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INTRODUCTION

In its broad coverage of architecture produced between 1900 and 2000, the provides
a three-volume, English-language reference work for scholars, professionals, students,
and the general public seeking a basic understanding of interdependent topics that define
the production of architecture in the developed cities, countries, and regions of the world.
Seeking the breadth and diversity of any encyclopedic endeavor, the project extends its
coverage beyond the conventional study of prominent architects and their buildings to
address important related facets of 20th-century architectural production that motivate
architects and their clients and give form and meaning to their buildings.

Arranged in alphabetical order, the entries fall into three broad areas: persons, places,
and architecture topics. Persons include architects and firms, critics, and historians;
places include countries and regions, cities, specific buildings and sites, and unbuilt
projects; architecture topics include materials and building technology, building types,
stylistic and theoretical terms, schools and movements, architectural practice and the
profession, and planning. Ranging in length from 1,000 to 4,000 words, each article is
written for the well-informed general reader and signed by an established scholar or
professional with expertise in the subject. In addition, each architecture topic and places
entry includes a selected bibliography; each person’s entry includes a capsule biography,
a list of selected works, and a selected bibliography. The bibliographies consist of
standard works and recent scholarship to enable the student or scholar to expand his or
her research.

This project set out in 1998 in Chicago with the editorial staff of Fitzroy Dearborn
Publishers to shape a broad and inclusive reference work designed to provide description
and analysis of 20th-century architects, buildings, and places from a global perspective.
In its review of an enormously inventive century of ambitious architectural production,
the editorial team quickly recognized that the most useful reference work would include
far more than buildings and architects alone. The therefore aims to explain the range
of technological, professional, and historical factors that the architectural process entails,
from drawings to the completed building. The far-reaching influence of important
architects, sustainability and new materials, new digital technologies, and global
proliferation of large-scale building types, for example, has altered the scope of modern
architectural practice. Moreover, 20th-century architecture profoundly engaged many
new constituencies, including the general public. In its efforts to provide a broader
audience with a more inclusive understanding of architectural practice, the project seeks
to frame a vast scope of selected topics that have defined and directed 20th-century
architecture and its consumption worldwide.

The practice of architecture has become enormously complex, as modern airports and
skyscrapers make clear. Wherever constructed, a single building requires the design team
to understand traditional and innovative materials, new construction technologies,
building types, historic precedent, and related planning needs. Readers of the will



benefit from an understanding of these interconnections. It is the editorial team’s belief
that one strength of this project is the selective inclusion of a diverse range of architecture
subjects rarely examined together with important buildings and their architects. To
facilitate these connections, the book provides readers with extensive internal cross-
references in the majority of entries and a comprehensive, analytical index.

International coverage required a variety of critical perspectives from a diverse group
of scholarly and professional experts. From the start, the task of defining the scope and
content of this project reiterated the complexity of architectural production in the last
hundred years. Consulting for several months with a distinguished international advisory
board of scholars and architects, architectural historian and volume editor R.Stephen
Sennott has organized a far-reaching investigation of architecture from all regions of the
world. The final selection of topics found in these three volumes is the result of a long
and careful evaluation of a much longer list of proposed topics.

To the benefit of this project, the advisory board’s contributions were both
contradictory and consistent in their careful explanations of what should be included or
excluded from these pages. This debate served to balance the book’s perspective and
content. In short, the principal criteria for inclusion were, first, that the individual or topic
had had a lasting or formative effect on architecture or, second, that the individual or
topic reinforced the international scope of the encyclopedia. One strength of this
reference work is its deliberate effort to accommodate these differences and
contradictions by including a diverse range of advisors and a balanced variety of expert
writers able to recognize the global character of architectural practice in the 20th century.
In concert with the advisory board’s recommendations, the book profiles this century’s
vast chronicle of architectural achievements within and well beyond the confines of mid-
century modernism. Even so, and with apologies to readers who note the absence of a
subject they hold as significant, it has obviously not been possible to include every
architect, building, or topic of architectural significance. Indeed, following this
challenging editorial process, and in light of compelling scholarship of the last 15 years,
it is the editorial team’s collective hope that this project will encourage further study of
the global, interconnected character of architecture and its production. The encyclopedia
will provide an effective starting point for researchers and readers for years ahead.

Whatever the risks of this ambitious reference work, an international team of 300
writers—architectural historians, architects, engineers, preservationists, urban historians,
critics, and independent scholars—has presented a wide-ranging and critical assessment
of buildings, architects, cities, and related architecture topics to provide professionals and
general readers alike with an integrated view of architectural production around the
world. Scholars and practitioners from related design and building professions have
written more than 700 entries that collectively provide readers with a distinct approach to
20th-century architecture’s materials, theory, design, and practice. Such a broad and
sweeping study invites complexities and risks; to leave some of these as unresolved
defines some aspects of modern and contemporary architectural practice. This diversity
of authorship and critical viewpoints makes this a requisite source for general readers and
the architectural profession alike as they seek basic information about 20th-century
architecture. Given its expansive sweep, the is directed at a diverse readership and
provides a wide variety of information on a great number of subjects.



Architectural Topics (179 entries)

From broad and inclusive entries to shorter entries, topics have been selected because of
their generally acknowledged importance in directing architectural form, fulfilling
programmatic needs, directing style and change, and otherwise affecting the practice of
architecture during the 20th century. Entries describe the topic and evaluate its effect on
buildings, architects, or places around the world.

Materials and Building Technology (35 entries)

Entries on traditional or innovative materials describe the origins, needs, and purposes of
an important building material as it evolved during the 20th century (e.g., Aluminum,
Reinforced Concrete, and Truss Systems). For example, concrete has a long history;
however, its dramatic new capacities have generated new construction methods as well as
innovative architectural form. The 20th century witnessed the invention of many new
building technologies and systems, making significant contributions to architectural
function. For example, air conditioning has allowed large-scale buildings to be built with
new standards for comfort in extreme climatic conditions.

Building Types (53 entries)

Building types vary in their associations with form, function, or program. Many types
resulted from new needs that served new methods of transportation or evolving social,
industrial, recreational, or economic needs. Entries describe the building types’ forms and
uses, with focus on how established building types changed during the 20th century (such
as Church, House, School, Skyscraper). For example, the skyscraper has been exported
from American cities to rapidly developing cities in Asia, and the resulting designs have
transformed the scale and appearance of these corporate emblems.

Stylistic and Theoretical Terms (34 entries)

Entries vary among stylistic categories and theoretical ideas that have guided architects,
their clients, and recent writers and critics. Brief essays on stylistic terms characterize the
features that define the style (e.g., Craftsman Style, Prairie School) while contextualizing
their subject within broad regional or global applications. Longer essays on theoretical
terms (e.g., Art Deco, Modernism, and Postmodernism) seek to synthesize the generally



accepted meaning of these terms for the general reader, identifying key writers,
architects, and representative buildings as examples.

Schools and Movements (12 entries)

Frequently, like-minded architects and supportive critics or historians have banded
together to form groups, schools, and movements (both organized and loosely collective)
to promote their design ideals, or retrospectively, historians have designated members of
a movement on the basis of formal and historical analyses. These types of entries (e.g.,
Constructivism, De Stijl, Memphis Group) identify significant leaders and explain the
goals or intentions of these groups, where and for how long each school or movement has
been influential or successful, and their contributions to subsequent generations.

Architectural Practice and the Profession (20 entries)

In its attention to 20th-century architectural practice and education, this section includes
topics that examine some of the important changes in the profession and its
administration. Similarly, entries address how architects and their buildings are evaluated
and awarded (e.g., Architectural Drawing, Education of Architects/Schools,
Environmental Issues, Pritzker Architecture Prize).

Planning (24 entries)

The 20th century is marked by the evolution of the planning profession in response to
new and large-scale transportation and infrastructure needs. Architects and planners have
often collaborated to bring about new kinds of urban, suburban, and rural development.
Examples of these entries include Campus Planning, Garden City Movement, New
Urbanism, and Plan of Chicago.

Persons (292 entries)

Individuals have been chosen because they have contributed significantly to the history of
20th-century architecture. Regardless of where they practice in the world, individuals
have typically been recognized as founders or leaders in their own time or documented as



highly influential practitioners for subsequent generations. Typically, they have been
recognized professionally by well-known awards, prizes, or other honors. These entries
consist of a signed critical essay, a capsule biography, a list of important buildings (in the
case of architect entries), and a bibliography of useful sources.

Architects and Firms (267 entries)

Architects and firms have been chosen because of their important contributions
throughout the world or within the boundaries of the country or regions where they
practice. In addition to the world’s well-known architects and firms, the editor and
advisory board sought to include a diverse group of architects not frequently included in
standard reference works. Their work has often been recognized by their peers and juries
for the superior quality of their architectural designs at a regional, national, or
international level.

Critics and Historians (25 entries)

In these entries, influential critics and historians represent ways in which primary
writings and assorted publications have significantly affected 20th-century architecture
and its reception within professional circles and the public realm.

Places (277 entries)

Given the rapid changes that define this century’s political and geographical boundaries,
the advisory board chose to blend regional and national surveys with the project’s
deliberate focus on major and progressive cities around the world that can be evaluated
for their architectural significance. These essays will inevitably privilege the most well-
known places (including countries and major cities), but they also will provide a far more
diverse selection than currently is available in architecture reference works.

With the 2002 acquisition of this project from Fitzroy Dearborn Publishers by the
Taylor and Francis Group, an inspiring and experienced editorial team at Routledge
Reference brought this to fruition. In the course of editing and producing this book,
they have researched and assembled over 500 photographs and illustrations that trace the
developments in architecture around the globe and across the 20th century. In addition,
each of the three volumes has an eight-page insert of color photographs. The result is an
encyclopedia that provides not only depth and breadth of scholarship but also beautifully
illustrates the many facets of 20th-century architecture.



The few existing reference works related to architecture include dictionaries of
individual architects or individual countries and a range of encyclopedia topics; however,
the is distinguished by its global scope and purposeful integration of architects and
buildings with a selected set of highly important architectural topics. It is the hope of the
practicing architects and engineers, architectural historians, preservationists, and other
experts, who have together created this multilayered examination of 20th-century
architecture, that this reference work will be an indispensable addition to any art,
architecture, or history library.
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F

FACTORY

FACTORY AND INDUSTRIAL TOWN PLANNING
FAGUS WERK
Alfeld-an-der-Leine, Germany
FALLINGWATER

Bear Run, Pennsylvania
FALLOUT SHELTER
FARNSWORTH HOUSE
Piano, Illinois

FASCIST ARCHITECTURE
FATHY, HASSAN

(Egypt)

FAVELA

FEDERAL CAPITAL COMPLEX, BRASILIA
Brazil

FEHN, SVERRE

(Norway)

FEMINIST THEORY

FENG SHUI

FERRISS, HUGH

(United States)

FIAT WORKS (LINGOTTO)
Turin, Italy

FINLAND

FISKER, KAY

(Denmark)

FLATIRON BUILDING
New York, New York
FOSTER, NORMAN
(England)

FRAMPTON, KENNETH
(United States)

FRANK, JOSEF

(Austria)



FRANKFURT, GERMANY
FREY, ALBERT

(United States)

FULLER, RICHARD BUCKMINSTER
(United States)

FUTURISM

G

GABR, ALI LABIB

(Egypt)

GARDEN CITY MOVEMENT
GARNIER, TONY

(France)

GAS STATION

GATEWAY ARCH

St. Louis, Missouri

GAUDI, ANTONI

(Spain)

GEHRY, FRANK OWEN
(United States)

GERMAN PAVILION, BARCELONA
GERMANY

GETTY CENTER

Los Angeles, California
GIEDION, SIGFRIED
(Switzerland)

GILBERT, CASS

(United States)

GILL, IRVING JOHN

(United States)

GINZBURG, MOISEI

(USSR)

GLACIER MUSEUM, FJZRLAND FJORD, NORWAY
GLASGOW SCHOOL
GLASGOW SCHOOL OF ART
Glassgow, Scotland
GLASGOW, SCOTLAND
GLASS

GLASS HOUSE

New Canaan, Connecticut
GLASS SKYSCRAPER
GOFF, BRUCE ALONZO
(United States)

GOLDBERG, BERTRAND
(United States)

GOLOSOV, ILYA

(Russia)



GONZALEZ DE LEON, TEODORO AND ABRAHAM ZABLUDOVSKY
(Mexico)

GOODHUE, BERTRAM GROSVENOR

(United States)

GOODY, JOAN EDELMAN

(United States)

GRAHAM, ANDERSON, PROBST AND WHITE
United States

GRAIN ELEVATOR

GRAND CENTRAL TERMINAL, NEW YORK
New York, New York

GRANDE ARCHE DE LA DEFENSE

Paris, France

GRAVES, MICHAEL

(United States)

GRAY, EILEEN

(England and Ireland)

GREAT MOSQUE OF NIONO, MALI

GREECE

GREENBELTS AND GREENBELT TOWNS
GREENE AND GREENE

(United States)

GREGOTTI VITTORIO

(Italy)

GRIFFIN, WALTER BURLEY AND MARION (LUCY) MAHONY GRIFFIN
(United States)

GRIMSHAW, NICHOLAS, AND PARTNERS
(England)

GROPIUS HOUSE

Lincoln, Massachusetts

GROPIUS, WALTER

(Germany and United States)

GRUEN, VICTOR DAVID

(United States)

GRUNDTVIG CHURCH, COPENHAGEN
GUADET, JULIEN

(France)

GUEDES, JOAQUIM

(Brazil)

GUGGENHEIM MUSEUM, BILBAO, SPAIN
GUGGENHEIM MUSEUM, NEW YORK
GULLICHSEN, KRISTIAN

(Finland)

GUREL FAMILY SUMMER RESIDENCE, CANAKKALE, TURKEY
GWATHMEY, CHARLES AND ROBERT SIEGEL
(United States)



H

HABITAT 1967, MONTREAL

HADID, ZAHA M.

(Iraq)

HAJ TERMINAL, JEDDAH AIRPORT, SAUDI ARABIA
HAMLIN, TALBOT FAULKNER

(United States)

HARING, HUGO

(Germany)

HARRISON, WALLACE K. 1885-1981 AND MAX ABRAMOVITZ 1908-
(United States)

HASEGAWA, ITSUKO

(Japan)

HASSAN II MOSQUE

Casablanca, Morocco

HEATING, VENTILATION, AND AIR CONDITIONING (HVAC)
HEGEMANN, WERNER

(Germany)

HEIKKINEN, MIKKU AND MARKKU KOMONEN
(Finland)

HEJDUK, JOHN

(United States)

HELSINKI, FINLAND

HELSINKI RAILWAY STATION, FINLAND
HERTZBERGER, HERMAN

(the Netherlands)

HERZOG AND DE MEURON

(Switzerland)

HIGH MUSEUM OF ART

Atlanta, Georgia

HIGHPOINT I APARTMENT BLOCK, LONDON
HILBERSEIMER, LUDWIG KARL

(Germany and United States)

HILVERSUM TOWN HALL, NETHERLANDS
HISTORIC PRESERVATION

HISTORICISM

HISTORIOGRAPHY

HITCHCOCK, HENRY-RUSSELL, JR.

