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Introduction
Representing a Diverse Reality
with a Single Identity

first heard about Rasem Badran in 1983 while 1 was teaching at King Faisal Umi-

versity in the Kingdom of Saudi Arabia. Contractual restrictions forbade me
doing architectural work outside of my teaching obligations, so I had decided to
write a book about the Egyptian architect Hassan Fathy in 1980, which was my
first vear at King Faisal, | had not written a book before and had fastened on Fathy
because my Saudi students seemed to respond positively to lectures about him in
the history course | was teaching. | had read Architecture for the Poor: An Experi-
ment in Rural Egypt (1973) on my flight from the United States to Saudi Arabia
and found it compelling, Fathy had portrayed himself as the *barefoot architect’,
the underdog in a malevolent establishment determined to suppress him. Everyone
loves an underdog and | was no exception, rooting for him to win against the over-
whelming odds, and I remember being outraged that he did not.

My book on Hassan Fathy, eventually published in 1983, has a great deal of
bearing on this effort because he was the first architect in the Arab world to attempt
what Rasem Badran is doing with such great success today: finding an appropnate,
non-Western language, based on relevant religious, social and cultural precedents,
with which to demarcate authentically a divergent idenuty. Luckily, I was very
naive about the difficulties | would face in doing that first book. Newly arrived
from America, having received a strictly defined Modernist training under Lowis L.
Kahn, I approached the project with that perspective, but what I found out in the
course of interviewing Fathy, of rescarching and writing, changed my point of view
and made me question much of my carlier academic experience.

A pariah

Throughout his career Fathy was treated as a paniah in Egypt because he was con-
sidered to be against progress, the most highly valued goal in the developing world.
People seeking this elusive grail regard the quest for traditional wisdom as a senti-
mental, romantic anachronism, and view this instinct as a luxury they cannor
afford. Nostalgia, as it was first defined, was considered a sickness, not merely a
longing for something lost or out of reach, and Fathy was thought to be pathologi-
cally misdirected. | tasted a mild sampling of the ostracism he faced, just in
lecturing about his work and undertaking to write a book about him, without
really understanding why at first.




Fathy began his experiments in cultural expression before the Second World
War, prior to the disillusionment with the concept of progress that we are experi-
encing now. The idea of a benign and beneficent future for a scientifically based
society still had currency then, before the nuclear nightmare thar ended and fol-
lowed the war, and the environmental problems that began to emerge several
decades later. In fact, Fathy’s book, Architecture for the Poor, which brought him
international fame, coincided exactly with the first oil crisis in 1973, making him a
hero among ecological activists, and I believe the timing of its release was not
entirely coincidental.

A different world

Just about the time I began my research on Fathy things had begun to change. The
rampant development that began in Saudi Arabia and other Gulf States as a result
of the discovery of oil in the region after the Second World War had begun to be
questioned by a new generation. They felt that their heritage was being destroyed
and they were starting to question the imposition of an alien architecture, which
did not respond to the local culture, social values and environment. Those ques-
tions, which began to surface in many kinds of media, also embraced a curiosity
about the past. Pride began to replace shame as knowledge about the inherent
wisdom of traditional architecture started to spread. This growing awareness
accounted for the interest my students showed in Fathy’s work, which was in sharp
contrast to the animosity with which the administration regarded it. It also explains
the immense enthusiasm they showed for the work of a newcomer from Jordan,
Rasem Badran.

My students first mentioned Badran to me in hushed, conspiratorial tones.
Knowing of my interest in Fathy, they felt it was safe to talk to me about Badran,
without threat of academic reprisal. The architectural magazine Mimar was like a
breath of fresh air in that part of the world then, and it was publishing Badran’s
work, first the houses that he designed in Amman and then his winning submission
for the State Mosque in Baghdad, which ranked above other entries by eminent-
world-class architects such as Ricardo Bofil, Robert Venturi and Denise Scott
Brown, among others.

Badran first appeared to many, including me, to be an enigmatic figure, a
younger, more mysterious version of Hassan Fathy, who seemed to come out of
nowhere to help the older beleaguered master lead a growing movement towards a
return to tradition, renewed identity and pride in the Islamic world. Over time, as |
have come to know him better, I have realized how misguided most of that first
IMPression was.

Pre- or Post-Modern

The first phase of my learning curve, and the first issue that must be discussed in my
relationship to Badran’s work, involves derivation, which for someone with my
Modernist training was a difficult idea with which to come to terms. Architects of
my generation in the West, and in all other countries with educational systems
influenced by the West, were taught that the use of historical elements in design
studio, or forms that were overtly inspired by historical element, was a sin, and this
attitude still persists. The Post-Modern revolution of the late 1960s — which
arguably lasted until the late 1980s — tried to change that attitude. Its proponents
maintained that such derivation might be a sin for architects, but that the general
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public really didn’t care, and actually wanted a sense of historical continuity and a
connection with the past. I vividly recall attending a lecture by Robert Venturi in
London in the late 1980s and listening to his clearly articulated terms of surrender,
a reprise of his Plus ¢a change article published in 1982. In his lecture, he claimed
that Post-Modernism, or at least its architectural variant, had failed because Mod-
ernist attitudes were just too ingrained to change, and that Post-Modernists did not
quote context in relevant ways, which left the public still feeling detached.

That brief experiment, however, has raised questions that still beg to be
answered. Would it have succeeded if architects had been more sensitive to context
and place-specific historical reference? Are Modernist attitudes so hard-wired that
tradition will always be viewed as retrograde? Is derivation a dead end?

Writing about Hassan Fathy forced me to confront these questions head on and
made me realize they were too simplistic. About the time I started my interviews
with Fathy, Charles Jencks had just written his first book on Post-Modernism, The
Language of Post-Modern Architecture (1977), and included Fathy’s New Gourna
Village as an example of what it was. His justification for its inclusion was that
Fathy was a historicist because he borrowed from various periods of his own
national chronology in his attempt to create an ‘authentic’ collective identity. This
categorization seemed unfair to me at the time, devaluing the idealism that Fathy
brought to his task.

[ have since come to believe, for reasons that have clear relevance to this discus-
sion about Rasem Badran’s work, that Jencks’s categorization was fundamentally
wrong in several ways, best summed up in terms of relative cynicism and the post-
global phenomenon. Post-Modernism, and the semiotically based borrowing that
it encouraged, was built on cynicism expressed through irony. This cynicism was
the result of the failure of the implied promise of progress, caused by environmental
degradation, social malaise and a host of difficulties that brought the whole idea of
scientific determinism into question.

The reasons for the social malaise are best addressed in Max Horkheimer and
Theodor W. Adorno’s Dialectic of Enlightenment, written during the Second
World War, in which they describe the ‘continuing struggle between rationalism
and intuition’, which will also often be referred to in the following pages. The
essence of the dialectic they describe is that the Enlightenment, which began with so
much promise for social freedom, brought about the decline of institutions and the
proliferation of commodities, and the fear of deviation from facts: the ‘technologi-
cal imperative’. This imperative has been amplified by the digital revolution of the
1990s, which has helped to give the Internet precedence over other forms of tradi-
tional knowledge.

As a result, Horkheimer and Adorno conclude that ‘the Enlightenment has
extinguished its own self-consciousness’, and ‘meaning was lost on the road to
modern science’. Today, people in the developed world have more possessions than
ever before, but personal contentment seems to be in decline: more goods, but less
time to enjoy life; more signs of social pathology and disintegration, less happiness.

Without the cynicism that this dialectic has bred, can historically derivative
architecture be classified as Post-Modernist? If not, what is it? A sincerely idealistic
search for cultural identity in a world in which meaning is being debased, social
values are under threat, and in which commodities and technology — which are the
legacy of the Enlightenment — are becoming more important than the people who
produce them.

Representing a Diverse Reality with a Single |dentity 11







What about the post-global phenomenon, as the second qualifier of difference?
Bricfly stated, this relates to a new collective awareness that seems to contradict
many economists’ predictions of the death of the nation state in the wake of global-
ization. The erasure of borders by flexism - or global trading by computer = has not
happened and *nation building’ is still a viable idea in the developing world.

Relative difference: the rational and the intuitive

What these qualifiers of relative cynicism and post-global identitication mean for
this discussion is that there are stll parts of the world in which social and cultural
values and identity marter a great deal, and in which architecture is seen as an
expression of those qualities. Rasem Badran is trving to preserve them,

He is uniquely placed to do so by background and training, as he comes from a
family tradition of Islamic arts and crafts and received his academic education at
the Technical University of Darmstadt in Germany. This balance is crucial because
he is the only architect of any stature in his region to have had such extensive expo-
another equally significant lecture, in London, in the same year as the Venturi dia-
logue. This time, the Japanese architect Arata Isozaki was ralking abour his opinion
of the difference between East and West and how it affected his work. He explained
that, in spite of his reputation as a repository of Japanese culture and tradition, ‘this
knowledge is as far from me as it is from you'. As part of the post-war generation of
architects in Japan who rode the new wave of prosperity he explained how Ameri-
can influence had distanced him from his past.

I have also come to find that Isozaki’s use of Platonic solids at the Gunma Prefec-
tural Museum of Modern Art in Takasaki and elsewhere, has been his way of
coming to terms with the rationalist rradition introduced by the post-war occupa-
tion: the product of an Enlightenment that non-Western countries have only
indirectly experienced through the dialectic identified by Horkheimer and Adorno.
Building with rationalist forms has been Isozaki’s way of participating more directly
in a process that has eradicated his own culture, of trying 1o understand why this
devastation occurred. This has direct relevance to Rasem Badran because, although
his culture had its own scientific renaissance a full five hundred years before the
Enlightenment in Europe, it did not preclude intuitively derived, traditional knowl-
edge and, in spite of many important contributions, it did not prevail either.

