact with
the client. In the end | left knowing nothing
about the business or contracts and less about
administration. All the time | thought that |
was skilled but in fact | was completely
unskilled™.

Williams also admits to having been
““young and foolish enough” to have believed
in a certain flexibility of approach at Meier’s.
“l thought that there were many possible
avenues that the work could take, but it
turned out to be difficult if things were seen
to be leading down a path that Richard did
not support.”

Eventually Williams asked if he might do a
personal project in Meier’s office.

“He said i1 don’t think sol’ at which point
1 left. That project set me free. Bur when it



didn’t go forward 1 found myself struggling
for many years.”

He formed an alliance with a friend who
was also struggling and they struggled together
until 1977 when they needed someone to help
out. This turned out to be Billie Tsien, gradu-
ate of Brown, Yale and UCLA. Williams and
Tsien married in 1983, and became a profes-
sional partnership in 1986. Since then they
have brought a unique, frequently rather meta-
physical approach to a variety of projects,
ranging from private interiors to major institu-
tional buildings. This approach might be sum-
marised as a marriage of post-hippie self-
awareness and critical regionalism, if it were
not for the fact that such a phrase somehow
manages simultaneously to trivialisc and
inflate what they do.

Williams has taught at Cooper Union, has
been a visiting adjunct professor at Columbia
and Harvard, and was appointed Thomas Jef-
ferson Professor at the University of Virginia in
1990. Tsien, meanwhile, came to architecture
via painting, graphic design and teaching and -
insofar as one can separate the contributions
of such a closely-fused team - seems to bring
more of an art approach to their work.

That Neurosciences Institute in La Jolla,
now under construction, is situated less than
a mile from Kahn’s famous Salk Institute.
Due for completion later this year this
research facility stands in clear contrast to
Kahn's inward-looking building. While the
Salk Institute is surrounded by wild coastal
beauty, the new complex is situated in an
effete research park hitherto rather lacking a
sense of place. Dedicated to the study of the
brain, the institute is designed to reflect the
cross-referential nature of fields such as artifi-
cial intelligence, psychology, philosophy, lin-
guistics and theology. All expressive gestures,
tranquil spaces and contrasting materials, the
Neurosciences Institute typifies the Williams
and Tsien interest in bringing an "art installa-
tion” approach to architecture — my phrase,
not theirs.

““Billie and 1 see that each project is taken
on its own terms” Williams explains.
“Although there is a lot of duplication from
project to project, that’s not basically some-
thing that we desire. The only real glue comes
from us being older and having stumbled
through many more problems than some of
the younger people. We don’t have a particu-
lar vision of the way things should be but

rather a vision of how we would work with
someone to arrive at something that neither
of us could expect.”

This, | venture, is the kind of talk that
tends to make the more conservative sort of
client start to look uncomfortable and sud-
denly remember a previous appointment.
Certainly the practice has depended heavily
upon the occasional enlightened institutional
client to add gravitas to the lightweight joie
de vivre of the loft renovations, commercial
spaces and installations that have filled the
gaps between major commissions.

“When Billie first came to work for me I’'d
done a little house up in Long Island”
William recalls. ““But our first important pro-
ject together was a small dormitory at Prince-
ton. It was significant because it gave us cred-
ibility at institutional level. That was tremen-
dously important and took us out of the pri-
vate client sector and into dealing with build-
ings that would be around for longer.”

A graduate of Princeton (he later spent a
year at Cambridge), Williams acknowledges
that he received that commission because
Princeton were looking for talented alumni
and the project was a modest one.

““I was hardly a good student there, so |
was quite shocked that they should ask us.
What we did though was to work real hard
and make this tiny assignment much more
than it should have been. It actually became a
free-standing building although everyone says
it should have been an addition. 1 thing that it
was tectonically quite strong. The campus in
the late '70s, '80s and '90s has been particu-
larly interested in post-Modern architecture.
Venturi is the basic language that is spoken
and the context is often a somewhat senti-
mentalised neo-Gothic one. One of the things
we were able to do at Princeton was to make
a strong building that still stands up for being
connected to the context™.

Williams says that the “critical regional
approach” idea is something with which he
has a degree of sympathy. “It’s not entirely
what we’re doing, but we certainly trying to
be more connective to the places and look
into the technologies that are available before
deciding whether to do it with ways of con-
structing or with imagery.”

The practice has so far resisted the urge to
invest in computers, concentrating more upon
getting the balance of staff responsibility right

for projects.

FACE TO FACE

Screen for “The World Upside Doum™ 1990

“In each case one person is continuously
responsible for the whole project" Williams
says. “What happens when you have special-
ists in all different fields is you end up with
no-one specialised in the overall picture. And
although we don’t use computers, | think
we’re able to produce the work as quickly as
any one else™.

Williams believes that architects in the
’80s often became seduced by the computer
and began to try to sell architecture as some-
thing that could be taped out.

“People became very reliant on the com-
puters they bought and the programs that
updated them” he says. ““Finally they built
systems that turned out repetitive work.
Computers tend to feed bad instincts, encour-
aging you to repeat details. It takes more
work to do it our way, but you can think
slightly differently about it each time." He
pauses, perhaps deciding that he is expressing
too rigid a view.

“Then again maybe we are making some
big mistakes by resisting computers” he con-
cedes. “Our communication with our clients
and consultants is very inefficient and redraw-
ing the base plans is also time-consuming.”
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Phoenix project context (inset opposite page) sur-
rounded by an aerial shot ofthe Phoenix grid.
(Below) The Phoenix an museum extension
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This tendency to air both sides of an argu-
ment even when he is not pressed to do so
combines rather favourably with Williams’
general air of disarming frankness. 1 had
heard that a few people once though him
professionally rather arrogant, but by con-
trast he now comes over almost as an engag-
ing amateur in the true sense of the word of
someone who pursues something for the love
of it. He will admit that his fortuitous pur-
chase of the practice’s premises when the
price was low has provided a bulwark
against occasional financial buffeting. Asked
if he thinks if there are enough enlightened
clients out there for his kind of work, he
replies simply ““1 have to believe so! Because
after a while, you wear out. I-ooking for
work takes a tremendous toll. Here in the
States you can’t count on cities like
Barcelona, places that will come back for
more. The low level of visual culture here has
a lot to do with the fact that children are not
given visual stimuli - the first thing that’s
eliminated from the public schools agenda is
art appreciation. However, California’s a lit-
tle different. New York, after all, is quite an
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old city, with all of the attendant problems.
The West Coast has more land, more oppor-
tunity, more interesting clients. Of course,
we always tend to think that the people who
hire us are interesting. | guess that's rather
self-centred.”

There remains a strand to their approach
that will always put off certain clients. They
make no secret of the fact that they consider
the circumstances of their personal lives not
only relevant but central to their work, and
may preface a serious written account of their
architecture with intimate details of their
home (a small studio on the sixteenth floor of
Carnegie Hall), their son (Kai, aged nine) and
their weird furniture (a mammoth tusk, a
boomerang and a West African death bed). In
1990 they designed a famous theatrical pro-
duction for the Amsterdam Het Muziekthe-
ater and N.Y. City Center - “The World
Upside Down™. This reflected the practice’s
long-term fascination with the idea of the
wall, here expressed in the form of a large
folded screen supported by aluminium mem-
bers. This screen could open flat, fold into a
narrow wedge, roll, cantilever off the stage

and over the heads of the orchestra, and
become opaque or translucent to accept or
throw shadows. The scenery, in fact, became
another performer, and the implications of
this exercise for their architectural work
might be thought exciting or worrying,
depending on your politics.

The small “art” projects continue: an
installation for the Takashimaya Gallery on
Fifth Avenue is currently underway, and
Williams was particularly pleased when some
canopies they designed for the light rail stops
in St Louis received most of the plaudits even
though Williams and Tsien were not the over-
all project architects.

New college buildings at the University of
Virginia marked a return to the campus, this
time with the secondary brief of restoring
something of the feel of the academic village
to today’s 18,000-strong institution.

“The decision was made to try to form
them as residential colleges. We wanted
them to speak to the land in the same way
that Jefferson’s buildings did, but also speak
to a social organism for the first time”

Williams says.