(United States)

HODGETTS AND FUNG

(United States)

HOFFMANN, JOSEF (FRANZ MARIA)

(Austria)

HOLABIRD, WILLIAM AND JOHN WELLBORN ROOT
(United States)

HOLABIRD, WILLIAM AND MARTIN ROCHE



(United States)

HOLL, STEVEN

(United States)

HOLLEIN, HANS

(Austria)

HOLOCAUST MEMORIAL MUSEUM, WASHINGTON, D.C.
HONG KONG, CHINA

HONG KONG INTERNATIONAL AIRPORT
Chek Lap Kok, Hong Kong

HONGKONG AND SHANGHAI BANK
Shanghai, China

HOOD, RAYMOND

(United States)

HOPKINS, MICHAEL AND PATTY HOPKINS
(England)

HORTA, VICTOR

(Belgium)

HOSPITAL

HOTEL

HOUSE

HOUSTON, TEXAS

HOWE, GEORGE AND WILLIAM LESCAZE
(United States)

HUNGARY

HUXTABLE, ADA LOUISE

(United States)

I

ILLINOIS INSTITUTE OF TECHNOLOGY
Chicago, Illinois

IMPERIAL HOTEL

Tokyo, Japan

INDIA

INDIAN INSTITUTE OF MANAGEMENT
Ahmedabad, India

INSTITUTE FOR ARCHITECTURE AND URBAN STUDIES
New York, New York

INSTITUTES AND ASSOCIATIONS
INTERNATIONAL EXHIBITION OF DECORATIVE ARTS, PARIS (1925)
INTERNATIONAL STYLE
INTERNATIONAL STYLE EXHIBITION
New York, New York

IRAN

ISLAM, MUZHARUL

(Bangladesh)

ISOZAKI, ARATA

(Japan)



ISRAEL

ISTANBUL, TURKEY

ITO, TOYO

(Japan)

J

JACOBS, JANE

(United States)

JACOBSEN, ARNE EMIL

(Denmark)

JAHN, HELMUT

(United States)

JEDDAH, SAUDI ARABIA

THE JEWISH MUSEUM, BERLIN
JIRICNA, EVA

(England)

JOHNSON, PHILIP

(United States)

JOHNSON WAX ADMINISTRATION BUILDING
Racine, Wisconsin

K

KADA, KLAUS

(Austria)

KAHN, ALBERT

(Germany and United States)

KAHN, LOUIS L.

(United States)

KALACH, ALBERTO

(Mexico)

KANSAI INTERNATIONAL AIRPORT TERMINAL
Osaka, Japan

KARL MARXHOF

Vienna, Austria

KIMBELL ART MUSEUM, FORT WORTH, TEXAS
KOHN PEDERSEN FOX

(United States)

KOOLHAAS, REM

(Netherlands)

NIHON KOSAKU BUNKA RENMEI (JAPANESE WERKBUND)
KUROKAWA, KISHO

(Japan)

KYOTO, JAPAN

L

LAPIDUS, MORRIS

(United States)

LARKIN ADMINISTRATION BUILDING
Buffalo, New York



LARSEN, HENNING

(Denmark)

LAS VEGAS, NEVADA, UNITED STATES
LASDUN, (SIR) DENYS

(England)

LE HAVRE, FRANCE
LEGORRETA, RICARDO

(Mexico)

LEONIDOV, IVAN ILICH

(Russia)

LEVER HOUSE

New York, New York

LEVI, RINO

(Brazil)

LEVITTOWN

New York (1947), Pennsylvania (1951), and New Jersey (1958)
LEWERENTZ, SIGURD

(Sweden)

LIANG SICHENG

(China)

LIBERA, ADALBERTO

(Italy)

LIBESKIND, DANIEL

(United States)

LIBRARY

LIGHTING

LIN, MAYA

(United States)

LINCOLN CENTER

New York, New York

LINCOLN MEMORIAL

Washington, D.C.

L’INNOVATION DEPARTMENT STORE, BRUSSELS
LISBON, PORTUGAL

LISBON WORLD EXPOSITION
LONDON

LOOS, ADOLF

(Austria)

LOS ANGELES, CALIFORNIA
LOVELL HEALTH HOUSE, LOS ANGELES
LU YANZHI

(China)

LUBETKIN AND TECTON
(England)

LUTYENS, SIR EDWIN LANDSEER
(England)



LYNCH, KEVIN

(United States)

M

MACKINTOSH, CHARLES RENNIE
(Scotland)

MAIDAN

MAILLART, ROBERT

(Switzerland)

MAISON DE VERRE

Paris, France

MAKI, FUMIHIKO

(Japan)

MALAGUEIRA QUARTER, EVORA, PORTUGAL
MALLET-STEVENS, ROBERT

(France)

MANTEOLA, SANCHEZ GOMEZ, SANTOS, SOLSONA, VINOLY
(Argentina)

MARKELIUS, SVEN

(Sweden)

MASONRY-BEARING WALL

MAY, ERNST

(Germany)

MAYBECK, BERNARD R.

(United States)

McKIM, MEAD AND WHITE

(United States)

MEDGYASZAY (BENKO), ISTVAN
(Hungary)

MEIER, RICHARD

(United States)

MELBOURNE, AUSTRALIA

MELNIKOV, KONSTANTIN STEPANOVICH
(Russia)

MEMORIAL

MEMPHIS GROUP, ITALY
MENDELSOHN, ERICH

(United States and Germany)

MENIL COLLECTION, HOUSTON, TEXAS
METABOLISTS

METRO STATION, PARIS

Paris, France

METROPOLITAN FESTIVAL HALL, TOKYO
Tokyo, Japan

MEXICO

MEXICO CITY, MEXICO

MEYER, HANNES



(Germany)

MIAMI, FLORIDA

MIES VAN DER ROHE, LUDWIG

(Germany and United States)

MINISTRY OF FOREIGN AFFAIRS, RIYADH, SAUDI ARABIA
MIRALLES, ENRIC AND CARME PINOS

(Spain)

MOBILE HOME

MODERNISM

MOLNAR, FARKAS

(Hungary)

MONEO VALLES, JOSE RAFAEL

(Spain)

MONTREAL, QUEBEC

MONUMENT TO THE THIRD INTERNATIONAL
Moscow, Russia

MOORE, CHARLES WILLARD

(United States)

MORAL, ENRIQUE DEL

(Mexico)

MORETTI, LUIGI

(Italy)

MORGAN, JULIA

(United States)

MORPHOSIS

MOSCOW, RUSSIA

MOSQUE

MOSQUE OF THE GRAND NATIONAL ASSEMBLY, ANKARA, TURKEY
MOTEL

MOVIE THEATER

MUMFORD, LEWIS

(United States)

MUSEUMS

MUSEUM OF MODERN ART, FRANKFURT, GERMANY
MUSEUM OF MODERN ART, NEW YORK
MUTHESIUS, HERMANN

(Germany)

N

NATIONAL ART SCHOOLS, HAVANA, CUBA
NATIONAL ASSEMBLY BUILDING, SHER-E-BANGLANAGAR, DHAKA
NATIONAL FARMERS’ BANK

Owatonna, Minnesota

NATIONAL GALLERY OF ART, EAST BUILDING, WASHINGTON, D.C.
NAVARRO BALDEWEG, JUAN

(Spain)

NEO-RATIONALISM



NERVI, PIER LUIGI

(Italy)

NETHERLANDS

NEUE STAATSGALERIE, STUTTGART
NEUTRA, RICHARD

(Austria and United States)

NEW DELHI, INDIA

NEW TOWNS MOVEMENT

NEW URBANISM

NEW YORK (NEW YORK), UNITED STATES
NEW YORK WORLD’S FAIR (1939)
NEW ZEALAND

NIEMEYER, OSCAR

(Brazil)

NITZCHKE, OSCAR

(France)

NORBERG-SCHULZ, CHRISTIAN
(Norway)

NORTEN, ENRIQUE

(Mexico)

NORWAY

NOTRE DAME, LE RAINCY, FRANCE
NOUVEL, JEAN

(France)

o

OFFICE BUILDING

O’GORMAN, JUAN

(Mexico)

O’HARE INTERNATIONAL AIRPORT, CHICAGO
OLBRICH, JOSEPH MARIA

(Austria)

OLIVETTI FACTORY, BUENOS AIRES
OLYMPIC GAMES SPORTS ARENA, TOKYO
OPEN-AIR SCHOOL, NETHERLANDS
Amsterdam, Netherlands

ORDINANCES: DESIGN
ORDINANCES: ZONING

ORNAMENT

OTTO, FREI

(Germany)

ouD, J.J.P.

(Netherlands)

OUR LADY OF PEACE BASILICA
Yamoussoukro, Ivory Coast

P

PAIMIO SANATORIUM



Paimio, Finland

PALACE OF THE SOVIETS COMPETITION (1931)
PALAIS STOCLET, BRUSSELS
Brussels, Belgium

PALLASMAA, JUHANI

(Finland)

PAMPULHA BUILDINGS

Belo Horizonte, Brazil
PANAMA-PACIFIC INTERNATIONAL EXPOSITION
San Francisco

PARIS, FRANCE

PARK HOTEL

Shanghai, China

PARKING GARAGE
PARKWAYS

PARLIAMENT BUILDING
Chandigarh, India

PATKAU, PATRICIA AND JOHN
(Canada)

PAUL, BRUNO

(Germany)

PEACE MEMORIAL AND MUSEUM
Hiroshima, Japan

PEL .M.

(United States)

PELLI, CESAR

(Argentina and United States)
PENNSYLVANIA STATION
New York, New York

PERKINS AND WILL

(United States)

PERRAULT, DOMINIQUE
(France)

PERRET, AUGUSTE

(France)

PERRIAND, CHARLOTTE
(France)

PETRONAS TOWERS

Kuala Lumpur, Malaysia
PEVSNER, SIR NIKOLAUS
(England)

PHILADELPHIA, PENNSYLVANIA
PHOENIX CENTRAL LIBRARY
Phoenix, Arizona

PIANO, RENZO

(Italy)



PIETILA, REIMA AND RAILI
(Finland)

PILGRIMAGE CHURCH AT NEVIGES
PLAN OF CANBERRA, AUSTRALIA
PLAN OF CHICAGO

PLAN OF NEW DELHI
PLASTICS

PLATE GLASS

PLATT, CHARLES ADAMS
(United States)

PLAZA

PLECNIK, JOZE (Yugoslavia)
POELZIG, HANS

(Germany)

POLSHEK, JAMES STEWART
(United States)

POMPIDOU CENTER

Paris, France

PONTI, GIO

(Italy)

POPE, JOHN RUSSELL

(United States)

PORTLAND PUBLIC SERVICE BUILDING
Portland, Oregon

PORTMAN, JOHN C., JR.
(United States)

PORTOGHESI, PAOLO

(Italy)

POST OFFICE SAVINGS BANK
Vienna, Austria
POSTMODERNISM

POWER PLANT

PRAGUE, CZECH REPUBLIC
PRAIRIE SCHOOL

PRECAST CONCRETE
PREDOCK, ANTOINE

(United States)
PREFABRICATION
PRIMITIVISM

PRISON

PRITZKER ARCHITECTURE PRIZE
PRUITT IGOE HOUSING

St. Louis, Missouri

PUBLIC HOUSING

PUIG I CADAFALCH, JOSEP
(Catalonia)



PURCELL, WILLIAM GRAY, AND GEORGE GRANT ELMSLIE
(United States)

R

RAILROAD STATION
RAMSES WISSA WASSEF ARTS CENTRE
Harrania, Egypt

RANCH HOUSE
RASMUSSEN, STEEN EILER
(Denmark)

RATIONALISM

RAYMOND, ELEANOR
(United States)

REGIONAL PLANNING
REGIONALISM

REICHSTAG, BERLIN

Berlin, Germany

REINFORCED CONCRETE
RENAULT DISTRIBUTION CENTRE
Swindon, England
REPRESENTATION
RESEARCH CENTER
RESORT HOTEL
RESTAURANT

REVELL, VILJO GABRIEL
(Finland)

REWAL, RAJ

(India)

RICOLA STORAGE BUILDING
Laufen, Switzerland
RIETVELD, GERRIT THOMAS
(Netherlands)

RIO DE JANEIRO, BRAZIL
RIYADH, SAUDI ARABIA
ROADSIDE ARCHITECTURE
ROADWAY SYSTEMS

ROBIE HOUSE

Chicago, Illinois

ROCHE AND DINKELOO
(United States)

ROCKEFELLER CENTER

New York City

ROGERS, RICHARD

(England)

ROMANACH, MARIO

(Cuba)

ROMANIA



ROME, ITALY

ROSSI, ALDO

(Italy)

ROTTERDAM, NETHERLANDS
ROW HOUSE

ROWE, COLIN

(England)

ROYAL INSTITUTE OF BRITISH ARCHITECTS (RIBA)
RUDOLPH, PAUL

(United States)

RUSSIA AND SOVIET UNION
S

SAARINEN, EERO

(Finland)

SAARINEN, ELIEL

(Finland)

SAFDIE, MOSHE

(Israel and Canada)

SAINSBURY WING, NATIONAL GALLERY
London, England

SALK INSTITUTE

La Jolla, California

SALMONA, ROGELIO
(Columbia)

SANT’ELIA ANTONIO

(Italy)

SANTIAGO, CHILE

SANTOS, ADELE NAUDE
(South Africa)

SAO PAULO, BRAZIL
SARASOTA SCHOOL

SAUDI ARABIA

SCARPA, CARLO

(Italy)

SCHAROUN, HANS

(Germany)

SCHINDLER, RUDOLPH M.
(Austria and United States)
SCHLUMBERGER CAMBRIDGE RESEARCH CENTER
Cambridge, England

SCHOOL
SCHRODER-SCHRADER HOUSE
Utrecht, Netherlands

SCOTT BROWN, DENISE
(United States)

SCULLY, VINCENT, JR.



(United States)

SEAGRAM BUILDING

New York, New York

SEARS TOWER

Chicago Illinois

SEASIDE, FLORIDA

SEIDLER, HARRY

(Australia)

SEJIMA, KAZUYO

(Japan)

SERT, JOSEP LLUIS

(United States)

SHANGHAI WORLD FINANCIAL CENTER
Shanghai, China

SHAW, HOWARD VAN DOREN
(United States)

SHEKHTEL, FEDOR

(Russia)

SHINOHARA, KAZUO

(Japan)

SHOPPING CENTER

SHRINE OF THE BOOK

Jerusalem, Israel

SIREN, HEIKKI AND KAIJA SIREN
(Finland)

SIZA, ALVARO

(Portugal)

SKIDMORE OWINGS AND MERRILL
United States

SKYSCRAPER

SMITH, CHLOETHIEL WOODARD
(United States)

SMITHSON, PETER AND SMITHSON, ALISON
England

SOCIAL SECURITY COMPLEX, ISTANBUL
Istanbul, Turkey

SOLAR ARCHITECTURE

SOLERI, PAOLO

(Italy)

SOTA, ALEJANDRO DE LA

(Spain)

SOUTHEAST ASIA

SOUTO DE MOURA, EDUARDO
(Portugal)

SPACE FRAME

SPAIN



ST. PETERSBURG (LENINGRAD), RUSSIA
STADIUM

STEEL

STEEL-FRAME CONSTRUCTION
STEINER HOUSE, VIENNA
Vienna, Austria

STERN, ROBERT ARTHUR MORGAN
(United States)

STICKLEY, GUSTAV

(United States)

STIRLING, JAMES

(Scotland and England)
STOCKHOLM PUBLIC LIBRARY
Stockholm, Sweden
STOCKHOLM, SWEDEN

STONE

STONE, EDWARD DURELL
(United States)

STRUCTURAL SYSTEMS
STRUCTURALISM

STUDIO PER

(Spain)

STUTTGART, GERMANY
SUBURBAN PLANNING
SUBWAY

SULLIVAN, LOUIS

(United States)
SUPERMODERNISM
SUSTAINABILITY AND SUSTAINABLE ARCHITECTURE
SWEDEN

SWITZERLAND

SYDNEY, AUSTRALIA

SYDNEY OPERA HOUSE

Sydney, Australia

SYMBOLISM

SYNAGOGUE

T

TAFURI, MANFREDO

(Italy)

TALIESIN WEST

Scottsdale Arizona

TANGE, KENZO

(Japan)

TANIGUCHI, YOSHIO

(Japan)

TAUT, BRUNO



(Germany)

TAVORA, FERNANDO
(Portugal)

TAYLOR, ROBERT R.