Rasem Badran may be seen here to be a complex mixture of both positions, of
the rational and the intuitive, a pragmatist as well as an idealist, genuinely search-
ing for a different, more culturally appropriate way to make architecture socially
relevant. His rational side is manifested in his stress on technology, his fondness for
geometrical systems, his discovery of typologies, his frequent use of the matrix and
his fascination with cities as the paradigmatic repository of forms. His intuitive side
is revealed in thoughts about a narrative thar relates to cach place, which he then
expresses in his work. He bristles at being called a traditionalist, seeing tradition, as
Fathy did, as ‘the social expression of personal habits’, which may change and may
certainly include the latest knowledge, as long as that knowledge does not begin to
rake precedence over the people who make use of it. People, rather than technology,
are the prime concern in Badran’s work, and for that basic reason, among many
others, he has much to teach all of us,
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A Narrative on People, Place
and Culture

Oun‘. is a time in which the whole notion of authenticity is being questioned
and its meaning redefined. The essennial connection between vernacular
architecture — narrowly conceived as ‘the architecture of a particular people,
place or region’ - and its meaning has been severed, steadily to be replaced by
‘neo-traditional’ configurations. These frequently attempr to replicate original
settings by reproducing heritage and employing imagery that is *authentically’
fake. The result treads a fine line between sincerity and satire that is difficule to
determine, especially since the introduction of cynicism by the failed Post-
Modern experiment in architecture, which has left deep scars.

The digital revolution, and the speed of information transmission that it has
made possible, has exponennially accelerated the pace of life, rendering the past
less and less real for the latest generations most affected by this change. The
present seems to become the past more quickly than ever before, which makes the
distant past increasingly irrelevant. Traditional architecture derives its authority,
and its social and cultural validity, largely from s relationship to a fixed moment
in time and its connection to nationality or ethnicity, religion, place and function.
As its historical associations have been progressively devalued, aesthetic and
formal considerations have grown more significant than content to those con-
cerned with reproducing it. Some would dispute that the link between
architecture, history and contextual geography has been broken, but the danger
of this dislocation occurring is inarguable.'

Architects concerned with tradition are increasingly tempted to envision itas a
storchouse of forms, detached from their historical association with people, place
and culture, which many people thought had died with Post-Modermism. Fred-
eric Jameson, in his detailed and clear analysis of the sociological revolution of
which Post-Modernism in architecture was only a small part, provides the basis
for an explanation of the diversity between Rasem Badran’s architecture and the
progressively inhumane legacy of Modernism in the West. In Postmodernism, or,
The Cultural Logic of Late Capitalism, Jameson perceptively characrenizes the
march of development that followed the Industrial Revolution as a continuum,
founded on the growing importance of commodities, the technology that pro-
duces them and the support mechanisms of the media and advertising that
promote them. That continuum, in his view, is both accelerating and expanding,




to the point that people are becoming more and more marginalized by things and
the activities that create and sell them,

_Lun;_--,un does not, however, account for the fact that thas Process is -..EI.IH;.‘.'L'J'\]{'
and depends on the level of transinon from an industrial to an informanon
economy in the nation or region in question. This 1s based on the transformanion
from a manufacturing to a service-based financial system first described by the
sociologist Daniel Bell in the mid-1970s." According to Bell, computer technol-
ogy and the ensuing release from Fordist, assembly-line production, rendered
factories obsolete in all highly industrialized societies and ushered in the informa
ton age, n which the outsourcing and globalization of production, based on the
lowest cost possible, replaced a fixed manufacturing source. The result s a
worldwide layering, or constantly tluctuatnng weather map, of economic change,
depending upon the extent of industrnialization. This consequently creates a
highly differentiated diagram of the cultural influence of the commodificanon
that Jameson describes. That map is further complicated by cultural factors that
are dithicult to quantty.

The Islamic world, for example, which is Rasem Badran’s primary area ol
involvement, runs the gamut from the very rich to the very poor, from highiy
developed to hardly developed, and from a great degree of commodification to
very little, making it impossible to otfer a unitorm assessment ot its condition on
this map. Bur what is certain 1s that the influence ot the tactors described by
Jameson is short-lived; industrialization and the tabrication of infrastructure are
relatively recent, even in the most extensively developed nanon in this category,
which may partially account for the diversity in question,

What 1s also certain is that in the developed or over-developed world, architec-
ture has become increasingly tied to theory, as well as to the commodihication
cycles of the society it represents; in the less developed or recently developing
countries, in which Badran s most active, that link has yet to be conclusively
forged. There is sull an opportunity there to escape the commoditication cycle

that Jameson outlines.

An alternative to disassociation
This 1s the daunung task thar Rasem Badran has undertaken and consistently
addressed in his work, He secks a valid, unquestionable alternanve to these

global rendencies and he conrtradicts the increasingly popular beliet that individ-

LOmeme il retd Cenires M
ual identity 1s no longer connected to tradition, social interaction or place. He'  pecome ublauitous throughout oy
rejects the fashionable contention that history 1s dead, or is only now equivalent  worid and are a reaiity that canno
to the present, and that architectural images can be based on anything other than  be wished away. The question for
precedents related to context, culture and climate, He is searching for a way to  the architect. then, is how
satisty the vearning thar people have in many parts of the world for an architec-  #xpress local cufture in such

Ol |

ture that represents their identity, history, religion, culture and memories. GO

The post-global condition: Badran’s

narrative in context

Badran’s unwavering behief in the power of national identity may also be seen to
anucipate the breakdown of the authonity of globalization in the 21st century.,
The economists who hailed it in the mid- to late 1990s claimed that the nation
state was an outmoded construct which would ].;fdtili.l]l} be I'i'["l-.li.,'l._'l.i h:-' border-

less global markets thanks to high-speed electronic networks. These experts said
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that economics, not politics, would determine global alliances and that these new
fiduciary lovalties would level out the peaks and troughs that were predicared
upon national interest in the past. This would then create a natural defence
against a worldwide depression of the kind that occurred in the 1930s. The elim-
ination of national boundaries was also welcomed as a step towards the
unfettered growth of international trade, which globalization economists man-
tained would benefit the developing and developed worlds alike, erasing poverty
and the extreme ideologies that it engenders,

The advent of limitless financial alliances, and the decline of national political
agendas that they would bring about, were also forecast to strengthen the
economies of reconfigured nation states, which would then be free of the massive
defence budgets they had to maintain in the past, as well as the deficit spending
they needed to engage in to stay afloat. As one economic analyst explained: "In
summary, global economic forces, if left unfettered. ..would protect us against the
errors of local self-pride while allowing self-interest to lead each individual to a
better life. Together, these forces and self-interests would produce prosperity.”*

Several glaring inconsistencies in this prediction of a rose-tinted future began
to emerge in the aftermath of the Asian financial crisis in the late 1990s and the
usual, constrained - and by then ritvalistic - response of international lending
institutions to the economic chaos it caused. The standard austerity programmes
on which the International Monetary Fund and the World Bank had nsisted, to
little effect, in Latin America in the 1980s, were advocated once more, but the
Malaysian Prime Minister, Dr Mahathir Mohammed, refused to comply. He took
the ringgit off the market, made it non-convertible, and fixed its value just low
enough 1o favour Malaysian exports.’ Rather than reacting to this ¢risis in eco-
nomic terms, Mahathir saw it as a national polinical issue and acted in what he
helieved to be Malaysia's best interest. Although international lending institu-
tions initially treated the nation as a pariah, they eventually made overtures and
agreed that he had acted prudently. Events have subsequently proved that he was
right, a source of great national pride.’

Another flaw that has brought the predictions of globalization economists into
question is that, in spite of the claim that supranational alliances would eliminate
world poverty, global inequality is actually rising. As Robert Wade writes in The
Fcononust:

If the world’s income distribution bas become more equal in the past few decades,
this would be powerful evidence that globalization works to the benefit of all. It
would give developing countries good reason to integrate their economics closely
into the world economy...and it would help to settle a crucial and long-standing
disagreement i economic theory, between the orthodox view that economic
growth naturally delivers the ‘convergence’ of rich and poor countries and alter-
native theories which...say the opposite.

Although partly dependent on which statistical method is used to determine
income distribution, new evidence suggests that global inequality is indeed
rapidly worsening. This inequality has been caused by faster growth in developed
nations, rapid population expansion in developing countries, slow growth in
rural China, India and Africa, and increasing income disparity berween rural and
urban areas, particularly in China.
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Wade goes on to make the ¢rinical connection between widening income dis-
crepancies and extremism. ‘Income divergence’, he says, *helps to explain another
kind of polarization taking place in the world system, between a zone of peace
and a zone of turmoil”.* This detlates another globahizaton claim that increased
ternational markets would foster world peace. These discrepancies, along with
questions about how democracy = which is nation-based - can become unilateral,
and how resources - which are also geographically specific - can be shared, have
led to the demise of global theory.

Badran has stood firm

While the storms of economic change have been raging around the globe, Rasem
Badran has stood firm, making him seem like a rock of certainty in the middle of
a maelstrom. He has always contended that people want to teel rooted, thar eth-
nicity and natonality marter, and rhar history 1s nor dead, but is now more
relevant than ever. International events are affirming his position.

Over the years, Rasem Badran has been able to consolidate his position and
hone his arguments, to the extent that he now cagerly secks out opportunines to
express them in a public forum. He has produced a lecture entitled *Reflections
on the Narratve of Place = The Infinite Conversation’, to describe his theorenical
position, using a dual-shide presentation 1o do so.

The dual-shide presentatnon was especially usetul ro academics and others
because of its didactic potenual for making creative comparisons, In one notable
instance, a dual-shide lecture, later converted into a book, had an enormous
impact on the history of architecture, Complexity and Contradiction in Architec-
ture {1966) by Robert Ventun evolved out of a course he had raughr ar the
University of Pennsylvamia. The companisons in it illustrate the point that build-
ings in the past with complex spatial relanonships are more compelling and
memorable than modern buildings which often do not have them.

A new didactic viewpoint

Rasem Badran is an avid photographer. His extensive slide collection is the result
of his travels all over the world, including the Middle East. He has selecred
several of these last images for a presentation sequence that has been shown in
many universities and public lecture venues and which explains his singular view-
point. This presentation, reproduced here in abridged torm, offers keen insights
into his personal philosophy and his approach to work. It includes his accompa-
nying text, as well as my own commentary. The sequential pairing of images 1s as
revelatory in its own way as Venturi's comparisons were in the 1960s, because of
the stark contrast it offers berween his architecture, in which people are given
pride of place, and the generally soulless fruition of the constructs prophesied in
Complexity and Contradiction in Architecture.