His current great enthusiasm however is
an addition to the Phoenix Art Museum, a
project the practice won against stiff competi-
tion from, among others, the late Jim Stirling.

“It’s a wonderful project” Williams says.
“The existing museum was built in the '50s
by a not terribly distinguished architect and
we were asked to add to that with a low bud-
get. Even though it’s a city project there have
been a few people rooting for the quality of
the project.”

Williams and Tsien, adopted New York-
ers, have responded starry-eyed to the
prospect of building in the sort of beguiling
Arizona location that used to engage Reyner
Banham'’s imagination.

““Phoenix is a grid superimposed on a
desert which has some lumps and bumps in
it. But the grid has more or less levelled it and
made it anonymous. Downtown Phoenix is in
many ways a kind of architectural hotch-
potch. Ours is a small two-storey building
that sits underneath towers and has all the
problems of someone wanting to have an air-
conditioned building without natural light in
it in the centre of a rather dull city.”

Central to the solutit>n is a spectacular
fibreglass cooling tower, extremely thin and
tall, made in panels that are repeated and
stacked and then bolted together.

“The panels are perforated at a certain
altitude, and as the warm desert breeze passes
through, it hits an invisible mist of water shot
out by atomisers. The heavier air falls to the
courtyard below, creating a cooler area in
which to walk. Depending on the amount of
water that you use you can actually change
the temperature of the courtyard.”

At night the tower can be illuminated like
a lantern by uplighters, providing a constant
focal point and addressing an initial commis-
sion stipulation for a building that would be
the “star” of Phoenix.

Williams has an enduring interest in min-
erals, and here specified an aggregate that
uses a soft greenish rock from Phoenix’s main
river to re-introduce some natural element
into the man-made structure.

“The director of the museum really cared
about this, and the city of Phoenix took a risk
with us — and with some other architects - for
a related scries of civic projects. | get really

(Oppitsite, left amiabove} Modelling studies for
the Neurosciences Institute, la folia, (California

excited when something like that happens.
Princeton coming back to its son is not all
that exciting, but this is."

He sounds excited, in a controlled sort of
way. All the time we have been talking, Billie
Tsien has hovered, but apart from a few
interjections has chosen to let Williams do the
talking. This is odd, because one reason
Williams gives for the large amount of cover-
age they receive in the popular press is that
“Billie is a very good speaker””.

| believe him, and | also think they have
been wise to reject the frequent offers to
make a book about their work. Williams
says he mistrusts the vanity press, but | sus-
pect there is another good reason too: writ-
ten down, their ideas sound suspect and
sometimes pretentious. Explained with
enthusiasm and self-deprecating humour,
they sound not only appealing but slightly
heroic as well - the continuing efforts of a
'60s survivor and his helpmeet, kept afloat
by the accidental collateral of prime real
estate and still propagating a perspective of
the world that, if not exactly upside down,

is at least creatively skewed. —
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FROM THE CRUCIBLE

Morphosis: connected isolation. Text by
Thom Mayne. Artemis London. J44pp.
£27.50 hardback, £19.95 paper.

Morphosis: tangents and outtakes. Text by
Thom Mayne and Fred Orton. Foreword by
Dan Hoffman. Artemis London. 84pp, 1500
illustrations. £17.95.

Reviewed by Andrew Rabaneck

Morphosis is a Los Angeles architectural
practice driven by the extraordinary vigour
and imagination of Thom Mayne. Until quite
recently, Morphosis was the Stirling and
Gowan of Los Angeles, or at least of Santa
Monica. Now Mike Rotondi, the other
founding partner is Director of the Southern
California Institute of Architecture, or Sci-
Arc for short, still the pedagogic crucible for
novel ways of architecturally confronting the
actuality of Los Angeles.

Thom Mayne (the Stirling figure) has
become sole principal of Morphosis. His
visions of transformed plans, sections and
construction elements form the substance of
these two new monographs. Actually, the
built work, whether Kate Mantilini’s restau-
rant on Wilshire Boulevard (1986) or the
brilliant Cedars Sinai Cancer Centre (1987)
are so compelling for those who have seen
them that books are redundant, however
seductive the graphics.

And that’s the problem, ar least for me.
Outtakes has about five pages of interview
with Thom Mayne before the “plates’, 70
pages of exquisite but completely unex-
plained artworks of Mayne’s work. Con-
nected Isolation offers 143 pages of draw-
ings, model-montage, and photos of com-
pleted work, laced with a sort of Bill Bur-
roughs cut-up text used more as graphic
motif than as information.

Now, both of these documents are very
beautiful and they pin some exceptional tal-
ent to their pages. But they are also a sort of
architectural pornography. Cheap colour
printing and high tech distribution bring an
astounding diffusion to architectural ideas.
These books have probably reached at least
to Ulan Bator by now, where their near
wordless luxuriance may well spawn orgasms
of creativity, [.anguage is no barrier to plea-

sure. Stripped of all allusion to context, these
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documents are pure architectural fantasies;
their alluring traits exaggerated beyond any-
thing encountered in daily life.

Should we worry about this? It is, after all,
an apotheosis of the architectural publishing
revolution whose prophet was Dr Papadakis.
Maybe its harmless, but it is certainly trans-
forming of taste and sensibility, and it has its
antecedents. Nancy Lancaster and John
Fowlers’ post-war English interiors were
immediately snapped in colour, printed and
pored over in Madison Avenue hairdressers
in the late 1940s, resulting in an almost
instantaneous re-diffusion of English taste in
New York and up and down the East Coast.

Again the diffusion of taste was made
possible by print technology; it’s what keeps
Hermes, Ralph Lauren, and Rei Kawakubo
going.

Perhaps we’ll see a Kate Mantilini in Ulan

Bator next year!

INSIDE THE GREAT ROOM

The Wright Style: the Interiors of Frank
Lloyd Wright. By Carla Lind. Thames and
Hudson. 224pp. £25.

Frank Lloyd Wright and Japan: The role of
traditional Japanese art and architecture
in the work of Frank Lloyd Wright. By
Kexnn Nute. Chapman and Hall. 244pp. Li9.50.

Reviewed by Sant Webb

When John Vinci drove me round Oak Park
and Riverside one September afternoon in
1965 | didn’t realise that 1 was about lo
embark on a lifelong admiration of VW Bee-
tles and Frank Lloyd Wright’s architecture.
Shortly before then Vinci had been working
in the Chicago office of a large commercial
practice. Outraged at the wanton demolition
of Sullivan’s Schindler Building and the
threatened demolition of the Holabird and
Roche’s Cable Building, Vinci and a group of
architects took to the streets in protest with
their placards. Next day their photos were on
the front page of the Chicago Daily News.
Vinci was given the sack.

When we got to the Coonley House we
found a skip outside in the road. Most of the
beautiful stained glass windows had been
stripped out of the Playhouse only to be
replaced with clear double glazing. The next

day a message came from John that the dear-
storey windows were on sale in one of the
downtown street markets in Chicago at $5
each. Racing down there to get one | was too
late. John had been more successful. His win-
dow went into the cellar under his parent’s
house as company for a pair of lift gates from
the Schindler Building. The other pair are in
MOMA. In a race against time Vinci record-
ed Sullivan and Wright'’s detailing from the
Schindler Building. In the Auditorium Build-
ing, threatened with demolition .30 years ago,
Vinci found the original dusty rolls of draw-
ings used for the friezes and ceilings. They
were hand drawn by Wright and Sullivan.

Vinci was an avid collector of bits of
buildings which he has put to good use. He
was responsible for the saving of the arch
from the Chicago Stock Exchange designed
by Sullivan and Wright and the setting up of
park of architectural fragments from Chica-
go’s greatest period of architectural flower-
ing from 1880 to 1910 but perhaps his great-
est achievement has been the painstaking
restoration of the Coonley Playhouse togeth-
er wirh Wright’s Studio. Its good to find him
again in the pages of Carla Lind’s lavishly
illustrated book.