(United States)

TEAM X (NETHERLANDS)
TECTONICS

TENSILE STRUCTURES
TENSIONED MEMBRANE STRUCTURE
TENT

TERRA-COTTA

TERRAGNI, GIUSEPPE

(Italy)

TERRAZZO

TESSENOW, HEINRICH
(Germany)

TESTA, CLORINDO

Argentina

THE ARCHITECTS COLLABORATIVE (TAG) (UNITED STATES)
TIMBER FRAME

TOKYO, JAPAN

TORONTO CITY HALL

Toronto, Ontario

TORONTO, ONTARIO

TORRE, SUSANA

(United States)

TORRE VELASCA (VELASCA TOWER)
Milan

TRANSPORTATION PLANNING
TRIBUNE TOWER INTERNATIONAL COMPETITION
Chicago

TRUSS SYSTEMS

TSCHUMI, BERNARD
(Switzerland and France)
TUGENDHAT HOUSE

Brno, Czeche Republic

TURKEY

TWA AIRPORT TERMINAL
New York, New York
TYPOLOGY

U

UNGERS, OSWALD MATHIAS
(Germany)

UNITE D’HABITATION
Marseilles, France

UNITED KINGDOM



UNITED NATIONS HEADQUARTERS New York, New York

UNITED STATES

UNITED STATES AIR FORCE ACADEMY CHAPEL

Colorado Springs, Colorado

UNITY TEMPLE

Oak Park, Illinois

UNIVERSITY LIBRARY, UNIVERSIDAD NACIONAL AUTONOMA DE
MEXICO

Mexico City, Mexico

UNIVERSUM CINEMA

Berlin Germany

URBAN PLANNING

URBAN RENEWAL

UTOPIAN PLANNING

UTZON, JORN

(Denmark)

VAN DE VELDE, HENRI

(Belgium)

VAN DOESBURG, THEO

(Netherlands)

VAN NELLE FACTORY

Rotterdam, the Netherlands

v

VANCOUVER, BRITISH COLUMBIA, CANADA

VAN DOESBURG. THEO

(Netherlands)

VANNA VENTURI HOUSE

Chestnut Hill, Pennsylvania

VAN NELLE FACTORY

VAN DE VELDE

VENICE

VENICE BIENNALE PAVILIONS

Venice, Italy

VENTURI, ROBERT

(United States)

VERNACULAR ARCHITECTURE

VESNIN, ALEXANDER, LEONID VESNIN, AND VIKTOR VESNIN

(Russia)

VIDHAN BHAVAN (STATE ASSEMBLY BHOPAL)

Bhopal, India

VIENNA SECESSION

VIETNAM VETERANS MEMORIAL Washington, D.C.

VILLA MAIREA

Noormarkku, Finland

VILLA SAVOYE

Poissy, France



VILLANUEVA, CARLOS RAUL
VILLE RADIEUSE (Venezuela)
VISITOR CENTER

VOISIN PLAN FOR PARIS

VON MOOS, STANISLAUS
(Switzerland)

VOYSEY, CHARLES FRANCIS ANNESLEY
(England)

W

WAGNER, OTTO

(Austria)

WANAMAKER STORE
Philadelphia, Pennsylvania
WAREHOUSE

WASHINGTON, D.C.

WISSA WASSEF, RAMSES
(Egypt)
WEISSENHOFSIEDLUNG, DEUTSCHER WERKBUND
Stuttgart, Germany

WERKBUND EXHIBITION, COLOGNE (1914)
WILLIAMS, AMANCIO
(Argentina)

WILLIAMS, E.OWEN

(England)

WILLIAMS, PAUL REVERE
(United States)

WILLIAMS, TOD AND BILLIE TSIEN
(United States)

WILSON, (SIR) COLIN ST. JOHN
(England)

WOOD

WOOLWORTH BUILDING

New York, New York

WORLD TRADE CENTER

New York, New York

WRIGHT, FRANK LLOYD
(United States)

WU LIANGYONG

(China)

WURSTER, WILLIAM

(United States)

Y

YAAMA MOSQUE

Tahoua, Niger

YAMASAKI, MINORU

(United States)



YUGOSLAVIA

V4

ZEVI, BRUNO

(Italy)

ZONNESTRAAL SANATORIUM
(Netherlands)

ZUMTHOR, PETER
(Switzerland)






THEMATIC LIST OF ENTRIES

Architects and Firms
Aalto, Alvar (Finland)
Abraham, Raimund (Austria and United States)
Adler, David (United States)
Agrest, Diana, and Mario Gandelsonas (United States)
Alvarez, Mario Roberto (Argentina)
Ambasz, Emilio (Argentina and United States)
Ando, Tadao (Japan)
Ardalan, Nader (Iran)
Arquitectonica (United States)
Arup, Ove (England)
Ashbee, C.R. (England)
Asplund, Erik Gunnar (Sweden)
Aulenti, Gae (Italy)
Baker, Herbert (England)
Barnes, Edward Larrabee (United States)
Barragan, Luis (Mexico)
Bawa, Geoffrey (Sri Lanka)
Behrens, Peter (Germany)
Berlage, Hendrik Petrus (The Netherlands)
Birkerts, Gunnar (United States)
Blomstedt, Aulis (Finland)
Bo Bardi, Lina (Brazil)
Bofill, Ricardo (Spain)
Bohm, Gottfried (Germany)
Botta, Mario (Switzerland)
Breuer, Marcel (United States)
Bunshaft, Gordon (United States)
Bureaux d’Etudes Henri Chomette (France and West Africa)
Burle Marx, Roberto (Brazil)
Burnham, Daniel H. (United States)
Calatrava, Santiago (Spain)
Candela, Felix (Spain)
Carrére, John Mervin, and Thomas Hastings (United States)
Chadirji, Rifat (Iraq)
Chareau, Pierre (France)
Coderch y de Sentmenat, José Antonio (Spain)
Connell, Amyas, Colin Lucas, and Basil Ward (England)
Coop Himmelb(l)au (Austria)



Corbusier, Le (Jeanneret, Charles Edouard) (France)
Correa, Charles Mark (India)

Costa, Lucio (Brazil)

Cram, Ralph Adams (United States)

Cret, Paul Philippe (United States)

Czech, Hermann (Austria)

De Carlo, Giancarlo (Italy)

De Klerk, Michel (Netherlands)

Dieste, Eladio (Uruguay)
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Energy-Efficient Design
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American Foursquare
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Bus Terminal
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City Hall
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Department Store
Embassy
Exhibition Building
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Fallout Shelter
Gas Station
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Hospital
Hotel
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Maidan
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Baiyoke Tower, Bangkok
Bank of China Tower, Hong Kong
Bank of London and South America, Buenos Aires
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Benneton Factory, Italy
Berlin Philharmonic Concert Hall
Berlin Wall, Berlin
Best Products Showroom, Houston



Boots Factory, Nottingham, England
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British Library, London

Carson Pirie Scott Store, Chicago

Casa Malaparte, Capri

Casa Mila, Barcelona

Celebration, Florida

Center for Integrated Systems, Stanford University
Century of Progress Exposition, Chicago (1933)
Channel 4 Headquarters, London

Chapel of Notre-Dame-du-Haut, Ronchamp, France
Chrysler Building, New York

Church of St. Francis of Assisi, Brazil

Church on the Water, Hokkaido, Japan
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Cranbrook, Michigan
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Dulles International Airport, Chantilly, Virginia
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Einstein Tower, Potsdam, Germany

Empire State Building, New York
Entrepreneurship Development Institute, Ahmedabad, India
Exhibition Hall, Turin

Expo 1958, Brussels

Expo 1967, Montreal
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Exposition Universelle, Paris (1900)

Fagus Werk, Alfeld, Germany

Fallingwater, Bear Run, Pennsylvania

Farnsworth House, Piano, Illinois

Federal Capital Complex, Brasilia

Fiat Works, Turin

Flatiron Building, New York

Gateway Arch, St. Louis, Missouri

German Pavilion, Barcelona (1929)

Getty Center, Los Angeles

Glacier Museum, Fjarland Fjord, Norway
Glasgow School of Art, Glasgow

Glass House, New Canaan, Connecticut

Grand Central Terminal, New York

Grande Arche de la Défense, Paris

Great Mosque of Niono, Mali

Gropius House, Lincoln, Massachusetts



Grundtvig Church, Copenhagen

Guggenheim Museum, Bilbao, Spain

Guggenheim Museum, New York

Giirel Family Summer Residence, Canakkale, Turkey
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Haj Terminal, Jeddah Airport

Hassan II Mosque, Casablanca

Helsinki Railway Station, Finland

High Museum of Art, Atlanta, Georgia
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Hilversum Town Hall, Netherlands
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Hong Kong International Airport, Hong Kong
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Ministry of Foreign Affairs, Riyadh

Mosque of the Grand National Assembly, Ankara, Turkey
Museum of Modern Art, Frankfurt
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National Art School, Havana (aka National Art School Cuba)
National Assembly Building, Sher-e-Bangla Nagar, Dhaka
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Phoenix Central Library, Arizona
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Portland Public Services Building, Portland, Oregon
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Ricola Storage Building, Laufen, Switzerland
Robie House, Chicago
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Stockholm Public Library
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University Library, UNAM, Mexico City
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U.S. Air Force Chapel, Colorado Springs

Van Nelle Factory, Rotterdam
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Venice Biennale Pavilions, Italy

Vidhan Bhavan (State Assembly), Bhopal
Vietnam Veterans Memorial, Washington, DC
Villa Mairea, Noormarkku, Finland

Villa Savoye, Poissy, France

Wanamaker Store, Philadelphia
Weissenhofsiedlung, Deutscher Werkbund (Stuttgart 1927)
Werkbund Exhibition, Cologne (1914)
Woolworth Building, New York

World Trade Center, New York

Yaama Mosque, Tahoua, Niger

Zonnestraal Sanatorium, Hilversum

Cities

Ahmedabad, India
Amsterdam, Netherlands
Bangkok, Thailand
Barcelona, Spain
Beirut, Lebanon
Berlin, Germany
Boston, Massachusetts
Brasilia, Brazil
Brussels, Belgium
Bucharest, Romania
Budapest, Hungary
Buenos Aires, Argentina
Cairo, Egypt
Canberra, Australia
Caracas, Venezuela
Chandigarh, India
Chicago, Illinois
Cologne, Germany
Columbus, Indiana
Cranbrook, Michigan
Darmstadt, Germany
Dhaka, Bangladesh
Diisseldorf, Germany
Frankfurt, Germany
Glasgow, Scotland



Helsinki, Finland

Hong Kong, China
Houston, Texas

Istanbul, Turkey

Jeddah, Saudi Arabia
Kyoto, Japan

Las Vegas, Nevada

Le Havre, France

Lisbon, Portugal
London, England

Los Angeles, California
Melbourne, Australia
Mexico City, Mexico
Miami, Florida

Montreal, (Quebec), Canada
Moscow, Russia

New Delhi, India

New York, New York
Paris, France
Philadelphia, Pennsylvania
Prague, Czech Republic
Rio de Janeiro, Brazil
Riyadh, Saudi Arabia
Rome, Italy

Rotterdam, Netherlands
Santiago, Chile

Sdo Paolo, Brazil

St. Petersburg, Russia
Stockholm, Sweden
Stuttgart, Germany
Sydney, Australia
Tokyo, Japan

Toronto, Ontario, Canada
Vancouver, BC, Canada
Washington, DC, United States

Countries and Regions
Africa: Northern Africa
Africa: Southern and Central Africa
Argentina
Australia
Austria
Belgium
Brazil
Canada
Chile



China

Cuba

Czech Republic/Czechoslovakia
Denmark
Finland
Germany
Greece

Hungary

India

Iran

Israel

Mexico
Netherlands
New Zealand
Norway
Romania

Russia and Soviet Union
Saudi Arabia
Southeast Asia
Spain

Sweden
Switzerland
Turkey

United Kingdom
United States
Yugoslavia

Critics and Historians

Banham, Reyner (England)
Benevolo, Leonardo (Italy)
Choisy, Auguste (France)
Cohen, Jean-Louis (France)
Collins, Peter (England)
Colquhoun, Alan (England)
Frampton, Kenneth (United States)
Giedion, Sigfried (Switzerland)
Guadet, Julien (France)
Hamlin, Talbot Faulkner (United States)
Hegemann, Werner (Germany)
Hitchcock, Henry-Russell Jr. (United States)
Huxtable, Ada Louise (United States)
Jacobs, Jane (United States)
Lynch, Kevin (United States)
Mumford, Lewis (United States)
Norberg-Schulze, Christian (Norway)
Pevsner, Nikolaus (England)



Portoghesi, Paolo (Italy)
Rasmussen, Steen Eiler (Denmark)
Rowe, Colin (United States)

Scully, Vincent Jr. (United States)
Tafuri, Manfredo (Italy)

Von Moos, Stanislaus (Switzerland)
Zevi, Bruno (Italy)

Influential Projects (unbuilt)

Broadacre City (1934-35)
Cité Industrielle, Une (1901-04)
Citta Nuova (1914)
Contemporary City for Three Million Inhabitants
Dom-ino Houses (1914-15)
Glass Skyscraper (1920-21)
Monument to the Third International (1920)
Palace of the Soviets Competition (1931)
Ville Radieuse (c. 1930)
Voisin Plan for Paris

Materials and Building Technology
Acoustics
Aluminum
Brick
Catalan (Guastavino) Vaults
Climate
Concrete
Concrete-Shell Structure
Curtain-Wall System
Demolition
Earthen Building
Elevator
Engineered Lumber
Escalator
Glass
Heating, Ventilation, and Air Conditioning (HVAC)
House
Lighting
Masonry-Bearing Wall
Ornament
Plastics
Plate Glass
Precast Concrete
Prefabrication
Reinforced Concrete
Solar Architecture (Passive)



Space Frame

Steel

Steel-Frame Construction
Stone

Structural Systems
Tensioned Membrane Structure
Terra Cotta

Terrazzo

Timber Frame

Truss Systems

Wood

Planning

Automobile
Campus Planning
City Beautiful Movement
Edge City
Factory/Industrial Town Planning
Favela
Garden City Movement
Greenbelts and Greenbelt Towns
Levittown
New Towns Movement
New Urbanism
Ordinances: Design
Ordinances: Zoning
Parkways
Plan of Canberra
Plan of Chicago
Plan of New Delhi
Regional Planning
Roadway Systems
Suburban Planning
Transportation Planning
Urban Planning
Urban Renewal
Utopian Planning

Schools and Movements
Amsterdam School
Archigram
Arts and Crafts Movement
Bauhaus
Chicago School
Deutscher Werkbund
Glasgow School



Nihon Kosaku Bunka Renmai (Japanese Werkbund)
Metabolists

Prairie School

Sarasota School

Vienna Secession

Stylistic and Theoretical Terms

Abstraction
Art Deco
Art Nouveau (Jugendstil)
Avant-Garde
Brutalism
Classicism
Color
Constructivism
Contextualism
Craftsman Style
Cubism
Deconstructivism
De Stijl
Egyptian Revival
Expressionism
Fascist Architecture
Feminist Theory
Feng Shui
Futurism
Historicism
International Style
Modernism
Neo-rationalism
Postmodernism
Primitivism
Rationalism
Regionalism
Representation
Structuralism
Supermodernism
Symbolism
Tectonics
Typology
Vernacular Architecture
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AALTO, ALVAR 1898-1976

Architect, Finland

Hugo Alvar Henrik Aalto, whose architecture is often described as organic and close
to nature, is regarded as one of the most significant architects of the 20th century. The
majority of historians and critics emphasize three aspects in Aalto’s architecture that set it
apart from any other architect’s work and explain his importance: his concern for the
human qualities of the environment, his love of nature, and his Finnish heritage.