Badran’s architecture: a dialogue

In his dual-slide lecture Badran begins with a set of images depicting the weath-
cred face of a man and a desolate landscape, in which a solitary figure stands
beside a rudimentary shelter. Referring to the images, Badran describes his archi-
tecture as a narrative of, or dialogue with, a place in which he attempts to unravel
its various lavers of history and memory. He secks to understand the way in
which the hidden characteristics of what he refers to as the *collective mind’ are
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articulated in the existing built environment, and to draw from it the lessons that
he needs.” He refers to this narrative as a ‘dynamic process over nme’ which
begins with the rescarch and graphic analysis necessary to familiarize himself
with the formal, or material, and spiritual aspects of the place he is studving.

His recognition of the ‘coexistence between human beings and the place’ they
inhabir as a renewing, constantly changing process is in line with the latest views
on the dynamic aspects of space and nume now being discussed by physicists, as
well as with recent interest in the work of the 20th-century French philosopher
Henri Lefebvre, whose book La Production de I'espace (1974) tocuses on the
part that the common, mundane rituals of daily life have played in the formation
of the built environment. Lefebvre maintains thar these everyday acnivities of the
past tell us more about the true nature of a sOCIetyY than the j.:mmfrr Isttutions
on which architectural history has tended ro concentrate. This approach, of
giving preference to the commonplace to determine how people once lived and
how to compare it with social patterns today, is also evident in archacology. The
focus in archacology has now shifted from impressive monuments to the discov-
ery of the minute evidence of everyday life to better reconstruct the social patterns
of the majority of the people that lived at a certain time and place, rather than of
just the elite.

A second set of images, showing lines of buses parked side by side 1s compared
to a similar grid of houses. Badran explains thar:

Our understanding of the meaning of architectural space is organic, that is, vital
and bumane. 1t differs from the geometric, that is, repetitive and numeric. So,
architectural space gains its characteristics through its connection to historical,
environmental and climatic constramts, as well as traditions, babits, inherited
values, religion and language. When architectural space loses these specific charac-
teristics it becomes a purely functional setting based on utilitarian considerations,
and can easily be copied and transferred from one place to another. It thus becomes
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a consumer commaodity, without an mtimate relationship with either its user or
context. It loses the aspect of contimeity, and its link to a living heritage.

Architecture can be described as a tool by which to measure time. It reflects
values that relate to social structures and cultural environments, i addition to
bemng a medinm through which we can mterpret dynanue buman bebavioural
patterns over time.... Time s especially legible in sensttive spaces that envelop
diverse faciities in which material and spiritual activities are mixed, and in which
repetitnve events have carved out profound memories. Urbamism is one such cre-
ation, due to its diverse, cosmic nature.”

A third pair of images caprures people in a marker and three voung bovs sitting
in front of a brightly coloured mural; it illustrates Badran's view that a person is:

a vital actor, whose role alternates between active and passive composer and
player, giver and receiver, with the ability to create events that join the past with
the future, to discover new meanings which can be expressed here and now. |
analyze the social, cultural and environmental systems, which play a role in
shaping the mdividual’s mental state, physical bebaviour and performance; those
f.l’,rmj::t that contribute to the formation ”)";,';,v proetics of I[r:'..n'r, Hu.r.fdml-;; Is @ con-
tinuons process, a material framework that contributes to human self-esteem, a
way of creating a living, intimate zone within a larger urban structure, or a
dynamc, active part of a public space.

Badran adds that the characteristics of place, which are in symbiosis with the
environment, are suggested by a poetic narrative that includes marerialistic and
spiritual aspects on the one hand, and time in its historical, cultural and social
diversity on the other. He argues that this interpretation is generated by a con-
stant scarch tor tormulae of coexistence or adjacencies berween phenomena. This
coexistence ensures the interaction of phenomena within a specific time span.
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A fourth set of images pairs a village in a rocky outcropping at the top of a
mountam, with a much larger, Islamic city, prompuing a discussion about natural

cONteXxe. |*.'nﬁh.ir.uf- comments on I|H- COMParson:

The suggested narrative begins with an analytical myestigation of the natural
geographic and environmental phenomena of a place, including a comprebensive
:-:'lnf_‘l.‘* f ‘.'J".'f*;;';'*'n.'r,:.r' JFJ‘f'I'JJ".I'rJ'J'”. nn'hr.fm.i: IS M :r'lfl.’-'i W ;j.:n',n’ and rmi’u;:mrf Lo -
ponents. This analytical study must extend to a knowledge of social trends,
cultural bebaviour and inherited traditions as reflected i local technigues and
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and conditions of a ;’u',.'u' and can be expanded to lude similar cultural and

1i

environmental domams. This analytical reading lead

< toa narrative deduction, m
which the evidence, deduced through the reading process, 1s an imstant mmtiation
It reflects a new manifesto of predictability and generates physical, arcintectur:
statements. 1 his re ..r...n“ may be ..'u:r’-'.'-.;:-rra:r.\ and may Pri duce mixed .-"r'r'-'r”-'.'d-‘- “
motivates our talent for disce nery and a rencived rr.m.'f:'.; of the surroundi ng ,'J-'J'e'
nontenon, leadmg to a continuons, cumidative creativity, over time,

Qur configuration of that physical result is endless. It differs from linear,
Fuclidian science and 1s -g'h"-' to all probabilities and readings, "'lIH-.‘H:'“: it with the
new, non-linear sciences. To determune the ways in which these variables relate to
the dynamic buman nund, it 1s essential to relate them to time and space. Once
this relationship is established, the buman mind allows these variables to be
defined, to achieve their essence and to comprebensively embrace reality. This
gssence 15 the result of a continuous mental process and a mediation between
martseral phenomena and their scientific reality., [his Jrrr-r;f:rt ¢s sfuaces that seem
both formal and familiar.

['he process of understanding the method of operation creates a narrative
between opposing parts, such as a hospital and recreational facilities, a museum
and commercial use, government offices and a cultural centre, or a mosque and a
house. Implementation 1s a process of mterrelating and connecting both the
materialistic and cosmu daspects of ,‘.-f.h &, HSINE CAse studies and frre edents in the
consideration of bow it is shaped. The mformal result of this implementation
reflects Doth barmony and non-bomogeneous diversity m the generation of
bruman space. It considers dimensions, the difference betwween pubdic and private
uses and the relationship between the whole (macro) and 1ts parts (mucro), The
stgmificance of the SIKICES that are created in this way mvites us to QCcnny and
expertence them. Intuition plays an imprortant role m this process. It 1s a way o

comprehensively embracing reality, instead of in a relative way. Inntuition 1s a dis




tinctive way of understanding life because life 1s constantly changing. Intuition
allows us to understand and sense the non-homaogenecous, the continwous, the

interrelated and the unpredictable. Intuition is the process of activating the self

through coexistence with a place and its secrets.

In the remaining part ot his presentaton, Badran concentrates on answering
the rhetorical question: who, where and how? He introduces the next five sets of
images with a discussion of what *‘who’ means to him:

Who is the spiritual and psychological content which is embraced by the culture
of a place; which is nourished by this culture by means of all the patterns that
ensure its survival and continuity throughout the generations, This speritual and
psychological content also ensures survival against competing cultures because
there is both specificity and wumiversality within the structure of the cultural

MOosaic.

The fifth set of images presents a starry sky (a common sight in the open desert
in the Middle East, but not in the smog-obscured night sky of urban arcas) and a
mashrabiva screen. Badran uses this set to draw attention to the spiritual aspect
of ‘who’, the various levels of contemplation that are possible, trom the macro-
COSMOS o the MICrocosmos.

The sixth set of images, of mountains shrouded in clouds and a ¢rystalline
structure, emphasizes the spiritual distnction in Islam berween Az-Zaber (The
Manifest) and Al-Batin (The Hidden), which 1s made possible by using what he
calls the ‘third eve'.

The seventh set takes an aerial view of a city, which i1s contrasted with a detail
of a stone mugarnas, thus representing harmony between the macrocosm and
microcosm, which Badran refers to as ‘enrichment’. Elaborating on this, he goes

on to explain:
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The mund transforms a stmple abstract image into a volumetric one, causing a

dialogue between surface and space, which 1s creation, The mund mterprets living
phenomenon as a form of abstract expression, joming beauty, meaning and

clarity together, which is abstraction.

The cighth set, made up of a cage full of vibrantly coloured parakeets juxta-
posed with a dramaric, colourtul tapestry, illustrates the continuation of this
process, showing transformation, the means ot expression in which reality is
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this is the way we envision universal nature, which adds a sense of variability to
the physical, which is nearby, and the metaphysical, which is far removed. This is
contemplation. This produces the energy that stimulates and activates human
intellicence, bringing about innovation.

In the ninth set of slides built terraces defined by sunlight are set next to a
picture of a flock of sheep; Badran interprets the juxtaposition of these two
images in the following way: ‘Energy is the light that allows us to engage in dia-
logue, becoming intuition. The tenth and eleventh sets represent “where’:
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"'."s"lrh.'l"l.’., on the n.l’;:f.','r .‘IF.HIJ. searches f“" the spirit of the !Hf.h'-e’.l‘.‘i embodied .IJ_‘l.' the
soctal order which defines the types of relationships and behaviour patterns that
are influenced by acquired and inherited customs and traditions throughout
I::srnr_‘n: These are also formed -’?_‘-' environmental, climactic, and .iil'”.l-'”f"}”"
factors. This contributes directly to the building of the civilized attributes of a

place.
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Set 12 reproduces the patterns of the sun shining through water and the diagonal
lines of a planted rural landscape; the images are used to illustrate *whar’. Badran
defines it as a dialogue between the tangible and the intangible, between reality and
fantasy, and an integral part of determining, or coming to an understanding of the
INteraction in question,

Badran’'s tripartite question ends with *how’, which occupies the rest of the pres-
entation, and is identified at this point as the interaction between ‘who’ and ‘where’.