The Wright Style is a panegyric. But what
it loses in the test is made up for in the pho-
tographs of the interiors and the interesting
collection of houses and interiors designed by
assistants who worked with Wright like
Rudolph Schindler, Alden Dow son of the
founder of Dow Chemicals, Arthur Dyson
and John Lautner.

In complete contrast is Kevin Nute’s Frank
Lloyd Wright and Japan. This attempts to
unravel the major enigma of Wright, exactly
where did his ideas and inspiration come
from? Nute is clear on this. Wright’s influ-
ences came from Japan. From the work of
artists like Katsushika Hokusai, Ando
Hiroshige and the Ukiyo-e or Japanese wood-
block. Who and when was Wright first
exposed to this catharsis?

In his autobiography Wright talks about
the Phoenix Hall or Ho-o-den at the 1893
Chicago World Fair. He also mentions Lao-
tzu’s Book of Tea which was enthusiastically
reviewed by Wright’s friend Frederick
Gookin in 1906. Yet Wright claims never to
have heard of it until the 1920s some 15
years after its first appearance in an F.nglish
edition published together with two other



major works The Ideals ofthe East and The
Awakening ofJapan ail by Kakuzo Okakura.

Others are less reticent about the influence
ofJapan on their work, “I don’t need
Japanese pictures here. For | am always
telling myself that here | am in Japan which
means J have only to open my eyes and paint
what is in front of me.” So wrote Van Gogh
from Arles to his sister in 1888. Van Gogh
even made his own interpretation of
Hiroshige’s Sudden shower over Shin-Ohashi
Bridge in his work The Bridge which hangs in
the Vincent Van Gogh Foundation in Amster-
dam. Van Gogh was not alone in his admira-
tion for Japan; so too were Toulouse-Lautrec,
Gaugin, Klimt, Whistler, Degas and Bonnard.
Japanese work had been shown at the 1862
London Exhibition, in the Paris Exhibition of
1867 and in Vienna in 1873. But apart from
the prints and the 1893 Ho-o-den other fac-
tors were at work in introducing Wright to
Japan: his first employer Joseph Lyman Sils-
bee and Silsbee’s cousin Ernest Francisco
Fenollosa.

If Silsbee had an amateur interest in
Japanese objets d'art his cousin was in a dif-
ferent league. Fenollosa’s interest in Japan
started when he was appointed at the Imperi-
al University in Tokyo to teach the future
leaders of the new Japan the basics of West-
ern thinking. He soon became preoccupied
with traditional Japanese art which the
Japanese were abandoning in the rush to
modernise following the fall of the Tokugawa
shogunate in 1867. Together with some for-
mer students Fenollosa founded the Kanga-
kai devoted to the preservation of kan-ga, the
traditional Chinese style of painting champi-
oned in Japan by Zen inspired artists such as
the celebrated classical painter Sesshu (1420-
1506) which was subsequently combined
with indigenous Japanese styles in the famous
Kano school based in Kyoto. Fenollosa and
Okakura were decorated by the Emperor
Meiji for their services to traditional Japanese
art. Fenollosa was sent by the Emperor on a
fact finding mission with Kokura and Baron
Arata Hamao. They were accompanied by
Japophile John La Farge and the writer
Henry Adams. Kakura and Fenollosa formed
a lasting friendship with La Farge to whom
Kakura was to dedicate The Book of Tea.

By the time of Fenollosa’s arrival in Amer-
ica in the autvmn of 1886, his cousin had
known the young Frank Lloyd Wright for at

least two years. By 1887 the 19 year old
Wright was firmly established in Silsbee’s
office. ““It would have been strange, then, if
Silsbee had not drawn his young assistant’s
attention to the presence in America of his
illustrious relative the Imperial Japanese Fine
Arts Commissioner Ernest Fenollosa,” writes
Nute. It would indeed. This book is a bril-
liant piece of scholarship and a major work
in the understanding of the work of Frank
Lloyd Wright.

EVERYTHING IS TRUE: NOTH-
ING IS FORBIDDEN

Los Angeles Architecture. The Contem-
porary Condition. By James Steele. Phaidon
23lpp C39.9S.

Reviewed by Gillian Darley

James Steele is but the latest in a long tradi-
tion of outsiders who have gone to Los Ange-
les and who feel compelled to share their con-
fusion, their excitement and their certainties
with the rest of the world. Our appetite for
these aper*us depends on how much we know
of Los Angeles and where we spend most of
our time. The English warmed to Reyner Ban-
ham’s 1971 Los Angeles: The Architecture of
Four Ecologies, which seemed quite hip (it
was the era of Pop Art which seemed a good
fit with LA, Hockney had arrived there and
Ed Ruscha was in full flight). The French later
chuckled over the snobbish drivel of Jean Bau-
drillard’s America. New Yorkers were com-
forted by Joan Didion’s Play it as it Lays. We
all saw Blade Runner and Chinatown. The
difficulty in deriving meaning from the actual
evidence of Los Angeles is that, as Banham
observed “about anything one can say about
LA is true”.

Fortunately Steele’s book is generously
endowed with Tim Street-Porter’s wonderful
photographs. Street-Porter, himself a Los
Angeles import of some 20 years standing,
has learned to capture the extraordinary light
and colours of the city, and is the preferred
iconographer of the new Los Angeles archi-
tecture which excited and puzzles Steele so
much.

Steele is one of many who see Los Angeles
as a presentiment of an “urban typology of
the future”, and therefore worthy of exami-
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nation. But the “examination” is invariably
so narrowly drawn, say in terms of what
fashionable architects are up to, that the
result is like trying to explain Italian politics
by reference to the Milan Collections.

True, itis difficult to grasp and to convey
the gestalt of the place. Fortunately, the
architects whose work Steele wants to show
us — Gehry, Morphosis, Moss, Moore, Israel,
Hodgetts and Fung - the usual suspects, are
simply in love with the place, tuned into it.
They accept it in its wonders and in its awful-
ness, but above all in its reality. Not for them
anxiety about their ““validity” when the April
1992 riots broke out. They won't rise to the
guilt - inspiration of Mike Davis’' City of
Quartz, or the yearnings of Sam Kaplan,
sometime architecture critic of the LA Times.

The reason that the new LA architecture,
especially that of the Sci-Arc, Santa Monica
School is so exciting is that it is explicitly
non-ideological; it deals with the present and
with actual context, whether defined by client
ambitions or mere dumb construction materi-
als. It is completely un-nostalgic, whether for
the past or the future. It eschews immortality
and welcomes the ephemeral. It is art, but it
is also a weapon in the east/west culture war
between New York and Los Angeles.

Steele does a good job of outlining sources
of the new sensibility, from Irving Gill to
Wright, Schindler and Neutra, the parvenu
easterners who misled generations of (east-
ern) architectural historians and their stu-
dents about Los Angeles. His analyses of the
current architecture are tortured reconcilia-
tions between eastern “‘theories” and built
reality; in this section enjoy the photos. Now
teaching at the University of Southern Cali-
fornia (what locals call the University of
Spoiled Children), Steele offers a good
overview of what’s happening in the architec-
ture schools at Sci-Arc, UCLA and USC, and
an excellent summary of recent developments
in downtown such as the Library, Pershing
Square and Pei Cobb Freed’s First Interstate
World Centre. Much of this work is, of
course, being done by Easterners.

No book but a novel can adequately cap-
ture the kaleidoscope of city life, LA or else-
where. Steele’s book is ultimately about
architecture which happens to be in Los
Angeles. Study the pictures, read the text,
and glimpse the soul of LA emerge. It’s a
good attempt. —
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LETTERS

PRAISE FOR WORLD ARCHITECTURE

Dear Sir,

| am a new subscriber to your magazine, and
1 very much appreciate it. Why? Contrary to
many other magazines, which all present the
same contemporary realizations, more spec-
tacular than really interesting, you make
much more eclectic choices. Particularly, | am
thinking of architects as Herzog, Murcurt,
Pallasmaa, Peichl, who, in my opinion, repre-
sent talented men, more interesting than oth-
ers who exclusively pay attention to fashion.
In the last issue, 1 particularly appreciated the
papers by Bryan Avery and Georgi Stanishev.