It seems that Aalto’s architecture is a socially refined reflection of Le Corbusier’s
work, a masterly connection of avant-garde culture with traditional values. Despite being
well integrated into the art world, apparently Aalto did not hesitate to include in his
designs unfashionable issues that were dismissed by other architects of his time:
individuality in mass housing, social equality in theaters, and his foible for details, such
as extreme, carefully planned light systems in public buildings. From this angle, Aalto
turns out to be a pure dissident of the avant-garde, emphasizing the complexity of
architecture by leaving aesthetic values behind him.

Even before adopting the language of modernist architecture, the young Aalto was
determined to be as avant-garde as possible, which in Scandinavia in the early 1920s
meant a sophisticated and mannerist neoclassicism. His early work shows the influence
of anonymous irregular Italian architecture and neoclassical formality as developed by
19th-century architects such as Carl Ludwig Engel, and these strategies were to remain
important throughout his career. His most interesting buildings from this time are the
Jyviskylda Workers” Club (1925), the church (1929) in Muurame, and the Seindjoki Civil
Guard Building (1926) and the Defense Corps Building (1929) in Jyviskyld. Aalto
organized the facade of the Workers’ Club like the Palazzo Ducale in Venice by setting a
heavy, closed volume on airy Doric columns on the ground floor. The almost
symmetrical facade is challenged by a Palladian-style window that is shifted to one side,
marking the location of a theater on the first floor. The church in Muurame, which also
recalls an Italian motif, namely, Alberti’s Sant Andrea at Mantua, is on the outside very
much into the neoclassical tradition, whereas its interior emphasis on light anticipates
later church designs, such as the churches in Imatra and Wolfsburg.

In 1924 Aalto traveled to Vienna and Italy with his wife and partner Aino Marsio,
where he made several sketches that had a great effect on their later work. However,
Aalto did not ignore the development in continental Europe, either, and his conversion to
international functionalism can be traced back to the autumn of 1927, when he and Erik
Bryggman jointly designed a modernist proposal for the Kauppiaitten Osakeyhtio office
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building competition. Le Corbusier’s reputation among Scandinavian architects had been
widely disseminated by a 1926 article in the Swedish magazine by Uno Ahren, and
Aalto’s first functionalist buildings, the Standardized Apartment Building in Turku
(1928) and, more important, the Turun Sanomat office building (1929), demonstrated all
of Le Corbusier’s five points.

The beginning of international recognition was marked in 1929, when Aalto was
invited to join the newly founded CIAM (Congrés Internationaux d’Architecture
Moderne) and he attended the second congress of CIAM in Frankfurt on the theme of
“Housing for the Existenzminimum.” Other masterpieces of functionalism were created
by Aalto in the following years, including the Paimio Tuberculosis Sanatorium (1933)
and the Viipuri Library (1935). During this time, Aalto started designing bent-plywood
furniture, which he later developed into standard types. From 1942 Aino Aalto directed
the Artek Company, which had been set up in 1935 for the manufacture of this furniture.
These experiments also affected the architectural designs: in the mid-1930s, Aalto
introduced the famous curved, suspended wooden ceiling as an acoustical device for the
lecture room of the Viipuri Library. Although the functioning of this element is very
questionable, curved walls and ceilings became typical of his later work.

In the 1930s, surprisingly enough, Aalto, who had until this point been known as the
most modern of Finnish architects, began returning to the vernacular tradition. With the
Finnish Pavilions to the World Exhibitions in Paris (1937) and New York (1939), he
infused functionalism with his own organic alternative and radically parted ways with
mainstream International Style. The critics appreciated this move, for they saw Aalto’s
primitivism in connection with his origin in the exotic and unspoiled Finland.

Most important for Aalto’s architectural reputation was Sigfried Giedion’s analysis in
the second edition of (1949). Giedion’s interpretation of Aalto’s work as Finnish,
organic, and irrational helped Aalto to achieve worldwide fame after World War II. The
integration of building and nature emerged as a central theme in Aalto’s work; this is
exemplified in his designs for the Sunila pulp mill (1937) and the Sunila housing for
employees (1939). In the engineering staff housing, the first fan-plan motif appears,
which became a crucial element in his designs. Characteristic of this period is his interest
in natural materials, such as wood, brick, and grass roofs, as he demonstrated in one of
his masterpieces, the Villa Mairea (1939) in Noormarkku. The villa is often praised for its
harmonious relationship with nature and reference to old Finnish farmsteads. However,
Finnish critics did not originally recognize Aalto’s buildings as particularly Finnish but,
rather, as Le Corbusiersian with Japanese touches. Gustaf Strengell noted that the
interiors of the Viipuri Library exhibited strikingly Japanese characteristics in their use of
light wood in its natural state. The Villa Mairea was originally a collage of Le Corbusian
modernism with Japanese tearooms, African columns, Cubist paintings, and continental
Heimatstil until it slowly became a paradigm of “Finnish” or “natural” architecture in the
modern architectural discourse.

After the war Aalto was again commissioned by the Massachusetts Institute of
Technology to build a student dormitory, where brick was a typical material for the other
campus facades. The Baker Dormitory (1949) was Aalto’s first experiment with brick,
and throughout the 1950s his oeuvre was dominated by the use of red brick. Later, he
used the brick as a metaphor for standardization, claiming that the cell was the module of
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nature, and the brick would occupy an analogous position in architecture. His most
important works of this period include the Expressionist House of Culture (1958) and the
National Pensions Institute office building (1957), both in Helsinki. The House of Culture
consists of a curvilinear theater and a rectangular office block, a typical Aalto
arrangement of organic versus orthogonal shapes, where the public space is articulated in
a free form and more private functions are placed in rectangular shapes. As in most of his
designs, all elements including the apparently free form follow a hidden geometric grid,
with the center being a fountain in the courtyard, where a giant hand presents a tiny
model of the building. Inside the theater, he experimented again with the acoustic ceiling
but also drew on references to the facade of Le Corbusier’s Villa Savoye. The Séynitsalo
Town Hall (1952), another brick building, is a small version of the piazza theme that
Aalto elaborated further in the town center of Seindjoki (1956—69). After the death of
Aino in 1949, Aalto married the architect Elissa Maikiniemi, for whom he built the
Muuratsalo Summer House (1953), or experimental house with an inner courtyard. The
exterior walls are painted white, whereas the inner walls show brick patterns of various
De Stijl compositions.

Viipuri Library Lecture Hall, Vyborg,
Russia, designed by Alvar Aalto
(1927)

Photo © G.Welin 1935/Alvar Aalto
Archives
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House of Culture, Helsinki, designed
by Alvar Aalto (1952-58)

Photo © H.Havas/Alvar Aalto
Archives

Although Aalto’s brick buildings from the late 1940s and 1950s won international
critical acclaim, for his commissions in Germany—the Hansaviertel House (1957) in
Berlin, the Neue Vahr Apartment building (1962), and the parish centers in Detmerode
(1968) and Wolfsburg (1962)—he chose international white modernism while at the
same time continuing to use brick in the Otaniemi (1974) and Jyvéskyld (1971)
universities. This choice may seem surprising, given that brick had a strong regional
connotation in Hanseatic cities, whereas in Finland the dominant building material was
wood. Hence, Aalto’s use of brick in Finland cannot be understood as primitive or
regional, and he himself connected brick rather with Central Europe, whereas Finnish
architects of around 1900 tended to view it as Russian. Aalto did not want to simply
reproduce tradition, and so he worked in both Finland and Germany explicitly against
tradition and concentrated more on the symbolic selfidentity of the community than on
local traditions or building techniques.

The German project Neue Vahr, a slender skyscraper in a suburb of Bremen and the
most daring use of the fan plan, is odd in another way. Although in 1934 he had proposed
high-rise housing for Munkkiniemi, Helsinki, Aalto was generally known as an
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outspoken critic of tall buildings. He argued that high-rise apartments were, both socially
and architecturally, a considerably more dangerous form of building than single-family
houses or low-rise apartments, and therefore they needed a more stringent architectural
standard and greater artistry and social responsibility. Despite these reservations, in June
1958 he was appointed to build the 22-story tower Neue Vahr and later the Schonbiihl
high-rise block of flats (1968) in Lucerne, Switzerland. However, his solutions were
praised as outstanding examples of modern housing, and both the Hansaviertel House and
the Neue Vahr supported his reputation as a humanist architect among his modernists
colleagues.

In 1959 he received the commission for the Enso-Gutzeit headquarters on a prestigous
site next to the harbor of Helsinki. In this work he referred partly to the notion of an
Italian while at the same time responding to Engel’s neoclassical harbor front. With its
location right next to the Russian Orthodox Uspensky Cathedral, the strange composition
of the House of Culture is repeated: a rectangular modernist office building adjacent to a
curved public brick building. Aalto’s public buildings of this time are in the tradition of
Bruno Taut’s Stadtkrone: they are meant to support the identification of the individual
with the community and—appropriate for monuments—are usually cladded with marble
tiles. The striped marble facade of the Cultural Center (1962) in Wolfsburg is reminiscent
of Siena, whereas the white Finlandia hall (1971) looks more like a snowy hill. Both the
Finlandia and the Essen Opera House (competition 1959, completed 1988) are very much
in the Expressionist tradition and seem to celebrate the social event of visiting a theater
rather than responding to the functional needs of an opera.

Aalto’s image in crticism does not really reflect his sensitivity to region, nature, or the
human being in an abstract sense but rather in the context of critical debates on the lack
of regional, natural, and human qualities in international modernism. Thus, in Goran
Schildt’s characterization of Aalto as the secret opponent within the Modern movement,
the word “within” should be emphasized. Aalto did not undermine the cultural field of
modernism but exercised his critique internally. Many of his 1950s buildings, for
example, addressed the placelessness of modern architecture, which critics had
complained about. His Rautatalo office building (Helsinki, 1955) in particular was
singled out by critics as a successful example of contextualism because the brick corner
pilasters could be read as minimal markers that indicated respect for the built context, the
adjacent brick facade of the bank by Eliel Saarinen, without giving up the modern
agenda.

DORTE KUHLMANN

Contextualism; Corbusier, Le (Jeanneret, CharlesEdouard) (France); Finland;

Helsinki, Finland; International Style; Paimio Sanatorium, near Turku, Finland; Villa
Mairea, Noormarkku, Finland; Villa Savoye, Poissy, France

Biography

Born 3 February 1898, Kuortane, Finland; graduated in 1916 from Jyvéskyld Classical
Lyceum; earned diploma of architecture at the Institute of Technology, Helsinki, 1921.
Married Aino Marsio (1892-1949) in 1924; established private architectural office in
Jyviskyld (from 1924 in collaboration with Aino Aalto), 1923-27. Private architectural
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office in Turku (1927-33); private architectural office in Helsinki (1933-76). Appointed
visiting professor, Massachussetts Institute of Technology (MIT) 1940; returned to
Finland 1941; returned to United States, Professor, MIT (1946—48); Chairman of the
Association of Finnish Architects SAFA (Honorary Member 1943-58); married architect
Elissa Mikiniemi, 1952; Member of the Finnish Academy, 1955 (Emeritus Member since
1968); President of the Finnish Academy, 1963-68; died 11 May 1976 in Helsinki.

Selected Works

Jyviskylda Workers’ Club, Jyviskyld, Finland, 1925
Seindjoki Civil Guard Building, Jyviskyld, Finland, 1926
Standardized Apartment Building, Turku, Finland, 1928
Defense Corps Building, Jyviskyld, Finland, 1929
Muurame Church, Muurame, Finland, 1929
Turun Sanomat office building, Turku, Finland, 1929
Paimio Tuberculosis Sanatorium, Paimio, Finland, 1933
Viipuri Library, Viipuri, Russia, 1935
Finnish Pavilion, World Exhibition in Paris, 1937
Finnish Pavilion, World Exhibition in New York, 1939
Sunila Pulp Mill, Kotka, Finland, 1937
Sunila Housing, Kotka, Finland, 1939
Villa Mairea, Noormarkku, Finland, 1939
Baker Dormitory, Massachusetts Institute of Technology, Cambridge, 1949
Saynétsalo Town Hall, Sdynétsalo, Finland, 1952
Muuratsalo Summer (Experimental) House, Muuratsalo, Finland, 1953
Rautatalo Office Building, Helsinki, Finland, 1955
National Pensions Institute office building, Helsinki, Finland, 1957
Hansaviertel House, Berlin, Germany, 1957
Expressionist House of Culture, Helsinki, Finland, 1958
Neue Vahr Apartment building, Bremen, Germany, 1962
Heilig Geist Parish Center, Wolfsburg, Germany, 1962
Enso-Gutzeit Headquarters, Helsinki, Finland, 1962
Schonbiihl Apartments, Lucerne, Switzerland, 1968
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ABRAHAM, RAIMUND 1933-

Architect, Austria and United States

The Austrian-born architect Raimund Abraham has played an influential role in
architectural discourse and education over the last four decades. His challenging oeuvre
of unbuilt work, consisting almost entirely of seductive architectural renderings,
delineates a complex architectural position revolving around subversion, metaphor, and a
fascination with archetypal forms. His recently completed high-rise in Manhattan for the
Austrian Cultural Institute is the most recognizable of a portfolio of built work that has
brought together many of the philosophical themes that have preoccupied this enigmatic
architect over a prolonged period.

Raimund Abraham was born in Lienz, Austria, in 1933 and was educated at the
Technical University in Graz, graduating in 1958. In the early sixties Abraham followed
in the footsteps of avant-garde groups such as Archigram, the Metabolists, and fellow
Austrians Coop Himmelb(l)au in offering proposals for technology-driven Utopias
providing modular living environments capable of embodying the future requirements of
civilization. In these early projects, Abraham imagined cellular capsules that would be
inserted into vast organic communities comprising monolithic megastructures and
colossal bridges. These early idealistic visions demonstrated Abraham’s mastery of
drawing and collage that would suffuse his later work.

In 1964 Abraham moved to the United States to further a career in architectural
education, taking up a position as assistant professor at the Rhode Island School of
Design. Since 1971 Abraham has been involved in education at a range of major
international universities, holding professorships at the Cooper Union, the Pratt Institute,
and the graduate schools of Yale and Harvard. In 30 years of academic life, he has also
held visiting professorships at the University of California, Los Angeles; the
Architectural Association; and various other North American and European universities.

Abraham’s attitude to education, and his architectural practice, is subversive, and his
position is often critical of the architectural establishment and its compliance with the
principles of modern architecture. Abraham sees in modern architectural discourse a
rupture with history that has prevented architects from understanding completely the
elemental process of architecture. For Abraham, the 20th-century preoccupation with
fashion and style has prevented a thorough understanding of the principles of building
and the clarity of thought that they demand. Abraham urges a return to the a priori
principles of construction concerned with the nature of materials, site, and program.
Abraham posits architectural drawing as an equivalent means of expression, where the
paper becomes a site for the poetry of architecture. The intellectual act of building
surpasses the ultimate physical product. For Abraham, built architecture is often endemic
to the forces of compromise.
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Throughout the 1970s, Abraham galvanized his theoretical position by undertaking an
extensive series of unbuilt houses concerned primarily with Heidegger’s notion of
dwelling. Abraham maintains that “collision” is the “ontological basis of architecture,”
offering as an example the horizon as the most basic junction between the earth and the
sky. Abraham defines the process of architecture as either digging into the earth, or
reach-ing for the sky—all building is intrinsically related to these primordial elements.
These elements become central to many of Abraham’s designs of the period, such as
House for the Sun and House with Two Horizons. The abstract house designs sought to
strip architecture down to its most essential state, arranging architectonic elements within
a formal language of rectilinear forms often embedded within the topology of a generic
natural site. Presented largely in rendered axonometric projection, the designs crystallized
complex theoretical principles into simple spatial meditations, as is evidenced by titles
such as House without Rooms, House with Three Walls, and House for Euclid.