Badran defines, *how’ as a:

variable within the framewwork of time (twhen) materialized through the interaction
betiveen who, where and when. This is self-generating and renewwmg. It is legible m
the inherited accumudation of human achievement at the macro and micro scale,
seen in the following categories of the human fabric. At the macro scale, we have: (1)
Street patterns, which are the social tissue of the urban fabric, (2) Urban morpholo-
gies, which are like a cosmuc skin, (3) Urban elements, (4) Transformations which
occur in spaces with sequential order, and in the humanizing expertence of open
spaces, (35) Gates, swhich prnr‘qur a sense of pru '..n'}'.unf mamitam social boundaries,

Slide sets 13, 14 and 135 are used to illustrate the variable of *how' at the micro
level. A craftsman inscribing a wall by hand is compared 1o a worker in a factory,
representing mass production; the surface is seen as art contrasted with the enclo-
sure. The maga’ad of the Beit Al-Subeimi in Cairo appears beside a nchly decorated
exterior wall in Yemen, a living wall which responds to human spintual and physi-
cal needs, an example of ‘the science of building the art of sound, technology, the art
of weight and walls, the logic of material®. This can be witnessed in the interior of
the Hasht Behest Palace in Isfahan, lran, which acts as a sound tilter and s com-
pared to a water fountain that produces natural sounds. It illustrates whar Badran
describes as the ‘technological human intervention in the environment, using ele-
ments like ventilation towers to deal with the climare,
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Set 14 |

Set15 L

A final set of images pairs mudbrick houses in the Najd, Saudia Arabia, with an
undulating roof landscape in Istahan, Iran, as a sustained climaric roof skin:.

It annoys me, looking back at what has occurred in the past 5o years, to discover
that we are living in meaningless cities built as temporary seasonal fairs replaced by
other new structures, (o fulfil the demands of consumers, at the expense of human
coexistence and moral values.

We can assume that the creation of a memorable and valuable space is a product
of culteral, environmental and social interactions, in the micro scale (with its
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sensitivity), which 1s in symbiosis with the macro scale (m uts cosmue knowledge).
This is what Islamic civilization is seeking by considering the whole without denying
the particular.

This bypothetical assumption leads to the understandimg of buman made envi-
ronment through categorizing its morphology wunder different domams, where some
strictures can be dommated through specific “climactic’ constramts such as those
found in the region. Others can be mterpreted from the viewpoint of cultural
impact, such as those seen in medieval Cairo, There is also the urban socio-eco-
nnomic fabric, whicl can be sensed in some old cities such as Sana’a, in Yemen,

The permutations seem to be inhnite, and vet the methodology that Badran
describes allows him the creanve lantude 1o cope with each individual context.
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Creative Heritage and the Return
to the East

Rasem Badran was born in Jerusalem in 1945, His father, Jamal Badran,
(1909-99) was a tamous artisan and crattsman, a master of Islamic art, He
had studied in Britain in the mid-1930s after graduating in applied arts in Egypt,
and was a pioneer in the art movement that began to flourish in Palestine around
that time. When the Al-Agsa Mosque was badly damaged by fire in 1969, Jamal
Badran was chosen to conserve what remained of the minbar of Salah ad-Din,
founder of the Avvubid dynasty, and to restore whart had been burned. Between
1970 and 1975, he also re-created the decoranve patterns that had been damaged
in the mosque itself. His selection was a measure of the esteem in which he was
held, since the Al-Agsa Mosque i1s one of the most revered shrines in the entire
Islamic world.

Rasem Badran clearly recalls the influence that his father had on him as a child,
and remembers spending many hours in his father’s studio as well as being able to
absorb the landscape of his surroundings:

The sensituity and capabilities of my late father made a deep impression on me,
especially the stories he told me, stories based on oral histories, novels and narra-
tives to which my mother Fatima Ala-1ddeen (a poet) also contributed. His use of
imagery transformed these stories, enriching my imagination and enbancing my
ability to express myself. My first memories, when | was two or three years old,
were of bis presence and of becoming conscious of and absorbing all the details of
the rich cultural landscape of Ramallah.’

A prodigy

Following in his father's footsteps, Rasem Badran began to draw and, in retro-
spect, he was clearly a prodigy. In 1948 he moved with his family from Ramallah
to Damascus, Syria, along with many others from his region. He started drawing
when he was four years old, trying to express the reservoir of memories and
images he carried with him. He remembers this nume clearly, despite being so
young, sensing the need to find better ways of expressing himself graphically, to
accommaodare the change:

Moving to Damascus was a major paradigm shift for me and the way 1 perceived
the environment around me. Having just migrated from the countryside, which




32 Creative Hentage and the Return to the East

Yith the charmed remnants of e
manabor of Salsh a0 Den Détind
him, Famal Badran uses carefully
drasn shatchds 10 re-cneata the
missirg parts of thas precsOus
historical pesod I el ST I0

E ot Jerusalesmn

Left

Thede dromings i rogress Shon
e amount O panslaking Ot
eguired in tho presenvabon of

e Frirtu



was silent, calm and seemungly boundless, m what 1 now understand to be an
almost metaphysical way, | found myself in the vibrant city of Damascus, which
was fast paced, continuonsly moving and had complex levels of social imterac-
tion. In the boundless landscape of the countryside, | had no need for perspective
and my first drawings there resemble Abstract Expressionism, In Damascus |
had to develop new tools and means of artistic expression, to adpust to a state of
mind that was different from the metaphysical environment of the countryside.
My father introduced me to the concept of three-dimensional perspective when |
was five years old and I learned the rules very quickly.

An eastern city by the sea

Soon atrerwards, Badran moved agamn, In 1953 UNESCO hired his tather as an
arts and cratts expert and the tamuly relocated to Tripol (Trablus Al-Gharb), the
capital ot Libya, where they remained unnl 1967, Like Damascus, Tripol was

"




also hectic and had just experienced the sense of jubilation that tollowed the end
of its colonial occupation. Unlike Damascus, however, Tripoli displayed much
more evidence of foreign influence, especially in the way it was planned. Known
as ‘the bride of the Mediterranean’, Tripoli struck Rasem Badran as being:

very European in its layout, as well as in its festivals and events. It seemed to me
to be very a cosmopolitan city at that time. Not only was it a lively, animated and
vivacious modern city, with thriving sea- and airports, a triumph of Western civi-
lization, but it also had all the complexity of an Eastern city by the sea.

The vivaciousness he recalls was the result of a potent cultural mix of lralians
(who had remained after independence was achieved) and American and British
expatriates, added to the indigenous Libyan population. Many educational and
cultural events, including art exhibitions, which Badran attended, contributed to
this international flavour. Tripoli was then the most cosmopolitan city in the
Arab world, making Damascus seem like a *hinterland’ to Badran by compari-
son. ‘Only then’, he believes:

did I really feel and experience a different form of real urban civilization. 1 felt the
transformations that were taking place in this bybrid, East-West environment.
Due to its strong interrelationship with the outside world, this coastal city was
constantly changing, with many people of different races passing through i,
Unlike other inland cities in the Arab world at that time, Trablus became a recip-
ient of many cultures and civilizations (...) because of the many ships that docked
at its harbour: | embraced it passionately.

The Badran family lived close to an American airbase (Weelus), and Rasem was
fascinated by the aircraft. He drew many of them in impressive detail considering
his age, and began to consider the possibility of becoming an acronautical engt-
neer or an industrial designer. His interest in technology, which started here, i1s a
constant theme in his intellectual development, which will be traced in detail.

His father held numerous art workshops and exhibitions of student work at
the Sea Fort in Tripoli, through a UNESCO-sponsored programme aimed ar tos-
tering an appreciation of local arts and crafts and developing the skills of young
people. These workshops were a further encouragement to Badran to pursue the
development of his own considerable artistic abilities. These were acknowledged
in 1957 when, at the age of just nine, he was awarded a silver medal for a warter-
colour 1in an International Children’s Drawing Competition organmized by the
Shanker Institute in India.

A constant traveller, a long-term drifter

Badran recognizes that these early experiences and relocations helped him under-
stand that change is inevitable. *Being a constant wraveller’, he believes, has
enabled him to grasp:

that place is not a static reality that is unchangeable, but on the contrary, | per-
ceive place to be continuously changing and moving forward. Being a long-term
drifter, | have been able to sharpen my ability to mentally store images, with all of
their comtextural details, as well as events and experiences. | am able to retrieve
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During his time at university
in Germany, Badran travelled
extensively throughout the
country, producing evocative
gouaches of many important
monuments and townscapes.

Above: the city of Regensburg.

Below and below left

The ‘Theatre of the Future' project
indicates the extent to which the
technological impetus driving
architecture at the time
throughout Europe affected

Badran as a young student,

them later and to edit them critically when | represent them on paper, instead of
literally copying or depicting a still image.

Badran likens this critical representation of a place, ‘with all its complexities and
contextual details’ to living in a foreign land, ‘where one can be detached from
the scene, which allows for a new representation and imagination, especially in
architectural design. This resembles oral or written stories in the way in which
they establish a critical distance between the events being described and the way
they are represented.’ This ability to look at each region or problem with a fresh
eve and to assimilate and then interpret it in a distinctly complex, graphic way, is
what sets Badran apart from others who attempt to find a way effectively to
translate tradition into a contemporary form.

A twist of fate

Badran’s interest in aeronautical engineering and industrial design prompted him
to apply for a university position in Egypt in the early 1960s, but he did not meet
the entrance requirements in either specialization. He decided to major in archi-
tecture instead, and applied to the Technical University of Darmstadt in Germany
where he was accepred. He looks back art this decision as an important turning
point in his life, especially his choice in 1968 of Professor Joachim Jourdan as his
tutor for his thesis project. For this he chose to explore the feasibility of a mobile
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“Thearre of the Future', designed to accommodate the experimental music then
being composed in Germany. In preparing his thesis, he interviewed many of the
most avant-garde and creative new composers and musicians in the world ar that
time, such as Karlheinz Stockhausen and George Legitte, Others included Yona
I'-fu'q.iln.lﬂ, who was Proposing schemes l'.ur CITICS :,'|:i'1.lh,'d on |ll-tl.'|.'h, |‘\T{'f.1|‘lri-
cated, modular structural steel frames (‘The Hanging Pans’). His theatre
incorporated new staging configurations and spatial relationships to enhance
vocal performances, audience parncipation and mulamedia presentations. His
design was also influenced by the Archigram group (Peter Cook), which was then
publishing similarly unconventional approaches to the use of new technologies.
The *Theatre of the Future’ project led to his involvement in the set design and
production of an experimental music performance in 1970. His knack tfor
wWIinning architectural ..'um]'l-l.':iunrh also dev l."Fu;‘.-rd at this ime, with the selection
of a team proposal for a low-cost housing project, Elementa 72, in Bonn, which
was then the capital of West Germany. The ream included Joachim Jourdan and
Bernhard Muller. They established an office called P.ALS. which sull operates
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today, but without Badran. Between 1969 and 1972 Badran also worked on the
Munich Olympia Park, designed by Gunther Behnisch, who was also one of
Badran's turors, and engineered by Geiger Berger and Frei Orro.