During the sixties, | have been designing
projects for the city of Liege named Liege
2000, and, more recently l.iege 2040. These
projects were based on the invention and the
fabrication of a new kind of housing and
lodging, totally industrialized like cars.

I think that today, after a necessary post-
Modern era, a new age is starting again for
searchers as Prouve, Archigram, Quarmby,
Price and many others, among whom | was
and ! still remain. From this point of view,
Europeans must know that Japanese already
understood that a very large world market
was to be caught. And in this area, Toyota is
a new challenger, very powerful, able to
become in the next future the leading firm as
it is in the car’s sector.

For these reasons, | was delighted to read
the paper by Wisk)cki and those by Avery
and Stanishev.

Sincerely yours,

Jean Englehert

President of CEJUI.

Liege

HOT TOILETS

To the FMitor,

1 enjoyed WAZ28, even if it did seem to be
around for a very long time before WA29
came along. | particularly enjoyed Gallery
and Global Review and the Editor’s usual
diatribe against cities. What | did not enjoy
was 24 pages of Ken Ycang’s identical
skyscrapers. Are these buildings — projects
really, most of them — truly an answer to the
cost of air conditioning? All | detect from
them is that the toilets are ““naturally ventilat-
ed””, which means they aren't air conditioned”
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Why there should be such continuous and
dispiriting hostility to air conditioning
amongst architects nowadays defeats me.
Never has heating and ventilation engineering
been more advanced, nor as well integrated
into building structure as it is today. To argue
that global warming is the consequence is to
ignore the disease in favour of the symptoms.
In the end the businessmen of Malaysia, like
the businessmen of Europe will make their
own choice. The victims of unheated and
uncooled “*ecological skyscrapers” are likely to
be employees who have no voice to complain.

James McArthur

Abu Dhabi

ARTISTIC ERROR

To the Editor,
| am writing regarding the photograph of the
Romanian Museum of Modern Art’s pro-
posed reconstruction of the bedroom of Klaes
Kreeps in your issue of January 1994 which
was dated ““1948” in your uninformative cap-
tion. The furniture you show was not manu-
factured until the mid 1960s. The idea that
Kreeps could have possessed such furniture at
an earlier date is completely impossible. You
should either change the furniture or the date.

Tihor Wolff

Tobago.

Air Wolffis very observing. The photograph
of Kreep's bedroom actually dates from 1968
and was miscaptioned at source. Romanian
Modern art is dogged with these errors, mak-
ing it difficult to authenticate apparently
advanced tvork. A typical example is Teige's
celebrated soup tin which is often cited as
having appeared in 1938 when in fact it was
first exhibited in Lodz in 1983. {Bd.}

COMMERCIAL SUCCESS

Sir,
Simon Drill's contention (WAZ27) that mem-
bership of the architectural profession should
be discriminatory demonstrates his ignorance
of the means by which an architect initially
becomes successful.

Many architects become architects by
chance. They join the profession in the hope
that it will offer them a direction in life and

enhance their status in the construction

industry. Surely the key point is that commer-
cial success can only come from appreciative
clients, that is from people who have commis-
sioned and paid for buildings, not from other
architects who may or may not approve of
what one has done.

Matthias Windhurger

Basle

A NEW DISTRIBUTOR

Dear Sir,

My name is Mario Munoz, I’m an architect
from Colombia (South America). | am now
studying at New York University. | discov-

ered in one of the stores in New York City

your magazine.

1 think World Architecture is one of the
best architectural magazines, and we as archi-
tects in Colombia are missing the opportunity
to have it as part of our libraries in our
schools and universities. Therefore | wish that
1 could distribute your magazine in my coun-
try. Please send me all the details so that | can
do this.

Bayonne

New Jersey

E-MAIL IS THE ANSWER

Dear Sir,

| have often felt the urge to write to WA,
whether to chide Nigel Gilbert for his techno-
fear or Paul Jodard for his over-enthusiasms,
for example, or simply to ask for more infor-
mation on some of the Global Review pieces
and images (who has swung the Grande
Arche through 180 degrees, for example). But
the idea that a two-month wait before the
next edition thuds into the mailbox is rather
discouraging. Perhaps other readers feel the
same? So why don’t you start a bulletin
board on Euronet or Infonet, so we can all be
in touch all the time.

Cyrille Rimbaud

Montrouge

France

Letters should be addressed to (he Editor, World
Architecture, Halpern House, 30I-.?05 Euston
Road, London NW!I 3SS, England

Fax: +44 (0)71 383 3181



RAVAGES OF TOURISM

Having finally completed the mant4script ofa book begun more than three

years ago, Pierre Vago needed a holiday. Fleeing the rain and the cold, he

chose that part of the Mediterranean coast whose very name promises the

sun. A promise that was kept: he was able to exchange sweater and raincoat

for short-sleeved shirts and linen trousers, but then the trouble started.

| knew these landscapes half a century ago;
the beauty of the coast, the small towns and
picturesque villages of the countryside, the
rocky creeks and little sandy beaches. | have
been back there since, many times, as a
tourist or on professional occasions - a meet-
ing of the IAU Council at Torremolinos, the
jury of a competition for a holiday complex
at Elviria. Each time 1 noticed, and deplored,
the damage to the landscape, and more and
more irremediable destruction of nature, of
the environment. This wasn’t because there
was no overall plan for the development of
the coast. | remember the sadness of my dear
friend Luis Blanco Scler, realising how little
was left of the plan for which he was respon-
sible, torn apart, piece by piece, by the
demands of developers and speculators’
greed. If it were possible to suffer in the Par-
adise in which he now finds himself, Luis
would suffer even more in witnessing the dis-
appearance of the last pinewoods, and of the
last fine places from which you could see, in
the distance, the beautiful hills and moun-
tains of the back-country, replaced now by
the high walls of building which rise beside
the terrible motorway along the Coast.

1 will say nothing of the quality of what 1
cannot bring myself to call the “architecture”
of these “‘residences”, some of them brutal
towers standing by the sea, others long hori-
zontal blocks which recall the estates of so-
called social housing in our suburbs (the bal-
conies, the “decorative” arcades and other
pseudo-Andalusian or pseudo-Moroccan trim-
mings change nothing!), sometimes less brutal
groups of dwellings, 2, 3, or 4 floors high,

always of very high density. The architect visi-
tor can even discover certain exceptions, where
there has been thought, imagination, some-
times even sensibility and quality. But in the
end these details aren’t very important,
because in the midst of this vast ecological and
planning disaster, they disappear. The succes-
sive developments already form some sort of
continuity, although poorly connected with
each other (sometimes only by a one and a half
metre wide concrete path running alongside
the motorway). Enormous hoardings advertise
the forthcoming destruction of whatever is left
that affords a view of the sea or the moun-
tains. These developments are more or less
well fitted-out and well maintained; some of
the landscaped areas are even agreeable. Rut
they stop some tens of yards from the sea-side.
This has been completely left to go to ruin; a
waste tip strewn with rubbish of every kind
from land and sea, plastic containers and
patches of tar ever>'where: a sad no-man’s*land
where you find no-one but the occasional fish-
erman with his rod, and the even rarer tourist
brave enough to venture there. Intelligent ini-
tiatives, such as that famous competition for
Elviria, or the one for Maspalomas in the
Canaries, have come to nothing, just like the
international action to save the little wonder
that is the island of Djerba in Tunisia, the
Odyssey’s land of the lotus-eaters. Which
shows rhat the phenomenon is universal, and
how the threat hangs over all those sites still
miraculously preserved.

As a very ytiuiig architect | was made
responsible for a preliminary study for the
development of the Cote des Maures, the

POLEMIC

stretch of the French Mediterranean coast that
lies between Frcjiis and Hyeres (and which
includes, among others, the famous Golfe de
Saint-Tropez). On this occasion, | had of
course to get to know all the projects and
studies concerning the Cote d’Azur. There was
a report by the famous planner Henry Frost,
who was the head of my School of Architec-
ture and my professor of planning, and it
shocked me profoundly. Frost predicted that
in the very near future the whole of the
Mediterranean coast from Marseilles to Nice
would become one continuous suburb. Ideal-
istic, and indeed a little naive, | was scan-
dalised by his resignation in the face of such a
catastrophe, accepted as an ineluctable fate.
Alas, it has to be said that it was probably
Frost who was right, Visiting Sicily for the
fourth or fifth time, | was dismayed to discov-
er that thejTiagnificcnt Doric remains of Acra-
gas has become in some way of suburb of
Agrigente. Happily, the temple of Segeste is
still there, pure and majestic in its solitude.