In the 1980s Abraham’s attention turned toward monuments, concentrating on historic
European centers such as Venice, Berlin, and Paris. Abraham’s unbuilt projects from this
period interweave themes of juxtaposition and subversion to arrive at a new
monumentality capable of questioning the historical significance of architectural form.
The instability inherent in Abraham’s immersion within the historical landscape is most
evident in his projects for the city of Venice, the Les Halles Redevelopment in Paris, and
the competition entry for the New Acropolis Museum in Athens (for which he was short-
listed).

One of the most poignant projects from this period is the Monument to a Fallen
Building, completed in 1980. The project commemorates the collapse of the Berlin
Congress Hall in the same year, proposing a prism-like vault in which traces of the
former structure are symbolically revealed. Similar themes are inherent in his 1981
project for a Monument to the Absence of the Painting which mourns the loss of
Picasso’s masterpiece from its provincial base to another larger museum in Spain.
Abraham also addresses the issue of ownership in his project of 1982 for a monumental
church that would straddle the Berlin Wall, bringing a transcendental spirituality to the
contested space of the wall. All of Abraham’s projects from this period deeply question
the foundations of architecture and languish after a lost or forgotten meaning in
architectural discourse.

As well as his portfolio of unbuilt work, Abraham has also contributed important
buildings both in America and in his homeland of Austria. These include individual
houses, low-cost housing, and several commercial buildings. The completed buildings
demonstrate a fascination similar to his unbuilt work, using archetypal forms, layering,
and concision to question conventional architectural form.

In 1988 Abraham was runner-up to Daniel Libeskind in the competition for the
extension to the Jewish Museum in Berlin. Two years later, he successfully won the
commission to build the New Austrian Cultural Institute in Manhattan (other nominees
included Hans Hollein and Coop Himmelb(l)au). The recently completed 20-story tower
rises in the shape of a dramatic wedge from a narrow and heavily constrained site
obscured almost entirely by neighboring buildings. The front facade is layered with a
sloping curtain of cascading planes of glass punctuated by solid elements. Celebrating the
link between earth and sky, the powerful form of the tower and the heavy plinth of the
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podium reinforces Abraham’s intention to return architecture to its most basic and
primeval elements.

Abraham’s challenging and often confronting work occupies an important place
within architectural discourse, fostering principles of resistance and legislating against
mediocrity. His attempts to return architecture to its philosophical origins in both built
and unbuilt projects are intrinsic of a position that attempts to blend the disparate forces
of philosophy, poetry, and architecture.

MICHAEL CHAPMAN
Archigram; Coop Himmelb(l)au (Austria); Metabolists

Selected Works

New Austrian Cultural Institute in Manhattan, New York City, United States, 2002

Further Reading

The 1996 monograph on Raimund Abraham, edited by Brigitte Groihofer, is by far the
most thorough collection of his work to date. The work brings together various essays by
other authors as well as some of the architect’s own writings. It contains an extensive
bibliography and color images of many of his drawings.

Groihofer, Brigitte (editor), Vienna: Springer-Verlag, 1996

ABSTRACTION

The 20th century is indelibly marked by the new vision realized by modern art. This
vision is no doubt a response to the success of material science, but it is also a cultural
phenomenon, an invention that helps us adjust to the new and often daunting horizons
that science and technology have opened up. Architecture has benefited as much from
that new artistic vision as it has from directly adopting new technology, and the invention
of abstract art is one of the important strands of this development.

Abstract art is a product of modern times. It can be seen to follow from the loss of
conviction sustained by the ancient view of art as imitation, or mimesis, that is,
representing the visible world and placing humanity into a visible narrative. To say that
photography supplanted representational art would be to oversimplify the story, but it
certainly played a part, and throughout the 19th century one can trace the steps by which
another standard gradually took the place of the time-honored one. In British Romantic
painter J.M.W.Turner’s tumultuous landscapes and in the Impressionist Claude Monet’s
freely composed water lilies, we see a progression in which more and more weight is
given to the artist’s feelings in front of the motif, or the subject. It is through personal
selection that the artist abstracts the aspects that he or she desires to emphasize and out of
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them constructs the composition, no longer bound by verisimilitude. Abstract art thus has
two principle components: abstraction and expression.

It was perhaps the fin-de-siccle French painter Paul Cézanne who brought the
movement to its point of precipitation since it was largely he who substituted the actual
vertical plane of the canvas for the virtual horizontal plane of Renaissance perspective.
His painting of a curve in the road creates a feeling about the road disappearing from
view, not through perspective but by the multiple relations invented in a flat composition
(1882, Boston Museum of Fine Arts, Massachusetts). Equally, it was Vincent van
Gogh who painted with swirling pigment what he felt rather than what he saw. By 1907
the promptings of popular science were suggesting that physical reality must be quite
different from appearance, the search was on for the “fourth dimension,” and the time
was ripe for the invention of Cubism. Analytical Cubism allowed the artist to give a
metaphysically complex visual account of the subject, and Synthetic Cubism introduced
fragmented material from the world (newsprint, textiles, paper, string) into the picture
plane, or the artist’s composition. During World War I, abstraction progressed toward the
sublime purism of Piet Mondrian’s gridded, neoplasticist compositions and the ineffable
weightless rectangles of Kasimir Malevich, who opened a perspective with Russian
Suprematism that reaches through to the end of the century in the language of abstract
planes used by architects such as Peter Eisenman, Richard Meier, Rem Koolhaas, and
Zaha Hadid.

Architecture in the 20th century made its first steps in the shadow of the Arts and
Crafts tradition, with Charles Rennie Mackintosh, Josef Hoffmann, and Michel de Klerk,
among others. Architecture was as much in need of liberation as the plastic arts, but it
was at the same time in need of a new authority to replace ancient authority, something
more compelling than the intuition of the artist. One answer was found in the authority of
science. For architects, the innovative language of abstraction was not so much a gateway
to freer personal expression as an escape from the conventions of traditional construction.
It was no longer necessary to affix the Antique orders to facades or to follow academic
rules of ordonnance and symmetry in drawing plans. Abstract forms opposed no
difficulties of a formal kind to the idea of a plan freely following the program and so
freed architecture to create its own myth, that of functionalism. To the subjective
intuition of the artist, functionalism opposed a firm objective law similar to the laws of
nature.

There was a short time, hardly more than a year, when architecture came close to
sharing with art a complete autonomy of form. The year was 1923-24, when De Stijl
leader Theo van Doesburg collaborated with the architect Cornelius van Eesteren in
designs for villas. In projects such as of 1923, his use of axomometric projection
obscures for a moment the difference between an art composition created on the flat
plane of the canvas for contemplation and the threedimensional equivalent constructed in
real life for use. When van Doesburg designed the interior for the dance hall L’ Aubette in
Strasbourg, using dramatic rectangles set diagonally on the walls and ceiling, he could
not compensate for the ordinariness of banal adjuncts, such as balcony rails and fixed
seating, which seem to remove the viewer completely from the world of contemplation
proper to fine art. An even more poignant case is that of the Schroder House in Utrecht,
where Gerrit Rietveld’s exterior, like his famous chair, can certainly be contemplated as a
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kind of artwork, while the interior is mediated by the dynamic use of movable screens for
privacy, reducing the object of contemplation to a practical convenience.

The paradox was fed by the polemical ideology of such protagonists of the Modern
movement in architecture as J.J.P.Oud and Le Corbusier, who led the way in identifying
architecture with engineering, thereby conceptualizing it as a subject that develops
through research and discovery, in which the interest will always be in the novel and not
in the already known. According to the credo of International Style, decisions in
architectural design should result from rational analysis of the functions, replacing the
traditional practice of starting from precedent, which was suffused by convention and
custom.

For some, the architect could not claim to shape his building from his inner
perceptions; it had to be shaped from something more socially relevant. Functionality
provided a rule apart from the purely subjective, and it was a rule that had little precedent
in the visual arts. The impact of abstraction within architecture was to create a new duty
toward the social function of the building and toward the physical material of
construction. Empirical needs would guide form, and form would be free to follow
function in the ecstatic exercise of liberation. Within architecture, then, abstraction and
functionalism appeared to share a common destiny.

In fine art, Mondrian remained the most extreme purist, and there is no question that
he identified avoidance of figuration as an expression of spirituality. In the heroic 1920s
and 1930s, artists such as Pablo Picasso and Henri Matisse preferred to distort
appearances rather than abandon them. In the case of Fernand Leger, his Communist
sympathies kept him firmly focused on the essence of the worker, and between  (1918)
and  (1919), there is only a difference of degree; the figure remains. This enables us to
say something clear about abstraction, namely, that it is not exclusive. It is clearly
possible to employ abstraction in due measure without abandoning figuration.

The nascence of abstract art seemed to suggest a solution for architecture by
redefining nature itself as a kind of artist. This was the argument advanced in an
influential book by D’Arcy Thompson,  (1917). Thompson conceived of nature as the
supreme designer, producing functional structures that were also intrinsically beautiful.
Not only do the skeletons of dinosaurs follow engineering principles, but the patterns of
growth in hard-shell mollusks observe strict mathematical rules, as the strictly
logarithmic series preserves a constant proportion. Nature thus seems to be the
penultimate designer, and the products of nature are “naturally” beautiful. As art
approached nature in following natural law, it could appropriate nature’s beauty. In the
book edited by Leslie Martin, Ben Nicholson, and Naum Gabo (1937), it is clear that
abstract form had taken on an aura of objectivity at odds with the reality of its subjective
origins.

It is not until De Stijl in the Netherlands and the Abstract Expressionists of the New
York School in the 1950s that one finds another impulse to abandon figuration, above all
with the mural-scale abstract canvases of Jackson Pollock, Robert Motherwell, and Mark
Rothko. In postwar painting the expressive gesture generated the source of meaning, and
the authenticity of that gesture became the guarantee of artistic truth. However, this
immediacy was difficult to achieve within architecture, with its reliance on physical
reality. The urge toward purity that the viewer found in Mondrian and later in Rothko is
marked with renunciation, and renunciation is truly difficult to reconcile with
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functionalism. In art, all arguments are ad hominem, and what one person can do is
always exceptional. The idea that abstract art approached a deeper level of reality than
figurative art proved difficult to sustain as a general principle, and to this extent it seemed
that the hopes of objective validity pinned on bringing abstraction into architecture have
proved illusory.

During the crystallization of Modernism in the 1930s, it was simply not possible to
eliminate appearances; as long as buildings had to have openings such as doors and
windows, as long as they could be entered and used, they clearly served as utilities. Use
created meaning, at the most basic level, because doors not only permit entry but also
denote entry. The struggle for purity turned into a struggle to eliminate ornament, and this
was accentuated by the belief that only through standardization could the building’s
economy be fully realized. To match transparency in art, we have austerity in
architecture, epitomized by the German architect Mies van der Rohe. Standardization was
considered the key to realizing the full benefits of mass production. With standardization
went repetition, and the monotony of the curtain wall in identical glass panels reduced the
possibility of expressive form. It was enough that buildings were massive and impressive,
tailored to the demands of modern business, and expression was demonstrated in seeing
which city had the tallest building.

From the pluralism of Postmodernism, it became evident that standardization was not
as effective in economic terms as marketing. The appearance of a steel-frame building
could be changed at will in order to present a spectacular image; the facade became a
surface of signification, and irony, humor, and eclectic style were manipulated in such a
transformation. Strict economy of construction held less expressive importance. With the
end of the 20th century, it became possible to see that the authenticity attributed to
abstract forms was balanced by the freedom they conferred upon expression. This was
manifest in the 1960s and 1970s within fine art but not within architecture. Today, in the
work of Frank Gehry, Peter Eisenman, Daniel Libeskind, and Zaha Hadid, there is no
longer any concealment of the expressive gesture.

Except in extreme cases, such as aircraft design, forms are primarily derived not from
a scientific analysis of the functional requirements but from the creative feelings of the
designer. The architect can have feelings about the function as well as everything else,
but he or she is now permitted to sublimate these into a more general concept of the
purpose and meaning of a building. So, for example, Libeskind’s Holocaust Museum in
Berlin is conceived from a universal set of emotions including suffering and persecution,
and the jagged forms of the windows are an expression of this emotive tenor and not a
response to the practical uses of daylight. In the Solomon R. Guggenheim Museum in
Bilbao, Spain, Gehry’s abstract, dynamic forms derive from the capacity of the computer
to control the fabrication of complex components and allow him to generate an
architectural composition as powerful as anything displayed inside the functional
building that it also is. In this way, the architect has acquired the technical means that will
allow him or her to “build” gesture with all the immediacy of the painter. Abstraction
emerges as an acknowledged means of expression.

ROBERT MAXWELL

Arts and Crafts Movement; Le Corbusier, Le (Jeanneret, Charles-Edouard) (France);
Cubism; Curtain Wall System; de Klerk, Michel (Netherlands); De Stijl; Eisenman, Peter
(United States); Gehry, Frank (United States); Guggenheim Museum, Bilbao, Spain;
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Guggenheim Museum, New York; Hoffmann, Josef (Austria); International Style;
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(United States); Oud, J.J.P. (Netherlands); Postmodernism; Rietveld, Gerrit
(Netherlands); van Doesburg, Theo (Netherlands).
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ABTEIBERG MUNICIPAL MUSEUM,
MONCHENGLADBACH, GERMANY

Designed by Hans Hollein; completed 1982

Since the 1990s, it has not been uncommon for architects and their clients to break
with the two previously prevailing alternatives—temple or warehouse—for art museums,
but such a typological rupture had been dramatically anticipated two decades earlier, by
Hans Hollein in the Museum Abteiberg, a unique building tailored to an unusual site and
a distinctive collection. The Pritzker Prize laureate of 1985, who was born in Vienna in
1934 and is an artist, teacher, and creator of furniture, interiors, and exhibitions, has at
Monchengladbach assembled a virtual primer of museum design, one that has brought a
heretofore unknown visceral excitement to the vocation of museum going. In contrast to
later attempts in this genre, however, Hollein’s achievement has contributed to an
intensified appreciation of the museum’s contents rather than making a personal
statement at their expense.

Although Hollein has learned from the institutional buildings of Louis I.Kahn and
Alvar Aalto, he listens to his own music, which—to pursue the metaphor—includes
concerti from the 18th, symphonies from the 19th, and popular songs from the 20th
centuries. His eclecticism served him well in this complex commission, made more
difficult by the need for the museum to serve urban as well as aesthetic ends. Hollein has
linked Moénchengladbach’s town center on the heights with the medieval Ettal Abbey
(today the city hall) on the slopes below, assembling a multi-tiered museum from a series
of discrete elements of different sizes and shapes that provide a series of delightfully
varied indoor and outdoor rooms. Distributing the individual volumes in space rather than
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containing them within a monolithic whole allowed him to maintain the picturesque scale
of the town; at the subterranean level, the disparate sections are united.