A rational legacy

Rasem Badran's ime in Germany had a protound impact on his approach to and
critical vision of architecture, and helped him ro formulare a systemanc, tvpolog-
iwal methodology that will be described in detail in relationship to each of the
projects presented here. He characrerizes this as his ability to base his approach
on ‘critical, analytical thinking’, a process which he came o understand in
Germany as being:

a mam characteristic of the mtellectual revolution that was taking place in
Europe when | was there. 1t is the outcome of democracy and is the legacy of the
Enlightenment and the scientific and industrial revolution that followed it. The
19603 was an era of resistance and the rejection of conventional, systematic aca-
demic systems, We refused to participate in business as usual, rejecting the pillars
of Western architectural thought, such as Frank Lloyd Wright, Mies van der
Robhe and Kenzo Tange. We bovcotted their lectures when they visited our Uni-
versity, because we disagreed with their extreme individualism. We disliked the
fact that they were imposing their own style on international architecture, trying
to domunate it by extreme personification, advocating the strict geometrical order
during the post-war mdustrial era. They wanted architecture to become a repre-
sentation of the self. Yet, some students did research these architects, only with
the intention of questioning their philosophy through critical evaluation of their
design approach. We focused mstead on the architects who bad laid the founda-
tion for Modernism in Germany in the 18th and 19th century, such as Schinkel,
Behrens and Mendelsohn; creating architecture that imtegrated all of the various
interrelated strands of a complex epoch. I spent my free time discovering the
German environment with its old cities and lush natural surrowndings through
sketches and drawings, in addition to technological design ideas.

A return to the East

After graduating with distinction from the Technical Umiversity of Darmstade,
Rasem Badran went to East Jerusalem ro study thart part ot the city, before return-
ing to Jordan. The reason behind this trip 1sn't clear, bur it 1s rempung to
speculate that after such an intense period of exposure to Western influences and
values, he felr the need to revisit his birthplace, to rediscover his true identity, The
trip may also have been due to a common reluctance among many students to
enter into professional hife straight after graduanon, withour some tnme to
decompress. Whartever his reasons were, Badran produced many lyrically beaun-
tul drawings of old Jerusalem during this period, as well as some housing
prupuﬁ.ﬂﬁ intended to alleviate overcre rwding in the ciI}'.

He then returned to Amman, intent on purtting into practice the critical and
analyric skills he had acquired ar Darmstadr, rejecting whar he charactenized as
‘the recycling of the ideologies and the styles of others’. He refers to his approach
at this time as ‘contexturalism...interacting with, experiencing and attempting to
enter into a dialogue with the local context’. His first opportunity to do so, as is
the case with many voung architects, came in the form of commissions to design
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several homes, between 1974 and 19735, using local courtyard and village rypolo-
gies. In 1980 Badran entered into partnership with L. Shubeilat, who later retired
to be replaced by engineer Anas Sinno trom Lebanon as a tull partner. Badran
began working on larger projects, such as The Jordan Cement Factory Employees
Housing project, which specifically evokes the housing studies he undertook in
Jerusalem before returning to Amman. He describes the studies as being:

inclimed toward prrul'm‘m_:: a narrative, or a series of events, which ,ﬂruf'hft' o
place with value and meaning, that enrich the mind and enable memory, creating
a relationship between indindual and the place that be or she lives m; contribut-
ing to an understanding of it. The Jordan Cement Factory Employees Housing
project in Fubais, near Amman, recalls the walls in the old city of Jerusalem,
which | transformed into an "*Omran’, a living bult environment, or a ‘living
wall’, which was my first impression,

Badran won a compention to design the Al-Beir Foundation (The Royal Institute
for Islamic Studies) in Amman in 1985, He proceeded with a historical analysis
and in-depth study of the architectural heritage of Islam in an attempt 1o deter-
mine a local, regional identity. This narrative approach, shown in his early houses
of the 1970s, also played an important role in his selection to design the State
Mosque in Baghdad between 1980 and 1981, which may be considered a second
major turning point in his career, after his exposure to the potential of high tech-
nology at the Technical University of Darmstadi.

His house designs, completed soon afrer his return to Jordan, were published
and came to the attention of the well-known Iraqi archirect, Rifaar Chadimi, He
invited Badran to participate in the State Mosque competition, which included
other internationally known firms such as Ricardo Botil and Robert Ventur: and
Denise Scott Brown. Badran'’s commuument to achieving a deeper understanding
of the history of Islamic architecture was underscored in this design by his
appointment of the Islamic art historian Professor Oleg Grabar as an advisor to
his team, and his decision to incorporate reterénces to the many various periods
of Iraqi history into the project. This included the earliest Mesoporamian phase,
which is described in greater detail in Chaprer 4.

The issue of whar actually constitutes Islamic architecture conrinues to be hotly
debated, with no resolution in sight, The question is bracketed by those who
maintain that it does not exist at all, and others who contend that it 1s compnised
of recognmizable symbols, which have been validated and venerated over nme.
Badran, in consultation with Oleg Grabar, obviously struck a chord in his design
of the Baghdad State Mosque, which appealed to both the jury and the interna-
nonal audience who reacted positively to it when it was published. Badran’s
winning scheme appeared, along with the other premiarted entries, in Mimar mag-
azine, which was supported by the Aga Khan and had worldwide distribunion.
Badran describes how he came to determine the nature of Islamic architecture:

I attempted to arrive at an understanding of a sense of place, especially in the
spirttual dimension, since the competition involved the mosque; the sacred place
of worship; one of the most obvious physical manifestations of Islamic culture.
My understanding of Islam is that it is built upon a fixed set of principles and
values and yet it accommodates dynamic change over time. It accepts various
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pnssn"u'r.' miterprefalions nf how values cl'mugr and evolve as prart uf this notion of

dynamic transformation, which can result in new manifestations, This tdea of
constant fixed principles coexisting with transformative realities has a bearing on
how to deal with the concept of place and the way that personal authorship can
take contextuality imto consideration. In this way, new interpretations can arise
that venture beyond familiar styles and norms.

Badran's fresh reading of both the material and spiritual history of Iraq = which
includes what he refers to as “deep nme’, or antiquity, as well as the contemporary
context of a protound civilization = was startling and positive because he avorded
the trap of being restrained by conventional styles, or of reproducing prototypi-
cal torms. Post-Modernism was rampant ar the nme the competition was
decided, and Venturi and Scott Brown - who are widely credited with almost
exclusively introducing thar position into the archirectural discourse — exhibired
this tendency to recycle well-known symbols and forms in their entry. Badran, on
the other hand, presented a sensitive, penetrating reading which avoided the use
of monumental historical precedents in favour ot what he calls *a poetic author-
ship that is aimed at the revival of and granting a voice to the torgotten memories
of a place’.

By avording the habit of misrepresenting context in the Baghdad State Mosque
design, and in every project betore and since, Badran escapes being classihed as a
Post-Modernist; his social, cultural and contextural interpretations are sincere
and accurate, directly addressed to the people for whom he designs,

While subsequent events prevented the Baghdad State Mosque trom being
realized, the submission ganed Rasem Badran an international audience and
made 1t possible for him to participate in much larger projects outside his main
sphere of influence in Jordan.

A third turning point in Riyadh

The most significant turning point to appear, soon after his State Mosque success,
was the opportunity to design the Great Mosque and Palace of Justice in the his-
toric district of Rivadh. This represents a third milestone in Badran’s career,
because of the project’s nanonal and regional signiticance, its scale, and the
recognition it received in winming the Aga Khan Award tor Architecture in 1995,
It was sponsored by the Rivadh Development Authority in Saudi Arabia, under
the direction of Dr Mohammad Al-Sheikh, a technocrar and intellectual leader.
This acclaimed commission gave Rasem Badran an even higher degree of local
and international visibility and consolidated his reputation as one of the most
important, if not the most important architect in the Islamic world.

After Riyadh, the deluge

Following the revitalization of the Qasr al-Hukm district, the old centre of
Rivadh, which was one of the largest projects undertaken by Badran and his
oftice Dar al-Omran at that time, several other opportunities arose for architec-
tural commentary in Saudi Arabia, These included the King Abdul Aziz Mosque,
Al-Kharj, which responds sensitively to its lush, oasis-like setting, and the
Natonal Saudi Museum, which is near the Qasr al-Hukm Complex. The project
tor the old district incorporarted the master plan for the King Abdul Aziz Historic
Centre in Rivadh in collaboration with a local Saudi architect. Badran was alsoto
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design the Al-Dara Complex, which plays an important part in his exploration
into the correct, contemporary translation of the local Najdi tradition, rendered
in new materials rather than the mudbrick, palm trunks and tamarisk of the past.
As Badran describes this museum:

It was built in the ruins of an old, historic neighbourbood in the muddle of Old
Rivadh which was built of mud; not far away from the Grand Mosque project,
which was based on a poetic reading of the historic, social and cultural reality of
the place. The design of the Al-Dara Museum was also based on such a reading.
The museum’s concept, bowever, expanded on it, recalling the ruins of the past
(as a destructive statement) and opened new channels of communication with
bistory, through what 1 call the phenomenology of the unfolding. It is intended to
allow anyone attempting to mterpret this beritage to unfold or unravel the secrets
of the past as well as the local knowledge of craft techniques. It attempts to rein-
troduce these realities into contemporary life by making use of state-of-the-art
technology and knowledge.