The ravages that we see more or less
everywhere, in Europe and elsewhere, should
not discourage us. On the contrary, we
should mobilise to prevent the plague from
spreading; we must alert the decision-makers,
stir up the Press, wake up public opinion; and
in collaboration with ecologists, sociologists
and economists investigate and put forward
solutions for these problems, of the very
greatest importance to all of us.

From time to time a meeting is organised
on burning issues such as: mass tourism and
the preservation of archaeological sites,
tourism and the protection of the national
heritage, tourism and the protection of
Nature. Because it isn’t only the coasts that
are threatened. How can the rock-paintings of
Tassili Najjer be protected from vandalisation
by taggers? How can we avoid having to sur-
round the megaliths of Carnac with fences?
How can we deter the develoj>ers who insist
on building a luxury holiday village at the
foot of the pyramid of Cheops? Some years
ago, in Tunisia, 1 t<k>k part in a colloquium
organised under the aegis of Unesco. As is
nearly always the case, nothing came of it.

Should it not be the task, the responsibility
- one of the responsibilities! — of the archi-
tects’ world organisation to deal seriously
and constructively with a problem that con-
cerns all of us, our children and our grand
children? —
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Professional Services and Products Directory

The comprehensive reference source for construction expertise

Contact Information

ARCHITECTURAL COATINGS

ELF ATOCHEM UK LTD,

Colthrop Way, Thatcham, Newbury, Berks RGI3 4LW,
UK.

Tel: 0635 870000. Fax 0635 861212.

Contact Mr David Nightingale.

CONSTRUCTION AND PROJECT MANAGEMENT

OBAYASHI EUROPE BV,

25-28 Old Burlington St London WIX ILP. UK.
Tel: -Nt4 71 434 9595. Fax: +44 71 494 3249,
Contact Mr H Nakamura

ENVIRONMENTAL DRAINAGE

ECLIPSE ENVIROMARK LTD,

Crowther House, Crowther Industrial Estate, Washing-
ton, Newcastie-upx>n-Tyne NE30 OAB, UK.

Tel; 091-416 6666, Fax: 091-416 9999,

Contact: MrW G Oark

FABRIC STRUCTURES

CLYDE CANVAS GOODS & STRUCTURES
LTD.

Wharton Rd. Wmsford, Cheshire CW7 3BY, UK.
Tel: 0606 594224. Fax 0606 592379.

LIGHTING CONSULTANTS AND MANUFACTURERS

TORNADO LIGHTING & DESIGN LTD.

2 Stable Yard, Danemere St Putney, LorxJon SWi5
ILT. UK.

Tel: +4481 788 2324. Fax +4481 785 7017.

LIGHTING SOLUTIONS

ZUMTOBEL LIGHTING SYSTEMS LTD,

UrA 5 The Argent Centre. Pump Lane, Hayes, Middle-
sex UB3 3BL, UK,

Tel; +44 8! 573 3556. Fax +44 8! 573 3560.

STAINLESS STEEL COMPONENTS AND SERVICES

JORDAN ENGINEERING UK LTD.
Stover Trading Estate. Millbrook Rd. Yate,
Bristol BSI7 5JW, UK.

Tel: 0454 315251 Fax 0454 315377.
Contact Roland Johnson.
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Product/Service

KYNAR 500® PVF2/PVDF based axhitectural coatings
provide indusbial and commercial buildings v/Ith a
durable finish of outstanding quality. Thirty years of
proven performance shows that KYNAR 500 coatings
offer exception” resislar>ce to colour change, ultra-wolet
and environmental attack

Obayashi Europe BV have completed numerous pro-
jects in five different countries, matching the needs of
our clients with the skills and know how of local con-
struction industnes to produce state-of-the-art, high
quality structures all completed on time and withm bud-
get Our dalb and experience span the entire spsectrum
of constructran and development work from p>reliminary
planning and design stages tbrou” to develof>menL
construction, completion and fbilow-up.

Product range includes drainage gullies, channel, push lit
pipe systems, also comer protection, grease trapis, cater-
ing equipment ar>d a specialist stainless fabrication ser-
vice. The development and design of our products will
include, the best features oftraditional drainage with up-
to-date designs to ensure comp>liance with any future
EEC regulations which may be imposed.

The corrpany spjecialises in the design, fabncation and
installation oftensile, ar supjpxsrted arxf frame sup>ported
fAnc structures, most of which are deigned for sp>ecifk:
projects. Attematrvely, structures can be made to clients
own sp>ecificationi Installation or dismantling operations
require very little site time and are nofmadJly carried out
by the comp”'s own installation team.

Tornado Lighting specialise in the design and manufacture
of a wide range of pilaster kminaires. offenng a variety of
hght sources from metal halide, compact fluorescent to
low voltage. With Tornado, the emp>hasis is always firmly
on quality and achieving the highest standards m both
design and fini~. Each luminaire is hand finished to
ensure sharp line defimton ar>d uniformity, Our standard

Zumtobel's corpxjrate goal has always been to create
better light for die user, to design li~*t that blends har-
moniously wtth the architecture and is tailored to the
needs ofthe interior and the ap>plication. By maintaining
an ongoing dialogue with our customers we research
and develop innovative lighting solutions devoted to the
practical needs of die user combining ifKreasin” conve-
nient installation, apiplications-based lighting engmeenng
and attractive design.

We provide quality fabncations of architectural stainless
steel, cladding panels, fixtures, fittings, sculptures and
canopies. Our services include;

*Engineenng and detail design 'Co-ordination between
archrtect and manufacturer “Fabncation and assembly
«Site installation and repairs 'Provision of site sup>ervi-
sion and tradesman to mstal other manufacturers'
cladding panels and fixtures.

With roots extending back to 1964 Jordan have devel-

Company Profile

KYNAR 500® based coatings are supplied worldwide
through selected licensees. Suitable for use on steel or
aluminium building products, KY N/ 500 is factory
applied by coil coalers and metaJ secticvi producers
using spray or powder coating techniques followed by
stoving. A list of product st”Mliers and technical informa-
tjon IS available from EIf Atochem UK Ltd.

Obayashi Europe BV is the European subsidiary ofthe
Obayashi Corporation and one ofthe five top Japanese
companies, with offrces situated irt London, Pans, Ams-
terdam, Brussels and Madrid. In Europe, our work con-
sists of construction, project management engmeering,
property developxnent and real estate. We are commrt-
ted to working in dose hamony with local architecturul,
engineenng and construction firms acting as a bndge by
whidi the local construction industries of our host coun-
Ines work on projects for our Japanese clients.

Eclipse Enviromark are leading manufacturers and sup>p>li-
ere of stainless steel archrtectural products to inrkistry.
Our high quality products are supplied to construction,
chemical, catering food processing, psharmaceutical
industries internationally. The company spieci®ise in
hygienic drainage systems for the food and health indus-
tries and also a p>ip)e system for both domestic arxJ
industnal water and waste ap>plications.

Clycan have successfully psrovided many designs of fabric
structures throughout the UK and overseas. We were
also hapjpy to provide structures for Eurodisneyland,
Parts arxJ for Spanish Expxs ‘92 m Seville.

of service is equally high. As a company we are “ways
ha(}py to listen to sp>ecifiers sp>ecial requirem”ts, rraking
every effort to cater to them whenever pxissible.
Torrado Lighting manufacture excJusKiely in the UC With
our new range of plaster low voitage downiighters Torna-
do are successfully nxMng into the overseas market cater-
ing for the individual needs ofthe architect arxJ desigier

For more than 40 years Zumtobel have worked exclu-
sively with light Zumtobel research, develop, and n'lanu-
facture lighting systems for a wide variety of industnal,
commercial arxJ architectural installations to die highest
quality levels and wtth the style to match, while being
economical and healthy to use.

oped an enviaWe specialist knowledge In the manufac-
ture of stainless steel compwnents. With more than 400
exjjenenced p>er5onr>el we are able to p>rov»de the high
standards demanded by architects and their clients
where the aesthetic requirements are as impxxtant as
the functional needs.