Although designing a museum is always challenging, it is perhaps less onerous when,
in contrast to those encyclopedic institutions that are in continual flux, its holdings
consist of a focused group of works. Kahn found such a golden opportunity in the
Kimbell Museum, and Hollein has exploited the similar possibilities here, where he
worked closely with the director, Jonathan Cladders, in formulating the program. They
believe that today the museum itself represents a  (total work of art), “a huge scenario
into which the individual work is fitted...not the autonomy of the work at any price but
the deliberately staged correspondence between space and work of

Abteiburg Museum,
Monchengladbach, Germany, designed
by Hans Hollein (1972-82)

© Donald Corner and Jenny
Young/GreatBuildings.com

art” (Klotz, 1985, p. 19). This especially applies to contemporary art, which frequently is
deliberately produced for a museum setting. The plan that Hollein and Cladders evolved
is without precedent for this building type. None of the customary tropes, whether
conventional or modern—vaulted galleries arranged symmetrically, the universal space,
the proverbial white cube—are present. Instead, the combination of small, contained
cabinets and larger rooms perfectly accommodates a collection that, although including
some historical pieces, is mainly focused on the post-World War II period and, although
international, is richly endowed with work by American artists of such competing
movements as Minimalism, Post-Painterly Abstraction, and Pop. Many works are in the
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form of installations without customary boundaries or frames and do not necessarily
require natural light.

From the town, one enters the museum precinct via an elevated walkway that leads to
a stone-faced platform whereon is set a tower containing administrative offices; a library;
workshops and storage; a cubic, top-lighted undivided volume for temporary displays; the
shedroofed, zinc-clad “clover-leaf” pavilion for the permanent collection; and the
entrance temple. The platform also covers museum spaces excavated into the hill, and
from it, one can descend gradually to curving terraces, furnished with sculpture, that
border the gardens of the former abbey; beneath a portion of the terraces are additional
exhibition areas.

Hollein has rejected the prescribed routes encountered in traditional museums for
mysterious, polymorphous paths that compel the viewer to wander on her own and
discover unexpected places, then to turn back on them or chance on new chambers.
Because chronology is not the issue it would be for a historically based collection, the ad
hoc character is stimulating rather than frustrating. Upstairs and downstairs, under- and
above-ground, the variously configured galleries illuminated by diverse means—daylight
through windows and skylights and artificial light via incandescent, neon, and fluorescent
fixtures—permit individual works to be perceived in the setting most sympathetic to their
makers’ intentions. The most organized part of the display areas comprises what Hollein
calls the “cloverleaf”—a group of seven “kissing squares,” to use Kahn’s formulation,
that are traversed at the corners. Set under saw-toothed skylights, these rooms are ideal
for big pieces by such artists as Andy Warhol, Frank Stella, Carl Andre, and Roy
Lichtenstein. There are also curved rooms, some with undulating walls that are positively
Baroque in character; double-height spaces and circular steps add further drama.
Hollein’s rejection of the convention of amorphous flexible areas, dominant since the
1940s, in favor of a rich variety of specific and distinctive spaces, would in the 1990s
become a popular solution for art museums—yet another example of the way the
Museum Abteiberg adumbrates many later schemes for this type of institution.

Also prescient is Hollein’s interjection of playfulness and irony into the reverence that
typically pervades museum design. Although marble clads some of the surfaces, it is
combined with less elevated masonry materials like brick and sandstone. Reflective as
well as transparent glass appears; zinc is placed beside chromium and steel. One side of
the temple-like pavilion that forms the main entrance sports graffiti in red paint, matching
the color of some of the railings. Exterior light fixtures have an industrial character in
contrast to the lush surrounding landscape and the textured brick walls and paths. The
visitor, constantly encountering the unpredictable, is sensitized to the daring originality of
the art displayed.

It is instructive to compare Museum Abteiberg with another German museum from the
same period that similarly had a profound effect on subsequent museum design—James
Stirling’s Neue Staatsgalerie (1977-84) at Stuttgart. Both are set on irregular terrain and
require urbanistic interventions, but Stirling’s solution revives and updates the 19th-
century museum paradigm, whereas Hollein has jettisoned all previous solutions. Both
make reference to industrial as well as classical buildings and use the technique of
compositional collage, yet their differences illuminate the manifold possibilities inherent
in the museum program.

HELEN SEARING
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ABUJA, FEDERAL CAPITAL COMPLEX
OF NIGERIA

Designed by Kenzo Tange; completed 1981

In 1976 the Nigerian state authorities believed that a new federal capital city would
facilitate the creation of a “federal character” and thus resolve the problem of nepotism
and relieve ethnic tensions among the 250 cultural groups that constitute the Nigerian
nation. Abuja and its architecture, it was believed, would also remove the colonial
identity that the erstwhile capital city of Lagos was thought to bestow on the Nigerian
people.

As a result, the role of Lagos as the federal capital of Nigeria has been in question
from 1960, when Nigeria became independent, to 9 August 1975, when General Murutala
Mohammed set up an eight-member Committee on the Location of the Federal Capital of
Nigeria. The task of the committee was to review the multiple roles of Lagos as the
federal capital of Nigeria, the capital of the state of Lagos, and the economic capital of
the country.

The committee concluded that a new federal capital would improve Nigeria’s national
security, enhance Nigerian interior development, encourage the decentralization of
economic infrastructures from Lagos, and enhance the development of an indigenous
Nigerian building culture and industry. Finally, the new capital would emphasize
Nigeria’s emergence from the civil war of 1967-70 as a more united, stable, and
confident country. Nigerian lawmakers who shared the opinions of the committee
justified the idea of developing a new federal capital by suggesting that there existed a
fundamental need for a place where all Nigerians could come together on an equal basis
to help foster national unity. Moreover, advocates of a new federal capital city raised the
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problems of overcrowding and lack of land for future expansion at Lagos as well as the
existence of severe social inequality in the colonial cities of Nigeria. As a result, Abuja
was conceived as a place that symbolized Nigeria’s autonomy from British colonization,
urban segregation, and a federal character that all Nigerians could share in regardless of
ethnic heritage. According to the committee and the International Planning Association
(IPA), the new capitol would provide “a balanced development focus for the nation” (see

1979). They chose Japanese modernist Kenzo Tange, a protégé of Le Corbusier, as
the principal architect for the city plan.

The federal government of Nigeria produced a schedule for implementing the
committee’s recommendations on 4 February 1976. Decree No. 6 established for Nigeria
a Federal Capital Territory—an African version of the District of Columbia—a neutral
ground where a Nigerian federal character would be developed for the good of all
Nigerians. The government took an 8,000-square-kilometer parcel (more than twice the
size of the state of Lagos) out of three minority states. Abuja is located on the Gwagwa
Plains in the middle of Nigeria; its high elevation and numerous hills contribute to a year-
round pleasant climate, one of the major attractions that influenced the committee to
select the site.

Abuja was conceived as a city for three million people to be developed in 20 years,
and its master plan symbolized the themes of democracy and Nigerian unity.
Construction began at Abuja in 1981 under the leadership of President Shehu Shagari
(who was later deposed), who was anxious to move from Lagos to the new Federal
Capital Territory.

The Nigerian authorities of state insisted that Aso Hill must be the most prominent
element within the Federal Capital Territory. Aso Hill is a huge granite outcrop (1,300
feet high) that dominates the landscape of Abuja and its vicinity visually and physically,
giving the city a natural east-west axis. Moreover, creating the image of a democratic
landscape that emblemizes the Constitution of the Federal Republic of Nigeria (patterned
after the United States’ checks-and-balances system of government) was also an integral
part of the Abuja urban design scheme. As a result, a democratic shrine called the Three
Arms Zone was created at the foot of Aso Hill, making it the focal point of the city and
the locus of power of the federal government of Nigeria. Abuja’s Three Arms Zone is one
kilometer in diameter, and the buildings of the National Assembly, the Presidential
Palace, and the Supreme Court are located within it. From Aso Hill in the east end of the
city, one moves through the ceremonial Abuja National Mall, which is also patterned
after that of Washington, D.C. However, the axial view of the mall is flanked by high-rise
federal office buildings on both sides, terminating first at the quintuple towers of the
Nigerian National Petroleum Corporation and finally at the National Stadium in the west
of the city.
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Abuja, Federal Capital Territory of
Nigeria

Urban design model of Abuja, Nigeria,
designed by Kenzo Tange

© Nnamdi Elleh

Although the Abuja master plan also aspires to position the city as a major pan-
African commercial, financial, and political center, it is dominated by a rhetoric of
Nigerian unity, national identity, and democracy. As a result, it is characterized by
unresolved tensions between its nationalist themes, the intentions of the emergent
Nigerian intelligentsia who inherited political power from Britain, and the intentions of
the architect. First, Tange’s fundamental concept for Abuja’s master plan resembles the
plan for Tokyo. One could argue that Tange’s plan to incorporate the Japanese
modernism of Tokyo represented an attempt to meet the needs of Nigerian national
identity; but concerns remained as to whether the architect’s uniform design for the
monumental federal buildings reflected the interests of the emergent Nigerian elite who
inherited political power from Britain, or whether the new structure contributed to the
erasure of certain ethnically based social boundaries. The insistence of the federal
government of Nigeria that Aso Hill be the most prominent object in the Federal Capital
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Territory suggests that it was adopting an ancient “pagan” ritual site (Aso Hill) as a
means of reinventing a Nigerian “federal character,” something quite different from the
version of modernity that Tange envisioned. Advocates of the Aso Hill complex
envisioned it as a sign of stability, nationality, and cultural myth making in the vibrant,
new capital city.

Military dictators interpreted Abuja’s master plan as a document that required the
isolation of the Three Arms Zone (as a shrine to power) from the rest of the city to make
it inaccessible for public gathering. The river that runs down the foot of Aso Hill forms a
moat between the central part of the city and the Zone. This moat can be crossed only by
bridge, and the bridge is designed to be easily barricaded in time of civil disturbances.
Hence, marching to the shrine of power, as is the case in most democratic societies, has
been neutralized by the manner in which the master plan was interpreted and
implemented. Any march in the city will stop at the national mall in the central district.
This outcome was not by accident but by the careful intentions of the military dictators
who built Abuja and who deliberately chose to ignore existing traditional urban examples
in Nigeria. The ideology that privileges a landscape that can forge national unity in
Nigeria will face several practical challenges with the national assembly and the civilian
president, who took over power on 29 May 1999 after 15 years of continuous military
dictatorship.

NNAMDI ELLEH
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ACOUSTICS

As Charles Garnier prepared the design for the Paris Opera House in 1861, the lack of
acoustical design information and the contradictory nature of the information that he
found forced him to leave the acoustic quality to chance and hope for the best. With few
exceptions, this was the condition of architectural acoustics at the beginning of the 20th
century. In 1900, with the pioneering work of Wallace Clement Sabine, the dark
mysteries of “good acoustics” began to be illuminated. In his efforts to remedy the poor
acoustics in the Fogg Art Museum Lecture Hall (1895-1973) at Harvard University,
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Sabine began experiments that revealed the relationship among the architectural materials
of a space, the physical volume of the space, and the time that sound would persist in the
space after a source was stopped (the reverberation time). Predicting the reverberation
time of a room provided the first scientific foundation for reliable acoustic design in
architecture. This method is still regularly used as a benchmark to design a range of
listening environments, from concert halls to school classrooms.

The first application of this new acoustical knowledge occurred during the design of
the Boston Symphony Hall (1906) by McKim, Mead and White. Original plans for the
hall called for an enlarged version of the Leipzig Neues Gewandhaus (1884), a classical
Greek Revival theater. The increased size would have been acoustically inappropriate, as
it doubled the room volume, leading to excessive reverberation. Sabine worked with the
architects to develop a scheme with a smaller room volume in the traditional “shoe box™
concert hall shape. The Boston Symphony Hall remains one of the best in the world.
Adler and Sullivan’s Auditorium Building (1889) in Chicago was praised for its
architectural and engineering achievements as well as for the theater’s superb acoustics.
As the profession of acoustical consulting emerged in the design of listening spaces, the
firm of Bolt, Beranek and Newman made a significant impact on the development of
architectural acoustics in the 20th century. Their work with architects Harrison and
Abramovitz on Avery Fisher Hall (1962) in New York City represented a legitimate
attempt to incorporate new scientific principles of acoustical design rather than merely
copying previous halls that were known to be good. Although it presented several
failures, one key acoustic point gleaned from a study of European halls for Avery Fisher
Hall was that the room should hold 1,400 to 1,800 seats. Yielding to economic pressures,
the architect increased seating to almost 3,000.

A more successful implementation of modern acoustical theories is the Berlin
Philharmonic (1963). Architect Hans Scharoun’s vision of a hall in the round blurs the
traditional distinction between performer and audience. The approach posed quite an
acoustical challenge, given the directionality of many orchestral instruments; it required
an extremely unconventional acoustical design. The resulting “vineyard terrace” seating
arrangement resolved many potential acoustical difficulties while creating a spatial
vitality that resonates outward to form the profile of the building. This collaboration
between Scharoun and the acoustic consultant Lothar Cremer engendered a truly inspired
architectural design.

Possibly inspired by the failure of Avery Fisher Hall and the desire to understand what
went wrong, concert halls, as the crucible for applying sonic theories, gave rise to an
acoustical renaissance in the latter part of the 20th century. Acoustically designed spaces
need high-quality direct sound, strong sound reflections from the ceiling and side wall
surfaces soon after the direct sound, a highly diffuse and controlled reverberance, and
heavy solid sound reflecting materials. Formerly thought to be mutually exclusive, these
sonic properties exist together in the latest halls of the 20th century through an integration
of both historic precedent and new understandings of room acoustics and listening. An
extraordinary example of this union is the 1,840-seat Concert Hall in the Cultural
Congress Center (1999) in Lucerne, Switzerland, by architect Jean Nouvel and acoustic
consultant Russell Johnson.

New techniques for improved acoustic environments are applied in many building
types, including school classrooms, music practice rooms, church sanctuaries, movie
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theaters, transportation hubs, and industrial facilities. Simultaneously, with more and
more exposure to digital-quality sound, clients have become keenly aware of their sonic
environment and expect high levels of performance. Speech intelligibility in classrooms
has been related to learning, with efforts to reduce excessive background noise from
mechanical equipment. The issue has become the focus of a U.S. federal government
assessment and proposal for a nationwide acoustical standard for schools. Additionally,
careful selection of materials, their quantities, and their locations in classrooms are
important to enhance speech intelligibility. Music practice spaces require adequate room
volume with both soundabsorbent and sound-diffusing materials to control loudness and
reduce the risk of noise-induced hearing loss to musicians and teachers. Religious liturgy
relies more heavily on intimate spoken sermons, cathedral-like choir singing, and high-
powered amplified music in many denominations. These trends, coupled with a
prevailing increase in sanctuary size and the desire for more congregational interaction,
have demanded sophisticated sound reinforcement systems and carefully configured
room acoustic design strategies to strike a balance among divergent sonic criteria. Digital
surround sound, the new standard in movie theater entertainment, incorporates the
environmental acoustic character as part of the movie sound track, which should not be
colored by the theater space. This requires very low reverberance, low background noise
levels from mechanical equipment, and exceptional sound isolation from adjacent
theaters. Unintelligible announcements, the bane of transportation hubs, have been the
focus of many recent acoustical studies, affirming the need to consider room geometry,
size, and material selection as they play as great a role as the actual announcement system
itself in the success of these spaces.

Many meaningful advances in acoustic knowledge were made in the 20th century. The
application and integration of this information within architectural design leaves much
room for advancement. Alvar Aalto’s famous acoustical ray tracing diagrams for the
lecture room of the Viipuri Public Library (1933-35) in Viipuri, Finland, represent
acoustical thinking in the earliest phases of design. Developing sophisticated methods to
assimilate newer acoustical knowledge as part of the architectural design process is the
work at hand in the 21st century.