These new opportunities did not dampen Badran’s enthusiasm for competi-
tions, or his ability to win them. He submitted the winning scheme tor the
Museum of Islamic Arts in Doha in 1997 (see p. 130), which represents a further
development of the process of arriving at a place-specific reading through a nar-
rative synthesis, Although it did not win a prize in the Al-Azhar Mosque Garden
competition, sponsored by the Aga Khan for a site in Cairo, his scheme provides
an extremely illuminating primer on Islamic garden design and represents a valu-
able documentary of the potential of landscape to transform urban life,

His entry into the Jabal Omar competition (2002) is equally instructive of his
approach to intervention in a fragile urban context. It involved the redevelop-
ment of the old part of Makkah al-Mukarramah, near the Haram al-Sharif and
the sacred Ka'bah, and aimed to provide housing in an overcrowded area. In
2004 Badran and the Dar al-Omran team won the Al-Shamiva development
scheme, a mega development scheme in Makkah, He was also invited to enter
competitions for the redesigned Khor Dubai in the United Arab Emirartes and the
historic city of Sidon in Lebanon, in which he was successful, He won a contest to
design a housing project in Sana‘a, Yemen, Al-Beit Al-Kamal (*the complete
house'), a textbook case study of his systematic, typological approach.

Local recognition

Unlike his famous predecessor Hassan Fachy, who was the first to attempt a con-
temporary translation of Islamic architecture, Badran has begun to receive
recognition in his own country during his lifetime. In addition to Saudi Arabia,
Egypt, Kuwairt, Iraq, Jerusalem, Morocco, Yemen, Qatar, the United Arab Emu-
rates, Malaysia and Lebanon his *narranve’ now includes Jordan. Queen Noor of
Jordan, the wife of the late King Hussein, commissioned him to design their royal
residence complex near Amman, based on an Andalusian garden metaphor.
Badran spent more than two years in extensive dialogue with Queen Noor (who
is also an architect). He was further asked by the former Crown Prince Hassan to
research and design studies for his residence in the Royal Court in Amman.
Badran has also designed the City Hall of the Municipality of Greater Amman, in
collaboration with another Jordanian archirect, as well as Al-Yarmouk Univer-
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sity Central Library in Irbid. Symbolically, Badran has also redesigned a proposal
prepared by Hassan Fathy tor the residence of the late Khahl Al-Talhoun n
Jordan. Jordan Umiversity of Science and Technology in Irbid awarded Badran an

¥ |
hOonorars ».,lc}.,,!u.*_l:t' N archutecture, 1IN recognition for h:‘- \-1=|.rr'|.h!1ll:11i‘-'~ L) [lh.'lu

1

heritare: he is the first to receive such an award as a non-othicial hgure,

A continuing heritage
[he creative legacy that Rasem Badran has inherited trom his tather, Jamal, 1s

. . i
being perpetuated by his sister Samina Hmiht:!, who studied art the Leonardo Da

= I .

Vinet School of Fine Art in Florence and now has her own studio in Barcelona.
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pursuing theatre design ar Central Saint Martin’s College of Art and Design.

A dialectic
[his remarkable story, of a journey that began in Jerusalem and has taken Rasem

Badran to Ramallah, Damascus, Tripoh and Darmstadt betore a return to

I Amman once again, 1s made even more -.-r:'.'.:,‘u'|||1~.;.: by the single

lerusalem and

mindedness he has shown, in the decisions he has made, and 1in the enduring

k|::.|.|::x ol his mental bocus, apparent even when he was a chald. He 1s a mixture ol

Eastern and Western intluence, ot intuition and rationality, ot poetry and science,

of the pre-industrial and post-Enlightenment tradition, which has umquely qual




Top right
Bottom, left




S i

d—-ll;""

el AN
& 4
b

|

e

o
o W

————
.




- -
P r o =
e i ¥
- ’
¥ Sl o i - V
P { F |
r Fr . g T . = -~ -
. i . o
i r -ll
- > 4 -_-
e #r A o .
_ | - i e L3
X : i " o B A
iy e e - . &
- & g o -
o 5 o ¢ r < i 4
.'.. -. ¥ - il . >
P - r s . -
» . ” - ' - .
W
(i " e . L i r . -
. L . 3 E J : -
= . i o
i b el i 2
< P L ~— = r
- T b e =" L P 4
LT .I. f = e i e
- a
B F- N it I
. ' - »
[ P F = W ., o -
3 -
- or -

—_—
-
-.r-'
BT
=y 2
k
15
ol
"
" '
. x T |
-~ i
= |
¥
o
el
S
sy
L L
< .
L *
¥
a— =
3 i
[ o
I -
i -
o
.
1 ]
i
!
' ] aal & L}
L i "
-
i
P
m k- e
- =
- = -
.

R

E—

o

ir ol

T
-
T

poi

=




ified him to interpret his own physically diverse, but spiritually unified legacy.
Important milestones along the way, such as his exposure to advanced architec-
tural philosophies and technologies during his student years, the recognition of
his singular talent by an influential organizer of the Baghdad State Mosque com-
petition soon after he returned home, and the subsequent media exposure that his

success in that effort brought him, are legible in hindsight. So is his selection as
the designer of the most prestigious project in his sphere of influence in Riyadh,
along with the Aga Khan Award it brought him. These were not the result of coin-
cidence, luck or fate. Ken Yeang, who was also one of the invited participants in
the Jabal Omar competition, has described luck as ‘the intersection of prepara-
tion and opportunity’, and Rasem Badran has been preparing for his
opportunities since he was five years old. He has described his singular approach

to his work by saying:

My work has been characterized by a continuous dialectic between notions of
contextualism on the one hand and poetics of a sense of place on the other. In
certain instances, one has dominated over the other, depending on the temporal
and spatial conditions or the specific requirements of the projects 1 bave dealt
with over the years. This dialectic analysis of hidden realities bas evolved, shifting
from a focus on reading the clear and the obvious, to my current concentration
on finding the hidden, destroyed or subjugated reality behind context.

As far as Islamic architecture is concerned | can say with confidence that I have
adopted an Islamic approach...]1 do not see history as having a fixed, specific
This page and opposite for various reasons whichare now _1@0€l entitled “Islamic ::u'afﬁ;*fz;‘ecrurf‘, but rather see it as something changeable that
accommodates the needs of the contemporary community. It is a process that rep-

Al-Yarmouk University, Irbid, changing.This project, completed ) : : ;
resents a freedom from any form of confinement or constraint; returning to the

Jordan. Until recently, there has in 2002, converted the
been little opportunity for projects conventional library framework balance {'.}f .FJ::ISI'E, Hati ?‘.—.'if mmstinct.

by Badran to be built in Amman, into an urban city-like event.
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Houses and Housing

Badmn'.-s first residential design, for the Khouri family in 1972, relects his carly
awareness of the issue of privacy and the changing behaviour of people,
which has historically been central to Islamic architecture. The refinement of this
idea would dominate more than a dozen homes he designed over the next decade
after arriving back in Jordan. The Khouri residence is modest and barely visible
from the street. It 1s built of the rough local limestone from which most of
Amman seems to be made, and so seamlessly blends in with its surroundings.

Freedom from constraints

As the capital of Jordan, Amman lacks the significant historical context of other
larger cities in the region, such as Jerusalem, Damascus or Cairo. This was an
advanrtage for Badran in many wavs, because it allowed him more latitude and
also forced him to look elsewhere to satisfy his interest i relevant design ele-
ments with which he could work. The first of these, which he uses consistently in
the carly houses, is the magaz or L-shaped, indirect entrance which prevents a
direct view into the house from the street. He starts by updating this, straighten-
ing out the L’ into a diagonal that leads into a small central hall. In the Al-Sa’ed
house in 1974, Badran replaced the rough stone of the Khouri house with con-
crete, but continued his translation of the magaz. Stone appears again in the
Madi residence (also of 1974), an appropriate choice of material because the tni-
angular roofs that the architect uses skilfully create the itllusion that the house is
growing out of the ground.

The anti-grid order

The Khouri and Madi residences, as well as the Handal villa, begun in 1974, all
present a diagonal magaz and a shifted grid-like module, the first evidence of the
complicated cultural layering of East and West that lies behind Badran’s
approach. He is often viewed, or inaccurately labelled, as a strict traditionalist,
but he denies such categonization and defies simphistic description. The rational-
istic influence of his vears as a student in Germany is evident from the start and
becomes increasingly so in the orthogonal ordering systems he employs, in his
emphasis on typologices, in his fascination with technology and its basis in tradi-
tion, which is all part of the dialectic described in detail in Chaprer 2.
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A system that Badran refers to as an ‘anti-grid order’, which is clearly visible in
his early residential designs, was also the central organizing device of his award-
winning and life-changing design of the Baghdad State Mosque, and much of the
other work in the first phase of his career. The overlay of influence is obvious in
his houses, in the way in which he cleverly uses the geometric system of the shifred
grid to allow entrances, courtyards, gardens, ventilation and views to soften his
Modernist framework.
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A turning point

By the beginning ot the 1980s this ‘sotteming’ had reached a stage in the res-
dences of 1983 to 1985 in which the tradinional typologies such as the magaz and
the courtyard, begin to expand, prohiferate and become hiving spaces in their own
nght, acting as muluple butters berween the public and private zones in each
house. The entry axis, which introduces this sequence of spaces, also begins to
shift in a wav that recalls the entrances of older mosques in a dense urban fabrnic,
such as those in medieval Cairo.

This concepr of the house as a mosque expands on the frequently expressed
notion of the house as a small city, transferring it from a secular comparison to an
implicd spintual responsibility, expressed in less form and more space. The
change of the decade between 1979 and 1980, was also important for Badran in
terms of his involvement in low-income, mulu-tamily housing. Rather than
having relatvely tree rein, as he had done in designing residences tor individual

clients, he was now introduced to the restrictions that are typically entorced by

82 Houses and Housing
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institutions. He nevertheless managed to transcend them in the Jordan Cement
Factory Employees Housing in Fuhais near Amman, in 1983, an example of the
large-scale use of concrete and rectilinear forms by an architect who is suppos-
edly a strict traditionalist. In this scheme Badran was encouraged to choose
concrete by the client who manufactured it. This complex is rendered less monu-
mental through clustering, in wavs thar are reminiscent of the studies Badran had
carried our in Jerusalem ten years earhier. The modular units in this case are ter-
raced on a slighr slope, crearing covered pedestrian ‘streets’ and meetng places
beneath the umits, with cars mostly restricted ro the periphery of the complex.
Private balconies contribute to the overall image of a Greek island or a traditional
Mediterrancan village on the hills above the Amalh coast.