Contact Information

TEXTILE CONSTRUCTION

CANOBBIO SPA,

Via Spartaco 23. 20135 Milano, ltaly,

Tel: +39 2 55188168. Fax +39 2 55183182.
Contact AJdo Aresi. Caio Vannelh.

TEXTILE STRUCTURES

CARL NOLTE GmbH & CO.

CREATIVE ARCHITECTURE,

PO Box 1563. Am Eggenkamp 14, D-4402 Greven |.
Germany,

Tel: +49 2571 16-0 Fax: +49 2571 3300,

Contact Klaus Gipperich.

THERMAL EVALUATION SOFTWARE

DR. WALTER HEINDL,

Buro fur Angewandte Mathematik,

Lu”~ck 1-2/2. Stock, A-1010 Vienna. Austna.
Td: +43 | 5126204. Fax: +43 | 5126204 20.

TIE BAR SYSTEMS

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

TUBULAR STRUCTURES

BRITISH STEEL GENERAL STEELS WELDED
TUBES DIVISION,

PO Box 101, Weldon Rd. Corby. Northants NWI17
iUA UK.

Tel: 0536 402121, Fax 0536 404005.

ULTRA LITE STONE PANELS

STONE PANELS LTD.

8 Great Brooms Rd. Tunbndge Wells. Kent TN4 9DE.
UK.

Tel: +44 892 53521 |. Fax +44 892 515371.

Contact: Sean Parker.

WORLD ARCHITECTURE,

Halpem House, 301-305 Euston Rd.

London NWI 3SS, UK

Teh +44 71 383 5757, Fax+44 71 383 3181.
Contact Robert Taynton.

Product/Service

Textile constructions with covering membranes in
polyester fabric and glass tissue wrth PVC and PTFE
coating. The load-beanng structures are of steel, alumini-
um or lamenated wood. They are especially used to
cover big areas but are versatile in use and are suitable
foraH requirements.

The a™>plicabons of textile roofing are almost unlimited,
they may take the form of canopies, coverings to exhibi-
tion areas, gangways, sport or training facilities, safes
areas and open atr stages. The properties oftextile
structures are: exceptional shapes, translucence of mem-
brane. wide variety of colour schemes, low weight

WAEBRU V5-0 is a powerful program package for
calculation oftemperature distnbutions and heat flows in
building constructions, particularfy ajch with 2D and 3D
thermal bndges (German: Waermebruecken) It pro-
vides convenient geometric and thermal modelling as
well as evaluation results consistent with the require-
ments of the new European Standards. Furtfiermore,
WAE”U simulations can also incorporate the eflfects of
heat sources within a building component, thus making
the prog”m a valuable tool in the integrated design of
heating assemblies.

MSP Macalloy structural ties, MSP 17MHS structural ties.
MSP stainless structural ties. MSP produce sophisticated
tie bar systems to meet the needs of both architect and
engneer. These are available in a range of material
grades and surface finishes for both internal and external
use, Combining elegance wrth strength. MSP tension sys-
tems are ideal for making a visual feature out of struc-
tural components-

This tube is used extensively in constnjction - inside,
outside, above and below ground- Hot formed structural
hollow sections, in partkuty, are building a fine reputa-
tion among architects and construction engineers who
appreciate the smooth lines and inherent strength ofthe
product allowing wide spans and compact designs.

Ultra Lite Stone Panels combines the natural beauty of
stone with aerospace technotogy allowing natural stone
to be used in appixations that were normally considered
weight/cost prohibitive. We provide a full design, f*xica-
tion and advisory service for architects, contractors and
developers.

Professional Servxes and Products Directory

Company Profile

The frm Canobbio SpA was founded in 1926 and wrth
over 60 years experience it has gained a high technologi-
cal know-how all over the world in the field oftensioned
structures. Its planners can resole any problem con-
cerning the covenng of large or snvill perrrwnent or
temporary areas wrth tensiorwd structures.

Decades of expenerxe m the design, manufacture and
assembly oftextile structures guarantee the high quality
standards of Carl Norte's textile structures. This has
been demonstrated in over 1300 projects worldwide.
During all these projects, cooperation and communica-
tion wrth the customer were of paramount importance
for us. Challenge us.

Dr. Walter Heindt's '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 physics and related fields
(climatology, meteorology, sdar technology and thermal
simulations) have consistently been a major focus of
research and.development

McCits Special Products is best known for Macalloy, its
own brand of prestressing bar. Thousands of structures
worWwide have been post-tensioned wrth Macalloy
threaded bars and fitimgs since the product was
launched m 1948. In recent years MSP has increased its
diameter range and introduced new matenals to extend
the type of applications for wh<h die bars can be used.
MSP components have been used in many prestigious
projects, including Kansai Airport Terminal, japan and
Chir Railway Station. Switzerland.

British Steel Welded Tubes - The Tcrtiemasters - have
been supplying world marked fix more than a century,
and today are Europe's leading manufacturer of electn-
cally welded steel tube.

Stone Panels has originated and pioneered this unique
manufartunng process that has established us as the
workfs first and largest stone p«nel manufaaurer Exten-
yve independent test data and over eight million square
feet of in jjface panels Is testimony to the durability and
performaixe of our Ultra Lite panels.

For information on how your organisation can be includ-
ed m the Professional Services and Products Directory
from the next issue, calf World Architecture, the maga-
zine for the very best m global architecture.
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INTERIORS REVIEW

Over a lifetime of practice the work ofan
architect can span the whole gamut ofcon-
struction from the huge structural elements
found in civil engineering to the tiny fixtures
and fittings found inside the different spaces
ofbuildings themselves. Sometimes the archi-
tect can be responsible for virtually every
aspect ofthe design ofa building from the
macro scale ofintervention at street and city
scale, to the design offurniture for a specific
space inside a specific building. At Sir Nor-
man Poster and Partners this has happened
frequently, with specific interior elements
later developed into product ranges them-
selves. pA'en when the architect's role is more
limited, be or she is generally in a position to
make the first proposition, the first selection
and often the final decision on important
matters in the world ofinteriors.

Like the larger world ofarchitecture, the
world ofinteriors encompasses its own spec-
trum ofelements. They range from intensive-
ly designed fixtures like light fittings, door
pulls and handles, to almost universal ele-
ments like windoiv blind systems, screens and
partitioning systems, raised floor technolo-
gies, suspended ceilings, fabrics, carpets and
synthetic floor finishes, sanitary installations
and equipment, fixed and mobile furniture
and security and communications systems.
Across this huge spread of elements only time
and scale draivs a line. Por the architect the
building is the container, and the interior is
the world that is contained.

It is to focus more closely on this inner uni-
verse ofarchitecture and design that World
Architecture is introducing Interior Review, an
illustrated portfolio ofproducts and systetns
backed up with selected advertorial informa-
tion packages to present the reader with a syn-
optic view ofwhat the world’'s manufacturers
and suppliers can offer for the interior ofany

building. | commend it to your attention.

Martin Pawley
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K+N International: King Media

King Media, the new desking programme from
K+N International, sets a different style for the
office. Simple, adaptable and attractive, it is
designed around two basic elements — work
tops in different shapes and sizes, and tubular
legs in a choice of colours.

The workstation illustrated has an angled
work top with deeper (900mm) return, which is
particularly suitable for VDU use; it also compris-
es an organisational shelf and circular swivelling
top (left) to keep the work surface clear, a CPU

basket and cable spiral for vertical cables (right).

K+N International (Office Systems) Limited

King House, J8 Croydon Road, Bedcenham, Kent
BR3 4PJ. UK.

Telephone 081-658 2247. Fax: 081-658 2246.