MARTIN A.GOLD
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ADAPTIVE RE-USE

Buildings often outlive their function; however, their inherent durability often gives the
building another life. There is a long tradition of buildings being adapted to suit new
functions. Roman basilicas were converted to serve as worship spaces for the nascent
Christian church. In medieval times, Roman fortifications were resurrected to form part
of the fabric of the mercantile cities. It was not until the advent of ready demolition and
the mechanization of the building process during the Industrial Revolution that the
practice of adapting old buildings to new uses became less the norm.

Following World War II, the pace of change in urban form, precipitated by
technological advances and social upheavals, quickened. As buildings became obsolete
and shifting land values directed economic development away from central cities,
particularly in North America, large-scale demolition became commonplace. In some
cases, well-built warchouses and industrial structures stood on land that had become
more valuable for other commercial and office uses, further accelerating demolition.
Housing that stood in the pathway of proposed highways was also torn down. Urban
renewal stopped short of its promise, and vacant buildings quickly became vacant land.
To combat these failures, preservation strategies were developed that employed the
existing built environment to suit new uses.

There are four distinct building types in which adaptive re-use of older structures can
be seen. Public buildings, which includes large transportation facilities like train stations
and civic buildings built in the 19th and 20th centuries being converted to new public and
private uses. Industrial buildings, with their large clear structural spans and, typically,
large expanses of windows or skylight, lend themselves particularly well to housing an
enormous variety of new use groups. Private buildings, like large houses, can serve
multiple functions because of the inherent flexibility of the prototype. Finally,
commercial buildings, the structures that are so emblematic of the advances in
architectural technology in the 20th century, are being recycled with different uses,
presenting unique preservation problems, as architects must address issues related to
preserving buildings that employed contemporary technology.

The U.S. government owns many magnificent historic structures and has taken the
lead in finding new uses for its stock of buildings, serving as an example for private
sector development. In Washington, D.C., the Pension Building, an imposing brick
edifice, was constructed shortly after the Civil War to provide office space for agencies
distributing pensions to war veterans and their families. Its primary distinctive feature is a
large, central skylit atrium space that allows the ring of offices access to natural light.
The building stood dormant for many years until a major restoration project started in
1984 enabled the National Building Museum to occupy the lower floors of the building,
with the bulk of the building retained for government offices. The soaring splendor of the
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building’s interior serves as an excellent advertisement of its function as a museum for
the built environment.

Also in Washington, D.C., is the Old Post Office Building, another atrium building.
Completed in 1899, the neoRomanesque building was almost demolished in the early
1970s. Fortunately, as a result of the dedicated efforts of local preservationists and the
daunting cost of demolishing such a huge structure, the building was renovated in 1978.
The three lower levels of the building, including the atrium, were converted to restaurants
and retail, with the perimeter of the building on the upper level retained as office space.

One of the most well-known re-uses of a dormant train station is Gae Aulenti’s
remaking of the in Paris as the national museum of art and civilization. Originally
opened for train traffic in 1900, both the building’s short platform lengths and changes in
travel patterns lead to the abandonment of the station shortly after World War II.
Reopened as a museum in 1986, the renovation makes use of the original attached hotel
within the head house as exhibition space. Built within the volume of the train shed are
smaller structures that house more intimate display space for sculpture. Despite the
somewhat awkward intrusion of these galleries within the shed, the sense of the original
great volume of the space is still preserved.

In the United States, the nation’s private railroad system developed a legacy of
magnificent structures throughout the country. When train traffic declined following
World War II, these buildings, centrally located in the downtowns of virtually every
American city, sometimes were virtually abandoned or, worse, torn down in the case of
McKim, Mead and White’s Pennsylvania Station in New York. Union Station in St.
Louis (Theodore C.Link), built in 1894 and renovated and modified in the early 1980s, is
a good example of an important building restored to a new life. The barrel-vaulted Grand
Hall functions in much the same way as it was originally intended, now serving as a hotel
lobby and entrance to a multiuse complex that includes a parking garage and a restaurant
and retail center within the former train shed. The shed, the largest of its type ever built,
is organized into “neighborhoods” to make the integration of the building’s multiple
functions more coherent. When Union Station was renovated, the ornate and eclectic
spaces within the head house were restored and glass was inserted into the vaulted train
shed, flooding the interior with natural light.

In Philadelphia, a large commuter train station built for the Reading Railroad in 1893
became redundant in 1984 when a subterranean tunnel was constructed below it, linking
the area’s railways to a regional network. The beautiful steel and glassvaulted shed and
Renaissance revival terra-cotta facade were empty for several years as several different
alternatives were studied for a possible re-use. Critical to the success of the project was
the maintenance of the historic food market below the train shed. The Pennsylvania
Convention Center, built in 1992 (Thompson, Ventulett, Stainback and Association),
incorporates the Reading Terminal into the new construction, maintaining both this vital
piece of urban architecture and the market’s social importance in the city fabric. The head
house serves as the ceremonial entrance for the convention center as well as a hotel. The
train shed links the entrance from the principal street to the new large convention center
that spans over two adjacent blocks.

The first International Style skyscraper, the PSFS Building (George Howe and
William Lescaze), also in Philadelphia, was constructed in 1932 and served for many
years as the headquarters for a local bank and office building. The building had retail on
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the ground floor with a cool modern banking hall on the second floor. After the bank
went out of business in the early 1990s, the building stayed dormant for many years.
Despite the high esteem held for the building locally, its relatively small floor plate did
not attract the interest of businesses seeking space where the need for a large floor
negated the desire to have ready access for natural light. Fortunately for the building,
developers converted it to a hotel that uses the original banking hall as a multipurpose
room. The former retail space now serves as a ground floor lobby and restaurant. The
renovation is truly successful and the building retains its landmark neon sign, first lit to
advertise the bank during the depths of the Depression.

Private buildings that have been adaptively re-used range in size and character from
urban townhouses to urban palaces and castles set alone in the countryside. Museums are
the most common new use for these buildings, often commemorating the house and
holdings of the original occupant, as in the Hearst Castle in San Simeon, California, and
the Biltmore House in Asheville, North Carolina. Alternatively, the urban mansions are
often converted to art museums, making use of the variety of spaces, both small and
grand. Institutions like the CooperHewitt Museum in the former Carnegie mansion and
the Frick Museum, both in New York City, serve as excellent display space for sculpture
and paintings of all manners of style and size. In European countries like France, Spain,
and Portugal, chateaus and castles have been converted into hotels. The Spanish
government, in particular, has made the conversions of these castles into for the latter
half of the 20th century a matter of restoration policy.

Industrial buildings offer the most flexible typology for conversion. Mills and old
factory structures are typically solidly built and often offer large expanses of natural light.
Industrial buildings are generally anonymous buildings that, in the early part of the 20th
century, were executed, if not by architects, then by highly competent vernacular
builders. The prototype was a relatively recent phenomenon, and the pace of construction
of these buildings accelerated during the time of great urban industrialization that
coincided with a particularly eclectic period in architecture. Consequently, these
buildings hold important social and physical significance in the urban context. The solid
structures of these buildings may have contributed to their longterm survival; in some
cases, the cost of demolition made their destruction not as viable an option, allowing time
for alternative uses to be found.

Housing has been a popular choice to occupy these spaces. In the United States, the
vanguard of the movement to convert former industrial properties to housing was the
SoHo neighborhood in New York City. What started as flexible and inexpensive space
serving as artist studios became coveted by those looking for expansive living quarters in
neighborhoods that the artists had helped to become fashionable. Outside of New York,
one of the better-known early preservation and conversion projects is Lowell Mills in
Lowell, Massachusetts, a mixed-use complex that helped to revitalize a portion of that
moribund town.

These mill buildings are now also adapted to house the industries of the information
age, the economic successor to the industrial revolution. Offices for computer technology
firms, professional offices, and material and product showrooms in early 20th-century
industrial loft buildings are such a commonplace sight in urban centers that it is often
forgotten that those buildings were not originally constructed to house those functions.
One particularly striking conversion is the Templeton Factory in Glasgow, Scotland, a
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former carpet mill built in a colorful and stylized Venetian Gothic style in 1898. The
building complex was considered for demolition following its abandonment in 1978 as
the result of changes in manufacturing technology. Preservation as a museum was
rejected. In the early 1980s, a scheme was devised to convert the building into a hybrid
research and business incubator center run by a local government development agency.
Winston Churchill’s aphorism—“We shape our buildings; thereafter they shape us”—
rings true. Preservationists seeking to link the past with the future take exception to this
rule as we continue to shape our buildings, adapting them to new functions. Adaptive re-
use as a tool used by architects, like the larger preservation movement, is a 20th-century
phenomenon. The preservation of older buildings by giving them new uses also serves as
part of an overall strategy for urban designers, city planners, and the consortium of public
and private forces that view this approach as a tool of economic development. The supply
of older and significant buildings is a source of sound urban ecological regeneration. As
preservation practice evolves, the emphasis is shifting away from strict restoration to an
attitude that frees the building from its former use.
SCOTT KALNER
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ADLER, DAVID 1882-1949

Architect, United States

David Adler, a proponent of Paris’s Ecole des Beaux-Arts and its classical teachings
of symmetry, balance, and superb proportions and an all-inclusive plan whereby a
building relates to its surroundings, was one of America’s most important great-house
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architects. Born to Isaac David, a prosperous second-generation wholesale clothier, and
his wife, Theresa Hyman, in Milwaukee, Wisconsin, Adler was educated at the
Lawrenceville School and Princeton University. After graduating from Princeton in 1904,
Adler moved to Europe, where he traveled extensively and studied architecture at the
Polytechnikum (1904—06) in Munich and at the Ecole des Beaux-Arts (1908—11), whose
curriculum included lessons in structural and technical applications. However, because
Adler was interested exclusively in design, he returned to the United States without
mastering these key assignments, bringing with him a collection of 500 picture postcards
that documented the important architecture and gardens he had seen and to which he
referred throughout his 38-year career.

Before venturing out on his own, Adler apprenticed in Chicago in the office of
Howard Van Doren Shaw, a devotee of the Arts and Crafts movement. Shaw (1869—
1926) was among the most prolific country house architects on Chicago’s North Shore,
particularly in Lake Forest, where Adler also forged his eminent reputation.

Henry C.Dangler, Adler’s closest friend from the Ecole and the person who introduced
Adler to Katherine Keith, whom he married in 1916, also worked in Shaw’s office. Adler
and Dangler did not stay long with Shaw; they decided to form their own partnership.
Dangler left first, and Adler remained with Shaw only until he completed the design of
his first house (1911), which was for uncle and benefactor Charles A.Stonehill, in the
North Shore community of Glencoe. Stonehill had paid for his nephew’s living expenses
while he was studying in Europe.

The Stonehill house, a Louis XIII-style building inspired by the Chateau de Balleroy
in Normandy, set the tone for what became a recognizable trait of Adler’s exemplary
ocuvre. Symmetry guided the house’s entrance facade of pink brick, limestone trim, and
offsetting tall windows and steeply pitched roof. Perched on a high bluff overlooking
Lake Michigan, Adler’s first charge was one of the most outstanding country houses in
Chicago. Unfortunately, the house, with its classically detailed interiors furnished in
Mediterranean pieces, was razed during the early 1960s.

Among the most important houses executed by the AdlerDangler partnership was its
first country house (1912), for Ralph H.Poole, in Lake Bluff, Illinois. With this
commission, Adler brought the Loire valley to the Illinois prairie, designing a Louis XV-
style chateau that perpetuated, with its symmetrical facade of low horizontal lines rising
to a slate mansard roof, classical French architecture. Inside the house, a checker-floored
entrance hall led to the principal rooms: living porch, library, living room, music room,
and dining room, all arranged enfilade across the entire length of the house, another
indication that Adler understood French design.

Henry Dangler’s death in 1917 left both a personal and a professional void in Adler’s
life, for he had lost not only his partner but also his best friend. Adler was not certified to
practice architecture in Illinois; he obtained a New York license in 1917. Although Adler
was the designer, the signature on his plans had always been Dangler’s. Therefore, Adler
was compelled to sit for the Illinois exam, and as presaged by his incomplete studies at
the Ecole, he failed. Adler had already built 17 houses, in French, Georgian, and
Mediterranean styles, but he was forced to find another architect who could replace
Dangler professionally. The solution came in another former associate from Shaw’s
office, Robert Work. Their association, marking the second phase of Adler’s career, was
strictly one of convenience.
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While associated with Work, Adler applied the styles of his early houses but also
added to his eclectic oeuvre early American, South African Dutch colonial, and a
modernist design inspired by Viennese architect Josef Hoffmann (1870-1956). Of these
three styles, it was the house in early American (1926) for William McCormick Blair in
Lake Bluff that deviated from Adler’s usual approach to design. The irregular massing of
colonial architecture, whereby a house grows larger over time, dictated the asymmetrical
design for the Blairs. Although the house was built all at once, Adler’s adaptation
flawlessly suggested an organic progression of growth from the principal block, shingled
and gambrel roofed, to the appended wings.

Adler’s largest undertaking was also completed during the mid-1920s. Castle Hill, the
imposing English manor house (1925) for Richard T.Crane Jr., in Ipswich,
Massachusetts, with its pedimented entrance pavilion, balustraded hip roof, and crowning
cupola, followed closely the architecture of 17th-century England, particularly the work
of Sir Christopher Wren (1632—1723) and the Wren-like Belton House (1689). Adler’s
ability lay not only in his proficient design but also in his choice of small Holland brick
with a soft pink patina that softened the imposing scale of the house, rising at the foot of
a 160-foot-wide aisle of grass that undulated toward the Atlantic Ocean.

Adler built 16 houses during the second phase of his career, including a Louis XVI-
style townhouse (1921) for Joseph and Annie Ryerson in Chicago. The Ryerson
townhouse, a classically elegant building—with its symmetrical limestone facade,
crowning mansard roof, and period detailing—was Adler’s only townhouse design in the
French style (Adler built eight townhouses during his career).

By 1929, because Adler had practiced as a principal architect for ten years, he became
eligible for Illinois’s oral examination, which he passed, therefore ending his 12-year
association with Robert Work. Unfortunately, Adler’s professional achievement was
marred by personal tragedy. In May 1930 Katherine (1893-1930), his wife of 14 years,
was killed in an automobile accident while she and Adler were motoring on a rain-slick
road in Normandy. Adler sustained only minor physical injuries, but he was extremely
distraught.

Regardless of this setback, the late 1920s through the mid19308 resulted in the
culmination of Adler’s career, starting with his masterpiece: the Cotswold-influenced
house of Celia Tobin Clark in Hillsborough, California, called House-on-Hill (1930).
Here, Adler created a house that, despite its underlying grandeur and nearly 400 acres of
property, was inconspicuous and unpretentious. For example, because Adler nestled
House-on-Hill into the hillside of its vast property, from the entrance forecourt it
appeared to be only one-and-a-half stories. The house’s full magnitude became apparent
only at the back, from the south terrace, where Adler’s most outstanding elevation—an
Elizabethan half-timbered facade of oak and intricately patterned brick nogging—rose
majestically, as if it grew from the landscape.
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House-on-Hill (Celia Tobin Clark
House), Hillsborough, California,
designed by David Adler (1930)

Ezra Stoller © Esto

Inside the Clark house, a beamed and oak-paneled reception gallery, floored in a
harlequin-patterned black-and-white marble tile, opened into the house’s principal stair
hall. Here, a monumental and skillfully carved staircase gave the first indication of the
opulence of House-on-Hill. Because the reception gallery was on the second floor, the
staircase, with its substantial balustrade, led downstairs to an impressive procession of
rooms: library, music room, and dining room. Warmth and comfort pervaded the library,
whose antique pine paneling, Grinling Gibbon’s overmantel, and pegged parquetry were
imported from Europe. In the commodious and imposing music room, classically detailed
spruce walls served as foundation for a high plaster ceiling with its patterns of rosettes,
garlands, and musical instruments, while in the dining room, panels of hand-painted 18th-
century Chinese wallpaper were framed by exquisite woodwork in sugar pine.