The Jordan Cement Factory Employees Housing project represents an untin-
ished morphology thar allows the inhabitants to define their own surroundings
through their personal addinions, creating a more celebranve torm and one that

CY l'll."q'l._"h OvVer time.
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The Al-Beit Foundation

In 1985 Rasem Badran won a competition to design the Al-Beit Foundation on a
hilly site near Amman, for an institution dedicated to the dissemination of Islamic
culture. He skilfully accommodated a complex programme thar included a
library, media centre, press headquarters and housing zone, strung our along a
curving humpbacked ridge.

The organization of the Foundation is remarkably similar to that used in the
private houses he designed between 1973 and 19835, in his application of an
ordering system, a shifted grid-like framework, intersected by a diagonal
entrance axis, which introduces people into the building from the side. There is
also the separation of public and private zones, which are divided by an open
courtyard, like those found in all of his early house designs.

The entry at the Al-Beir Foundation acts as a knuckle that allows the private
zone and the housing artached to it to be separated from the library, located in the
middle of the tripartite, segmented scheme. It also facilitates a turn in the library
so that it can remain aligned with the ridge on which this fortress-like complex
sits. The press section, which is the last of the three parts, is similarly articulated
for the same reason.
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The public zone with s housing component, and the library each possess a
central courtvard; the library courtyard fearures an uean, an ancillary space, on
each side. This 1s an obvious reference to the Sultan Hasan Mosque in Cairo,
which is also a madresa or religious school. The preparatory rescarch and
sketches of the Al-Beir Foundation indicate the hirst extensive exploration of such
references, which were soon 1o become the mainstay of Badran’s approach. His
far-reaching scan is impressive because it demonstrates a thorough knowledge of
the history of Islamic architecture and a willingness to consider all of it as rele-
vant for this project.

The final image of this research institution with its diverse mixture of admins-
trative offices, lecture halls, exhibition halls, compurter rooms, mulumedia
facilities, library, housing and mosque could have been monumental and imper-
sonal, but Badran has managed to give it an individual identity and render it less
imposing. His sketches of Cairo are instructive of his intentions. One in particu-
lar, of the Mosque of Mohammad Ali and the Citadel grouped with the Sultan
Hasan Mosque, obviously inspired his clustering of elements along the nidge,
since he also uses the small dome and minaret of the mosque as a visual anchor at
the highest part of the slope.
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From the general to the specific

After Al-Beit and the Baghdad State Mosque competition Badran’s references
become less general, relating more specitically to a particular region or conrtext.
This 1s clear in his housing project in the historic core of Sana’a, Yemen (discussed
in detail in Chapter 7), which focuses on Badran's planning ettorts. This speci-
ticity is even more concentrated, in his studies for the Wadi Abu Jamil district in
Beirut, (begun as part of the restoration effort in that city in the late 1990s), in
which the fagade of some of the units consists of series of stacked balconies over-
looking the streetr, once typical of the houses in this area. Badran introduces a
‘multi-skin morphology’, an accumulation of wall elements, and orgamizes them
in three different categories which he terms ‘the funcrional mass’ (the living
cluster), the social skin (the balconies) and the cosmological skin (curtains).
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These features reflect the more cosmopolitan character of Beirut, and the interac-
tion that takes place berween residents and people in the street. Interior spaces,
however, continue the tradition of the different kinds of courtyards and pedes-
trian pathways that connect the internal areas with the surrounding network.
Badran refines them in a series of options that each have clear precedents in this
area. Tower blocks are clustered around a park-like central courtyard, separated
from the street by gates, which have now become an effective part of Badran's
design vocabulary. This project was sponsored by the Solidere orgamization,
Solidere is responsible for the reconstruction of central Beirut and promotes a
sensitive contextual approach within the existing city fabric. This high level of
contextuality can also be noticed, not only in macro scale bur also in micro scale,
in other private residences designed by Badran in the area,
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Bridging the Wadi Hanifah

Two private residences, in Saudi Arabia and Jordan respectively, bring the story
of Badran’s efforts in designing house and housing design around an invented
narrative. The first of these projects, intended for a member of an important
family in Saudi Arabia, is set out along a ridge overlooking the lush valley of the
Wadi Hanifah, near Riyadh, the ancestral family home. This closes one cycle of
residential design because the houseis topographically and tvpologically place-
specific, and has a clear relationship to the historical village of Darriyah nearby.
he references here are very finely tuned ro the client and the location.
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The second residence., tor the Al-Talhoum family near Amman, bears symboli
significance, as the family had onginally approached the well-known Egypuan
architect Hassan Fathy to design a rest house in the Jordan Valley, based on tradi-
rional mudbrick rechnology, just before Fathy died. This wish underscores their
desire for a second stone home in Amman, rooted in this tradinon, the dialogue
between mud and stone, sott and hard. Badran’s APProac h involves the remodel
|1It;_'_ of thewr CXIsHing house .Hut ar .Hitll'[ll m o contain a receplion h.!” O 'H.Hr’::l. R
dining room and a kitchen and service arca. This addition, or duecanivah, is con-
fipured to create a protected courtvard, hilled with lush vegetanion and water

features on a patterned paved floor. All the windows of the remodelled house and
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e § i ['he houses and housing described here represent most, but not all, of Badran’s
Tm‘ . thy _—_ II I. PR work in this category and are logical extensions of s early interest in this area, !
I,., which dates trom his student davs in Germany. His arca of concentration spans |
provich y b twes the developing and the developed world, both ot which are undergoing rapid
Rachus and e sie. This growth, especially in urban arcas, Unhike most architects who either tocus exclu
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The Fourth Dimension is the Spirit

he mosque is unquestionably the most important building in Mushm society,

representing shared principles regardless of cultural conditions or nationaliy;
it offers a lodestone of identity in a diverse world. Historically, it has never been
an 1solated monument but has been tightly kmit into the urban fabric, occurring at
predictable intervals throughout the city. Nezar al-Sayyad, in his doctoral disser-
tatton on medieval Cairo, has shown that this interval was determined by the
reach of the muezzin's voice, since the call to praver was made from the top of a
minaret; a community using a particular mosque was defined by the circumfer-
ence of that sound. This meant that minarets, as the vertical markers of these
mosques, were not positioned randomly, or tor aesthernic reasons alone, but for the
functional purpose of projecting the human voice, This became clear to me one
unforgettable morning when 1 visited Abha in the western part of Saudi Arabia
for the first ime, | was standing at the top of one of the mountains that encircle
the city, just as the call to prayer started at dawn. Because of the individual timing
of each muezzin, it did not begin in unison and the style of each prayer call was
distinctly recognizable. As other muezzins joined the chorus, the echo began 1o
swell, until it seemed to be one mulu-layered sound.

The most important part of a city

The mosque is integral to the Islamic city and the first among the four main build-
ing types that define it, including the market or sugq, which is typically attached to
the mosque’s domain, the palace and the house. There are several kinds of
mosques, but the most visible is the Jumah, congregational or Friday mosque,
which may be compared to the cathedral in Christian societies. Since the begin-
ning of the Islamic faith, the Jrmalh mosque has been an urban phenomenon and
landmark, rightly knit into a compacted city fabric. Unlike the cathedral,
however, it rarely had a parvis or public open space in front of it, and instead
more commonly featured a large courtyard inside. For this reason the great
Jumah mosques of the past are barely visible from a distance in the city, and only
their distinctive minarets identify their location, as is the case with the Al
Qarawivin Mosque in Fez, Morocco. In the beginning of the faith, there was no
stylistic prescription for this building type except for the minaret, which was nec-
essary for the call to prayer. But conventions and traditions began to emerge to




refine the central courtyard typology, which was a direct extension of the form of
the House of the Prophet. This house was also the first mosque, to be used as a
place of prayer.

Semiotics

Tracing these building traditions is a fascinatng exercise in the power of semi-
otics in architecture and the way in which certain forms, which begin as
predilections, become prescribed or mandatory. The minaret is the most obvious
example of this subtle shift. Once a functional necessity, it was eventually made
redundant by the loudspeakers more frequently used rtoday. However, the
minaret continues to be an obligatory formal requirement because of its symbolic
value. The reason behind this signmificance has been a source of debate among his-
torians. One of the most compelling arguments is that the form began as a light
tower, erected to guide the Hayyi's (pilgrims) from place to place. The Arabic word
for tower is manara, which was eventually corrupted into minarer.

The dome, which now also seems to have become an obligatory formal
requirement for any mosque, was not initially a necessary part of the building
type either. There is a relatively small dome over the gibla wall of the Prophet’s
Mosque in Madinah, however, which provides a persuasive historical image;
Turkish congregational mosques, built after the fall of Constantinople in 1453,
generally display domes similar to that covering the Hagia Sophia. It was
arguably a powerful influence on Omtoman architects, such as Sinan
(1489-1588), who concentrated on designing this building type. What began as
an acsthetic option has now become an unspoken social requirement based on
the cumulative authority of historical example, as well as the semiotic power of a
selected number of the most influential forms.

The mosque in the urban fabric

The Jumak mosque is the most visible and historically significant variant of this
building type, but it is not the only one. As the distinguished Turkish historian
Dogan Kuban commented:

From a purely religious and spiritual point of view, it remains the insignificant
masyids, with their simple minbars and mihrabs, which are more mumately
related to the devotional practice of the common people. The great mosques with
eminent forms are symbols of their time, more important for their cultural and
aesthetic experience, but | cannot accept them as pure expressions of the faith.'

Whether large or small, cach mosque is generally part of the cityscape. The
Jumah mosque i particular was usually surrounded by the sug, made up of
narrow streets or walkways with commercial stalls on either side, which may
have been built against the outer wall of the mosque itself. Whereas commercial
activity may have been confined to the cathedral parvis in the past, because of the
feeling that it would defile the sacred precinct, no such prohibitive sensibility
seems to exist in relation to the mosque, allowing it to be tightly woven into the
fabric of daily life. This proximity, however, did prompt the development of a
transitional zone called the ziyada to define movement from the secular to the
sacred world. One of the best examples of this transition exists in the Mosque of
Ahmad ibn Tulun in Cairo, though there are apocryphal accounts of the horses of
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the ruler and his retinue being tied up there while they prayed inside.