Elementer

Elementer have recendy added to their existing

d line range of bathroom fittings. Two of the new
products are designed for disabled use. A stainless
steel grab rail with snap on cover and concealed
fixing is available in both 300mm and 650mm to
match their pull handles. This grab rail can be
optionally fitted with 80mm thrust roses. A hinged
cantilever disabled grab rail is also available in stain-
less steel, designed to compliment other fittings in
the d line range. Ocher additions are a wall mount-
ed paper towel dispenser and a wall mounted

waste paper bin, both available in stainless steel.

Elementer Industrial Design Ltd

Progress House, Whftt/e Parkway, Slough, Berkshire
SU 6DG, UK.

Telephone 0628 667951. fax 0628 66 7093.

The Control Spot range front Concord Lighting indUdes two pro/ecto/s vrith a wide range ofspedoBst attachments such o0s
Framing Heads, Gobo Holders and lens optiom. Six spotlights are also available for use with a variety oflamps



Girsberger: Pronto

Girsberger's latest range. Pronto, provides seating
for all office functions. Designed by Dieter Stierli
and the Girsberger design team. Pronto meets the
latest ergonomic standards and its range of
options Nvill meet the individual requirements of
any p>erson and his or her job function.

The programme includes a swivel chair with
different adjustment options, and a complemen-
tary visitor's chair on a cantilever base: both
versions are available with or without armrests,
which are offered in wood or polyurethane (pu)
and are adjustable.

The swivel chair has a height adjustable back-
rest and a choice of synchronic or individual
adjustment for the seat and backrest The syn-
chronized action can be locked into any position
and incorporates a safety lock, whilst the individ-
ual action allows the seat and backrest tilt to be
adjusted independently of each other.

Girsberger CmbH

Suites 206/207, Business Design Centre, 52 Upper
Street, fs/ington Green, London NI OQH, U.K.
Telephone 071-288 6142. Fax 071-288 6134.

New emphasis at Thorn

Since 1986, Thorn has been pursuing growth
through its light fittings business. Today, it oper-
ates in 140 countries worldwide and is arguably
the world's largest independent supplier of tight
fittings. Invigorated by the completion of its buy-
out from Thorn EMI in 1993, the company is
focussing its resources on making sure it is as
well-represented at the top end of the interna-
tional architectural market as it is in other areas.

Thom's international lighting consultancy ser-
vice already has a long and distinguished history
of collaboration with the world’s foremost
architects. For example, Thorn has lit the Syd-
ney Opera House, the Dome des Invalides in
Paris, and the Hong Kong Stock Exchange. Last
year, its portfolio included the the UK's Channel
Tunnel Terminal, Japan's Kansai Airport, Fin-
land's new presidential Palace, and Norway's
Ullehammer Winter Olympics. This year it is
particularly proud of its work in France, at the
Natural History Museum in Paris and the net-
work of TGV stations,

Michael Hopkins has turned to Thorn more
than once to light his recent projects, including
the new Glyndebourne building. Bracken House
and Schlumberger's research operation in Cam-
bridgeshire. On each project. Thorn not only
demonstrated its reputation for well-designed,
technologically-advanced fittings and first class
customer service, but also its ability to deliver

cutting edge architectural lighting.

Thorn Lighting Croup Ltd
Elstree Way, Borehan”wood, Herts WD6 IHZ, UK.
Telephone 081-905 1313.

Newstyle Furniture Ltd

Newstyle Furniture Ltd is the marketing compa-
ny for a group of five leading Norwegian furni-
ture manufecturers, who have combined to offer
a total furnishing concept

Raw materials, machinery and surface treat-
ment are of the highest quality with beech and
oak being the dominant wood veneer. All furni-
ture is tested under conditions corresponding to
10 years’ use and meets all requirements laid
down by the Norwegian Furniture Inspectorate.
The wide range of furniture styles available
together with an almost limidess choice of uphol-
stery febrics enable Newstyle to offer a tailored
package to suit any office environment or budget

Newstyle has introduced Hov Dokka's
Columbi Vegg range of smoke glass and beech
office partitions. The range offers a choice of
right angles and curved corner frame units. All
models are suspended from the metal frame
which can be erected without structural work.
There is a base adjustment to allow for safe
installation on uneven floors: cables can be
positioned throughout the frame to meet indi-
vidual requirements. This method of installation
means that each frame is set up individually and

can be re-located to meet changing office
requirements.

Newst/le now provides an exclusive package
aimed at hospitals which includes everything from
reception counters to a range of chairs specifically
designed for the sick and elderly, and their carers.

Newstyk Furniture Ltd

Crosswoy$ Business Centre, Akonbury Hill, Mconbury
Weston, Huntington, PEI 7 SJH, UK.

Telephcne: 0480 457 373. Fax: 0480 457 374

Strand Lighting

For over 80 years Strand Lighting has been a
world leader in entertainment lighting, supplying
specialist lighting for theatres, concert halls, con-
ference centres, theme parks, schools, clubs as
well as for television and film studios throughout
the world.

Greatly expanded from the Strand Electric
Company of 1914, Strand Lighting today offers
designers a comprehensive range of equipment
specifically designed to bring the possibilities of
dynamic lighting to architectural applications.
The product range includes controls, from sim-
ple yet stylish manual sliders, to the most
advanced, fully programmable PC based system;
and dimmers for every kind of application from
single units to fully digital racks.

Strand Lighting have the resources necessary
to manage a project through planning, design,
manufacturing, transport, installation and com-
missioning. to training and maintenance. Their
expertise has resulted in countless jobs from
offices, conference suites, hotels, museums to
cruise liners, paiaces and theme parks, brought
in on time and on budget.

Strand Ughting Umited

Grant Way (off Syon Lane). Isleworth, Middlesex
TW7 SQD, U.K.

Telephone 081-560 3171. Fax 081-568 2103.
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Neither form nor function
exist in isolation.

A well designed light
fitting has an integrity
where its form flows from
its function and its ultimate
location.

These are the criteria
we rigorously apply
whenever we design a new
fitting for our product range.

Broad as that range
is, we understand that
architects and lighting
designers firequently require
custom made fittings.

Working in partnership
with them, our award-
winning lighting consultancy
harnesses all Thorn'’s
considerable resources to
transform their lighting
visions into unique reality.

To do anything less
wouldn't be fitting.

Fitting Design

Thorn Lighting Limited, Elsfree Way, Borehamwood, Herts WD6 IHZ
Telephone 081 967 6300 Facsimile 081 967 6343
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”STREET-KING" EXTRA HEAVY DUTY PRESTIGIOUS & EFFECTIVE
POLYPROPYLENE/ALUMINIUM

ENTRANCE MATTING

”STREET-KING" is our very latest own manufacture addition to our extensive
range of specialist heavy contract entrance matting systems. Comprising
alternating ridged silver aluminium "scraper” sections and replaceable channelled
strips of our magical new "CONTRACT-KING" barrier carpeting, "STREET-
KING" offers clean lined elegance and genuinely superior dirt and moisture
removal properties. Colours:- Grey, Anthracite, Brown, Beige, Red, Green or
Dark Blue.

”STREET-KING" is available in tailor made special sizes or shapes in a choice
of 18mm or 20mm gauges and "closed” or "open" constructions. Aluminium or
Brass matwell frames are also supplied.

— THE SAFEST SELECTION AimrS

JAYMART RUBBER & PLASTIC LTD,,
WOODLANDS TRADING ESTATE,
EDEN VALE ROAD, WESTBURY,
WILTSHIRE, BA13 3QS.

TEL: 0373 864926 FAX: 0373 858454 TELEX; 449776 J BUNNY G



For the red carpet treatment, luxury hotel groups management contractors, BMK Stoddard

need look no further than BMK Stoddard. provide a five star service to ensure that every
Two names that can each boast over a century yard of carpet more than meets the expectations

of experience in carpet manufacturing have now of their customers.

combined strengths to offer an unsurpassed approach As a roll call of our clients will testify, when

to the design and supply of carpeting in the B m K it comes to the business of providing luxury,

contract market. BMK Stoddard are a fitting choice to meet

Liaising closely with interior designers, hotel coNTRACT cARPETS  your every requirement.

Contract Showroom; BMK Ltd-, 9-10 Savile Row, LondonWiX IAF.Tel;071 437 3828. Fax; 071 287 9380

BMK Stoddard Contract carpet clients include.-
De Vere Hotels, Ritz Carlton, Sheraton, Hilton, Holiday Inn, Intercontinental Hotels, Ramada, Leading Hotels of the World, Hyatt Regency,

Westin, Mandarin Group, C.P. Hotels, Mount Charlotte Thistle, Stakis.
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Production of Limi transferable wall elements.
Limi folding doors, Limi-Feco partition wall system,
special wood work and llxed furniture fur public premises.

U
lisft-

S<

i Official Residence ofthe President of
Finland. Mantyniemi Helsinki,
UN Educational Centre. Niinisalo.
<</ - . German Embassy. Helsinki.
Arclicum House, Rovaniemi,
Neste Oy. Kulloo.
Finnish National Opera House, Helsinki,
Helsinki Fair Centre,
Tampere Main Library,
The Bank of Finland. Helsinki

pal
P
Q’ig Qerioori Oy, 561300 RIKK-A

tel. 358-64*4502114. telefax -4502165
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e or Modem design!

The staircase is often a central feature of a house.
Tlie design, type ofwood and quality of finish are
therefore very important.

We began making staircases in the 1940s and
have over fifteen years of export experience. Our
staircases have that unique appeal of high quality
furniture and are finished to an extremely high
standard.

We use only hardwoods and work to your own
design or to architect's specifications.

We can supply individual staircases or manu-
facture large series.

Contact usfor more information and examples of
our work.

Witala Tramanufaktur AB

P.O. Box 77, S-574 21 Vetlanda, Sweden
Tfn +46 383 152 30. Fax +46 383 185 64
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Brochure Showcase

To obtain your free copies of the brochures shown on these pages, circle the appropriate numbers on the reader reply card.

THUMOSCMINS

Thermoscreens Ltd

Ar Cuftan Protectoo

Thenroscreen ar arrttBns have been devel-
oped specificaly to m~jrove customer com-
fort and environment m retail and commercial
buildings. 1>>ermo5crW'S provide a compre-
berwve range ofviaiTn and ambient air barri-
ers to suita wide variety of applications. Ther-
moscreen umts can be fitted with electric
heating or tow pressure hot water cob, Our
high perform”e range is particularty suded
to industnal and commercial doorways, giving
a high level ofprotection

Reply number 30

lluma DiscGlass Oownlights

DiscGlass is the exutmg new range Irom
iWuma Li*tmg whxh transforms downlights
nto an attractive feature. AvaJawe wth or
wrthout aperture, DiscGlass has been
designed for lluma's rnost popular dowrVights.
incorporating the following lamps- 12V
Dxhroc; Meta) Halide: White SON: Compact
Fluorescent Reflector Lamps

DtscGlass adds a new dimension and sparkle
to downlights and rs ideal for creating decora-
tive lighting effects m shops and stores, hotels
restaurants arxi similar interiors. For further
information please contact; Tanya Burgess,
lluma Lighting Ud, 24-32 Riverside Way,
Uxbodge. Middtesex UB8 2YF. UK. Tel- *44
(895) 272275. Fax +44 (895) 27C»24,

Reply number 3!

MORAL

Inths new MORAL catatogue there are 24
new mcdels. AJ ofthese new filing products
have the same hi” quaMy afomtnium alloy,
pamtng process and desi” as the existing
MORAL products The catalogue s aimed at
the architects, eiectneal consuRams, etectncal
aigineers, corrmunities. etc. With its three
product Ires. Traiitxxial Lre. Compact Une
and Park & Street Lne. NOIAL is able to cover
abroad spectre ofightmg. The catatogue has
been made for easy location of products. All
the necessary information foreach modtf is
gathered on the specific product page.

TNs new MORAL catatogue reflects the com-
mitment ofthe MORAL corrpany to product
quality, high quality design and customer sais-
facton.

Reply number 32

Ramchester Furnishings International
The softer desi” ofthe Stgnos family of chairs
belies the technical innovation for which
Roder are renowned. The spontaneous syn-
chronised mechanism provides a gentle sliding
adjustment nto any seating position giving
constant support.

The "family" consists of visitors, conference
and executive chairs, recepton area seatmg
with matchmg tables.

Reply number 33

»M
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Beta Lighting Ltd

Extenor Lining

Beta U”*ng Have ntnoduced a comprehensive
range ofextenor amenity li~“rig Atoll r»"ge
d IP55 poiycartonate spheres and drftosers.
brackets and cotomns are available combined
with a selection of high puakty bollards and
bukheads. The new catalogue provides the
architect or engineer a means of specifying
lining requrements for al types of commer-
cial and architectural exterior lightvig presets.
Beta U”bng offer a computer aided ti*"tng
design service and a full 'speciah’ manufacturing

service.
For further information please contact: Remy

Silver, Marketing Manager, Beta Ugtmg Ltd,
36/V387 Leeds Rd, Bracfford BD3 9LZ Tel;
+44(274)721129.Fax +44 (274) 3C6007.

Reply number 34

Hovair

Hovairaw-film tumubles are now available to
architects worldwide for all conventranal
applications (vehicle turntables, theatre
revoke and large di“ay turntables)

some less conventional ones (revoking
restaurants, revolving audrtona and revolving
buJdmgs). Loads of 5 to 5J200 tonnes can be
supported on compressed ar or pressurised
water for extended penods with mmimaJ
maintenance, enabling anythng to be facing
the place at the nghttime, AH Hovairs
Turntables are tew profile, rumble-free and
safe.

Contact Hovar by phone on +44 (252)
319922 or Fax on +44 (252) 333790,

Reply number 10

FSB

This prospectus can be regarded as a taster,
representing but a small sample of FSB's
exterisive range of products. Architeas. mten-
or designers, joiners and hardware specialists
-wi find much to please their profess-onal eye
m the 400-plu5 pages of the W FSB manual
for the Nineties. To gel your copy, smply
phone or fax your address through to.
Allgood Hardware Limited. 297 Euston Road,
Lorxlon NWI 3AQ. U.K. Tel*hone. +44
(71) 387995 f, Fax: +44 (71) 300 1232.

Reply number 3S

MSP/Guy Linking

Ardxtecturad ties and supports from MSP
McCils Special Products, manufacturers of
threaded bar systems, is now offenng a range
of small diameter stainless steel high tensile
cable and t* rods.

The stainless steel tensioners and terminations
were developed by Guy Liking Ltd and com-
plement MSP's own range of Macaltoy 460
tension components m larger diameters. They
are designed to suit a vanety of applications,
mdudmyg structural ties, hangers and braeng,
glass curtain wall supports, membr*ie roof
and canopy supports and b ustracing. A
broad and corrprohensrve range of diameters
of stainless sted cable and ba- are avail*e m
vanous strengths.

Reply number 9

For information on how your company can benefit from the World Architecture Brochure Showcase,

telephone +44 (0) 71 3B3 5757



he TransVario is "nearly" new. Nearly,
T because much is still unrivalled and on
Its own as a standard. Take the chainless
escalator drive, for instarxie. One new feature
here is the variable arrangement of the
OkaVarioDrive. Alsovariableis the travel speed:
OkaVarioSpeed. And the new OkaVarioTronik
control system is even more efficient than its
predecessor. The balustrades are one metre
high throughout, and the handrails generally

slimmer. Choose your own colour.

The TransVario is environmentally sounder,
more economical and ergonomical, technically
perfected, and even more elegant. Top quality
and maintenance-friendliness are standard.
Ofcourse. TransVario from O&K. The sensible in

what is feasible.

O&K Rolltreppen GmbH
Postfach 80 06 47, D - 45506 Hattingen

Telex 8229971, Fax (23 24) 205-215

0&K

High technology in escalator construction.

TransVario. -
arcMtaciuraf
feature and
people mover
in one. ahead
of its time and
of exemplary
d"iendability.

PEI GOBI
LIBRA