The palace of the ruler, as the third of the four most predominant buildings
after the mosque and the suq, was usually located at a distance from each to sep-
arate secular from spiritual authority and to ensure security. In Fatimid Cairo the
palace was erected inside the walled enclave, near the Beit Al-Kadi, or court-
house, to underscore the authority it symbolized. In Istanbul the Topkapi Palace
15 also situated at a relative distance from the Hagia Sophia (which Mehmet con-
verted into a mosque) and the Blue Mosque close by, to maintain the difference
between the secular and sacred realms. It could be argued that Mehmet wanted to
take advantage of the view from the Serai Burnu Palace, and to appropriate the
authority of this location, where the palace of the first Greek founder of the ety
once stood, as well as the palace of Constantine himself. Bur the argument for the
separation of sacred and secular realms is more convincing.

Houses, the fourth predominant building type in the Islamic city, vary tremen-
dously depending on income level. Cairo offers a good range of examples, since
houses of medieval vintage run the gamur from the rab, which consists of many
small connected units surrounding a court, to the manzils, or mansions of the
rich, which were usually multi-storeved and had several courtvards, as well as
servants’ quarters on the ground floor.

Neighbourhoods, called barat, constituted the social framework into which
these building blocks of the city were orgamzed, based on tamily, clan, ethnic or
trade relationships.’

The smaller neighbourhood mosque or zawiya remains the core of this urban
unit. As the distinguished scholar Ismail Serageldin has described i

As the city grew, the organization of the neighbourboods meant that the local
mosques, as distinct from the Friday congregational mosques, played a major
role in identifying the commmumity and giving it a focal point. Indeed, within this
urban context different types of mosques emerged. These ranged from the
massive state mosques used for Friday congregational prayer to the tiny zawivas,
All were mtegrated into the townscape and many were associated with commu-
nmity functions such as schools and charities.’

Basic elements

Some regional variations 1o the mosque exist, but the basic parts are now rela-
tively well established. These are, tirstly, a praver hall in which the worshippers
face Makkah. The direction of prayer (gibla) i1s indicated by the mibrab, a niche
built into a wall indicating the direction of Makkah. If the prayer hall is covered it
is referred to as a baram, if it is open, a sahn. There is a raised platform or pulpit
(minbar) from which an imam leads prayers and delivers an oration, or kbutba to
the worshippers. The prayer hall can be surrounded by an arcade (rivaq) and in
this case the colonnade facing Makkah is called the riteaq al-qibla and is usually
larger than the others. Sometimes there are vaulted squares or rectangular spaces
open on one side which face into an open courtyard. There is a requirement to
perform an ablution (toredu), to wash before prayer at the mosque, and the place
to do this is the wodo. In many older mosques, the wodo was a fountain in the
middle of the sabn. Whether or not the muezzin actually gives the call to prayer
(adhan) today or it is merely a recording over a loudspeaker, a minaret is usually
teatured just the same.
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A simple beginning
The development of the mosque has been fairly simple. The House of the Prophet

in Madinah was located within an irregularly shaped fenced compound, forming
a courtyard for praver. This constitutes the birth of the first mosque in Islam, It
represents a physical, democratic model thar allowed interaction berween the
leader and his people. Even the Prophet’s wives could listen to the deliberations
and discussions in the mosque because the Prophet’s living quarters were
attached ro the mosque. A low platform, which was the first minbar, allowed the
Prophet to address the congregation. As Serageldin explains:

This simple design did not ascribe any complicated mystical significance to the
stricture or the layout, and underlined the simplicity of the radical monotheism
of Islam, where the bond between God the Creator and bis submissive subjects is
direct, without imtermediation. Thus any space is suitable, provided that it is
clean and functional.

As Islam began to grow and spread under the Umayyad dynasty (Ap 661-750),
the mosque became more formalized. The Grear Mosque of Damascus, which
was built on the foundation of the Roman Temple of Jupiter, demonstrates the
use of new elements prompted by the growing stature and power of the faith. It
has a rectangular plan, divided on the long axis into a covered prayer hall and
open court, with an ablution fountain in the centre of the sabn. It has four riwags,
the riuvagq al-qibla being the deepest. There is a small dome just above and in front
of the gibla and a rall minaret. Tradition holds that the magsura (a privileged
enclosure near the mibrab) was also introduced at this time by the first Umayyad
caliph, Mu'awiya.

Mosque design did not change too dramatcally under Abbasid rule (ap
750-1258) but several innovations in the minaret form emerged at this time, as in
the Great Mosque at Samarra and the Mosque of Ahmad ibn Tulun in Cairo,
which was influenced by it. The spiral stairway around the huge minaret that
forms the centrepiece of the mosque ar Samarra, built between Ap 842 and 852, is
believed by some to recall the Tower of Babel.

The next stage of development occurred under the Mamluks in Cairo, most
notably in the use of the iwan. The Mosque of Sultan Hasan near the Citadel has
four of them aligned on a cardinal axis, with the open ends facing into a central
courtyard (Ap 1356-62). This development also coincided with the emergence of
the madresa, or religious school, throughout the Islamic world, especially in the
Middle East and North Africa.

The dome is a relanively recent addinion to this evolving formal vocabulary,
and it was not established on a large scale until the 16th century, art the height of
Ortoman power. Sinan, who is primarily responsible for the evolution that saw
almost the entire prayer hall of the Selimye Mosque in Edirne covered with a
dome, also expanded the number of minarets to two or more and made their
profile thinner and sharper.

The contemporary mosque: the big debate

In spite of this straightforward evolution, there is a great deal of debate today
about the proper form of the contemporary mosque. In Malaysia, for example, a
large Jumal mosque at the centre of the new capital city of Putrajaya, defines the
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issues. It has a large dome and several minarets in addition to a paved saln sur-
rounding the covered praver hall. Since the innovanve State Mosque (Maspd
Negara) in Kuvala Lumpur was buile in the carly 1960s without a dome, few
examples exist of mosques that have tollowed suit. The debate 1s joined on one
side by those who believe that a mosque should have a prescribed set of parts, and
on the other by those calling for mnovation, This polarizatnion between what
many mistakenly call ‘tradinon’ and *‘modernity’, precludes another tertile area
of rescarch, which Rasem Badran has been exploring.

The Baghdad State Mosque: a major turning point

As previously mentnioned, the early houses by Badran that received media cover-
age brought him to the attention ot the Iragi archirect Rifaat Chadirp, who 1s well
known throughout the region and was one of the organizers of the compenition to
design a state mosque in Baghdad. Chadirp invited Badran to enter the compen:
tion, which included other internanonally known oftfices. The Iraqi government,
in this stance, was represented by the municipality ot Baghdad, which had
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developed a programme for a large landmark ntended to demonstrate the tech-
nological achievements of the nation. The programme requirements called for a
mosque with an area of 30,000 square metres, to accommodate one worshipper
per square metre, These 30,000 worshippers were to be sheltered in a covered
praver hall, with an additional 20,000 worshippers allocated to an open court-
vard. Other functions, such as a madresa and a library, were included, as well as a
residence for the imam, accommodation tor those working at the mosque and
reception facilities for VIPs.

Establishing a pattern

Working in a way that he has followed ever since, Badran immersed himself in the
history of the nation, but, significantly, did not restrict himself to the Islamic part
of its profound chronology. Iraq, along with Egypt, has one of the oldest civilhiza-
tions in the world. It differs from its counterpart in the Fertile Crescent in the
effect that its topography has had on the development of its civilization. Iraq and
Egypt were each the product of rivers, but in Iraq, the Tignis and Euphrates were
not constrained by a fixed channel like the Nile. After crossing the Hit-Samarra
escarpment on their way south from their source in the Taurus mountains, the
twin rivers were free to meander across broad, flat mud plains, which created an
intricate network of irrigation ditches necessary to transfer water to the fields.
Unlike Egypt, this also imposed the requirement for mudbrick in the construction
of everything from houses to religious structures, since stone and wood were rare.
The flat topography also prompred high monuments, to interrupt the tedium of
an unbroken horizon, and the mudbrick platform (such as the one used under the
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Whirte Temple at Warka) was the first attempt to do just that. Eventually, the plar-
form temple cvolved into the much larger scaled ziggurat; the Sumerians
strengthened the mudbrick with a bitumen admixture and a ditferent tapered
profile to handle the added load.

Baghdad was founded as the Abbasid capital ar a ime when the locus of power
of the growing Islamic empire shifted eastwards out of Arabia, to represent more
etfectively its expanding constituency. It was a circular city with a gate at each of
the tour cardinal points, and the mosque and palace ot the Abbasid ruler Al-
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Mansur were situated in the maddle. It was also built of mudbrick, like the
Mesopotamian monuments before it. The same marterial was used in the con-
struction of the Grear Mosque ar Samarra and its famous minaret,

Finding clues

Confronted with an extensive, flar, square site, far away from the centre of
Baghdad, Badran looked for clues, or what he terms *narranives and events’, on
which to hinge a design concept and fastened on the plattorm temple, the circular
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city of Al-Mansur, the Ukhaidir Palace, the Great Mosque ar Samarra, the Khan
Mirjan, and the ingenious environmental strategies used in old Iraqi houses. He
also looked to pan-Islamic examples of mosque design for inspiration, primanly
those in the early phases of the faith. From the circular city he derived the inscrip-
tion of the square implied by the circle, as a linear boundary, as well as the
recognition of the cardinal points, with the north predominant. The city itself had
a dense fabric of courtyards piercing the residential zone and radial streets.

The Ukhaidir Palace provided more detailed informanon abour a possible
architectural vocabulary, since its towers, pointed arches and intricare brickwork
are stll remarkably intact. The Khan Mirjan, a hotel and storage building in
Baghdad, offered valuable lessons about ribs, vaults and beams used as a com-
posite roof system that incorporates devices for natural light penetration and air
ventilation. Tradiional Iraqi houses showed how convective cooling could be
utilized to o