Another outstanding design from this period was the Pennsylvania Dutch-style
Georgian for Helen Shedd Reed (1931), unquestionably Adler’s finest house on the North
Shore. The Reed house, consisting of a center block balanced by a pair of wings, was
sited beyond a grass forecourt with a small pool and surrounding U-shaped gravel drive
and exemplified the symmetry, balance, and elegance of Adler’s work. The house’s
shimmering dark gray mica stone also added to its magnificence.

The interior of the Reed house was the most important collaboration between Adler
and his sister, interior decorator Frances Elkins (1888—1953). Adler and Elkins were
extremely close, and during his tenure in Paris, she traveled with him,
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Freestanding staircase, Mrs. Kersey
Coates Reed House, by David Adler
(1931)

Ezra Stoller © Esto

meeting several avant-garde artisans, including Jean-Michel Frank (1895-1941), the
French interior decorator, and furniture designer, and Alberto Giacometti (1902—85), the
sculptor who designed furniture for Frank. Nowhere is Elkins’s relationship with these
designers more apparent than in the Reed house, where Adler’s skilled architecture
guided the most notable interiors of her career. Elkins lived in California, and although
she worked independently of her brother, they collaborated on at least 16 commissions,
undoubtedly her best work, from 1919 until 1949, when Adler died unexpectedly of a
heart attack.

The Reed house’s interiors blended the traditional and the avant-garde, starting in the
entrance hall, where a slick blackand-white marble floor led to the ladies’ powder room,
the gentlemen’s cloakroom, and the gallery. In the gallery, stately black Belgian marble
columns framed the crowning element of the interior: a dramatic, freestanding staircase
of ebony and wrought-glass spindles. The gallery led to each of the principal rooms:
living room, library, and dining room, all aligned overlooking Lake Michigan.
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Adler gave each of these rooms his usual dose of exquisite and brilliantly executed
detailing. In the living room and dining room, a dentiled cornice, as well as mantels and
door casings, all intricately carved, complemented Elkins’s selection of English antiques
and accoutrements, including the dining room’s hand painted Chinese wallpaper. In the
library, although the most avant-garde room in the house, walls of tan Hermes goatskin
and leather-upholstered furnishings by Frank were adroitly tempered by Adler’s
traditional foundation: antique French parquetry, a finely carved fireplace mantel, and
doors and casings, resulting in the perfectly balanced eclecticism for which he was
renowned.

Any discussion of the Reed commission would be remiss without mentioning the
tennis house that Adler designed several years before the main house. Located at the foot
of the formal gardens, across the street from the main house, the Georgian building, with
its central lounge, his-and-hers changing rooms, and second-floor bedrooms, was
ingeniously sited at the edge of a ravine, allowing Adler to reduce the apparent scale of
the mammoth building by positioning the court ten feet below ground level. The end
result: a sunken indoor court where natural light flooded the space through a pitched glass
roof, creating, along with interior ivy-covered walls, the illusion of an outdoor setting.

The mid-1930s signaled the end to Adler’s career as an architect of the great house.
Adler’s declining health from a riding accident in 1935, as well as altered economic
conditions in the United States, prompted him to adapt to designing smaller, less grand
houses and to spend more time executing apartment interiors and the alterations and
additions that had always been a part of his demanding schedule.

Adler’s last house (he built 45 houses, 18 of which were located outside of the
Chicago area), in Pebble Beach, California, was designed for Paul and Ruth Winslow
(1948). Built low to the ground, one storied, and sided in flush boards painted white, the
Winslow house consisted of a central living room balanced by two symmetrical wings:
the dining room and service wing and the master bedroom wing. Despite the house’s
modest size, Adler’s last house was one that exemplified his ability to create grandeur
and elegance, albeit on a much smaller scale.

STEPHEN SALNY
Arts and Crafts Movement; Shaw, Howard Van Doren (United States); Historicism
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AEG TURBINE FACTORY

Designed by Peter Behrens and Karl Bernhard; completed 1910

Berlin, Germany

Largely misunderstood by the historians of the Modern movement who celebrated it as
the first major work of frank industrial architecture endowed with exceptional “functional
directness,” the AEG Turbine Factory—designed by Peter Behrens and Karl Bernhard
and completed 1910—remains the most admired and most influential of Behrens’s works.

Designed between 1908 and 1909 for the Allgemeine Elektricitits Gesesells (AEG)—
a German electrical concern founded by Emil Rathenau in 1883—the factory was placed
strategically at the southern edge of the factory complex along Huttenstrasse and
Berlichingenstrasse, facing Berlin and the world as a show front of the prosperous
industrial magnate. Complying with such expectations and following his own ideological
stance, Behrens built a magnificent iron and glass hybrid of two eminently classical
temple traditions—the Greek and the Egyptian—meant to glorify industrial might.

In accepting the challenge of designing his first industrial building, Behrens’s concern
was not to recast all of architecture in terms of industry and the machine, as was most
often the case with the next generation of modern architects. Rather, “his concern
was...levating so dominant a societal force as the factory to the level of established
cultural standard” (see Anderson, 1977).

As an adept of the Austrian art historian and critic Alois Riegel’s theory of (literally,
“artistic will” or the evolutionary force of style) and of Georg Wilhelm Friedrich Hegel’s
aesthetic historicism, exemplified in the concept of the Zeitgeist, Behrens applied in the
design of the Turbine Factory the principles that he had evolved as the leader of the
Darmstadt artists’ colony after 1901. In direct opposition to Gottfried Semper’s
“materialism,” central to Behrens’s approach was belief in the force of the artist, and art,
to transform brute everyday life into a dignified existence. Akin to the carbon
transformed under extreme conditions into a praised diamond, everyday life—and in this
case raw industry, the factory, and the machine—could be transformed under the artist’s

into an entity of high culture. Such an ideological position, applied to industry, spread
into a number of aesthetic and symbolic themes clearly reflected in the Turbine Factory.
Far from depending on primary concerns for material, technical, and functional purposes,
the factory was, in Behrens’s mind, the result of a specific concretization of selected
industrial features, filtered through the artist’s transcendental will to form. The result was
a vast crystal symbolizing the victory of art over the banality of life in an emerging
machine society. If the industrial fact at hand could not be ignored, it was not the role of
the artist to succumb to it helplessly, either. It is largely because of this position that
Behrens’s first industrial building was unprecedented in industrial architecture and
design.
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In aesthetic terms, the central conflict that Behrens faced in the design of the Turbine
Factory was the tectonic character of the ferro-vitreous wide span offered by his engineer,
Karl Bernhard, as the necessary solution for mastering the vastness of the structure and
Behrens’s adherence to the concept of since his 1905 pavilions at the Oldenburg
Northwest German Art Exhibition. The challenge was, therefore, to find a solution that
would be flexible enough to accommodate the dictates of a particular technology—
including the use of given industrial materials—while preserving architecture as the
eminent symbol of established cultural values of a modern capitalist state. The
culmination of this synthetic process was expressed in the factory’s triumphal templelike
facade with its crystalline central window of staggering dimensions that only advanced
technology could have brought about.

With his limited knowledge of any kind of building technology, Behrens had to rely
on the support of an engineer for such a vast and technically complex building. The
shifting priorities between ideology and technology in the conception of the building
necessarily resulted in a series of ambiguities and concealments that Behrens provoked
rather than avoided in a strained collaboration with Bernhard.

The structural makeup of the factory consists of an asymmetrical three-hinged arch
reinforced by a transversal tie-rod. The longer half of the arch springs vertically up to the
second hinge and then breaks in three facets before reaching the third hinge at the apex of
the arch. In properly structural terms, there was no reason for breaking the second arm
into segments. The decision was a willful intervention in the engineer’s work by Behrens
the artist. Historically, a variety of reasons have been advanced as an explanation for such
a move. Whereas Kenneth Frampton, for example, refers to a rather improbable desire to
create the shape of a farmer’s barn with its typical polygonal gable, Reyner Banham
offers a technological explanation: the need for clearance for the huge internal traveling
crane—even though the section shows that the tying rods forced the crane to run much
lower.

The chiseled gable was, in fact, the result of two specific exigencies of Behrens’s the
urge for enforced and the evocation of (sign), the crystalline symbol of life as art.
Indeed, the comparison between Behrens’s earlier representation of the priestess of
Darmstadt carrying the redemptive crystal high above her head, as well as the majestic
front of the temple-factory, reinforces the idea of a crystalshaped gable springing high
above the ground in delicate balance over the equally crystalline abstracted robe of a
priestess.

Furthermore, using the given technology for more ambitious aims, Behrens concealed
the fact that the actual structural system of the factory was made up of a series of hinged
arches by capping the building with a voluminous cornice cutting the arch at the top of its
vertical member. In so doing, Behrens created the visual impression of a trabeated system
in which the vertical members of the arches represented so many columns of a classical
temple. By the same token, the somewhat inwardly inclined glazed surfaces between the
structural members of the side elevation, along with the blown-up roofline and the
massive concrete nonbearing “corner stones” wrapping around a streamlined trapezoidal
silhouette, created a convincing case of a perfectly “stereotomic” volume inflated with
space. Thus undermining the iron framing, Behrens prevented the construction from
dematerializing into a dispersed tectonic grid—as would have been the case with the
Dutert-Contamin Gallerie des Machines—and clearly subverted any engineering
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directness. The formulation of a symbolic structure, however, did not preclude Behrens
from addressing forcefully the nature and purpose of the building.

AEG Turbine Factory, Berlin,
designed by Peter Behrens with Karl
Bernhard (1910)

© Alan Windsor

Still remaining in the realm of powerful symbolism, Behrens allowed the function of the
building to express itself allegorically not only through the exclusive use of industrial
materials on a large scale but also by evoking forcefully the dominant societal role of the
machine in the most memorable details of the building, such as the giant base hinges of
the arches set on high concrete pedestals. As has been noted, what makes the significance
and the importance of the AEG Turbine Factory, aside from actual achievement, “is that
Behrens understood that the established cultural standards must be transformed in the
process of assimilating modern industry.”
DANILO UDOVICKI-SELB
Banham, Reyner (United States); Behrens, Peter (Ger-many); Darmstadt, Germany;
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AFRICA: NORTHERN AFRICA

Compared with the rest of the continent, the countries of North Africa form an
immediately recognizable region and appear as a more cohesive bloc than do their
neighbors south of the Sahara Desert. They derive their apparent cohesion from a
common language (Arabic), a common religion (Islam), and a shared cultural identity as
heirs of the Ottoman Empire. Like their sub-Saharan neighbors, all shared the historical
experience of European colonialism and of the struggle for independence. Unlike their
sub-Saharan neighbors, however, pan-Arabism has been a more powerful force than
African unity.

On closer examination, all the countries of North Africa have developed their own
distinctive cultural identity and historic perception of themselves and their role in the
world. Egypt, with its overpowering legacy of its Pharaonic past and its small but
influential Coptic Christian minority, has always perceived itself as distinctively different
from the Maghreb (the countries to the west) and more naturally internationalist in
outlook. Morocco, which was the only country in North Africa that did not suffer the
experience of Ottoman rule, prided itself on the purity of its national culture and the
dignity of its sultanate.

At the beginning of the 20th century, the Ottoman Empire was collapsing all around
the Mediterranean: Its final death throes came after it allied itself with the German and
AustroHungarian Empires at the beginning of World War I. Egypt had effectively
become a protectorate of Britain in 1882, to the intense annoyance of France, which had
enjoyed most-favorednation status in Egypt since Napoleon’s short-lived expedition to
Egypt in 1799-1801. Algeria (or at least the coastal strip) became a French colony in
1830, to which the mountainous hinterland and the desert interior were added in 1848,
and by 1900 it was effectively part of metropolitan France. Tunisia, as a consequence of
the dey of Tunis’s indebtedness to French bankers, was annexed by France in 1881. The
Sudan, over which vast territory British troops had campaigned sporadically for 20 years,
was absorbed into the British Empire in 1899 as an Anglo-Egyptian condominium. Libya
was invaded by Italy and incorporated into the infant Italian Empire in 1912; in the same
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year, Morocco became a protectorate of France by treaty, proudly safeguarding its
cultural independence as the brightest jewel in the French imperial crown.

The European colonial experience was, with the exception of Algeria, short-lived and,
again with the exception of Algeria, relatively bloodless. Egypt gained its independence
in 1922 under the Albanian dynasty, whose founder, Mohammed Ali, had seized power
from the Ottomans and imposed himself as khedive on the long-suffering Egyptian
people in 1805, shortly after Napoleon’s expedition to Egypt. Effective independence
was not really secured until the revolution under General Neguib and until Colonel
Nasser overthrew King Farouk and seized power in 1952. With the exception of Algeria,
all other North African states gained their independence in the 1950s: Algeria, after a
long, bloody civil war between the European settlers (10 percent of the population) and
the indigenous Africans, finally followed suit in 1962. (A couple of insignificant Spanish
enclaves on the Mediterranean coast of Morocco still owe allegiance to Europe.)

For the first half of the 20th century, the architectural and urban development of North
Africa was European directed and European driven. At the beginning of the century,
European imperialism was at its apogee, and between 1900 and the outbreak of World
War I in 1914, with a few significant exceptions, colonial governments, architects, and
developers aimed to recreate Europe in Africa. By 1900 regionalism and vernacular
revivalism had become respectable, even fashionable, architectural styles in Europe in a
period when eclecticism reigned.

Physical manifestations of imperialistic rule, such as the Union Jack-inspired town
plan of the new capital of the Sudan (Khartoum) and the Hausmannesque boulevards
imposed on the organic city plan of Algiers were characteristic of this period but by no
means were universal. Equally popular were the garden suburb, garden city developments
that were fashionable in Europe: the Garden Suburb along the Nile in Cairo, the more
ambitious New Town of Heliopolis on the desert fringe of the same city, and the Parc
d’Hydra and the hilly suburbs of El Biar in Algiers were laid out in European lines for a
mainly European settler population.

(Arabism) and the Hispano-Mauresque Revival were eagerly adopted by French
architects in Algeria, as the Saracenic, Coptic, and even Pharaonic styles were adopted by
the polyglot architects practicing in Egypt.

Representative buildings of the pre-World War I period, when European imperialism
reigned supreme, were the Post Office (1890-1900, Algiers) by Tondoir and Voinot, the
Galerie Algerienne (1902, Algiers) by Voinot, and the Prefecture (1904, Algiers) and the
Hotel St. Georges (1910; now the Hotel El Djezair, Algiers), all in a highly decorative
and stylized part Ottoman, part Hispano-Mauresque style inspired by the wealth of
handsome 18th-century Ottoman buildings in the city. Also representative, in Cairo, are
the eclectically classicist Egyptian Museum (1900), the vernacular revivalist Coptic
Museum (1910), and the Beaux-Artian, symmetrically planned buildings of the Cairo
University (founded as Fuad University in 1908); in Khartoum, the neo-Byzantine
Anglican All Saints’ Cathedral (1909—-12) by Robert Weir Schulz and the late Ottoman-
style Gordon Memorial College ( 1905; now the University of Khartoum) by Fabricius
Bey and Gorringe are representative.

Lieutenant Gorringe was a British army officer serving with the Royal Engineers;
Fabricius Bey was architect to the khedive in Cairo and of southern European (probably
Maltese) origin. Under the autocratic rule of Lord Cromer, British consul-general in
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Egypt from 1883 to 1907, whose job title concealed the virtually absolute power he
wielded, Cairo and Alexandria were boom cities, and architects and engineers flocked to
Egypt from all over Europe. The indigenous Egyptian elite—the educated middle classes
who had enjoyed a privileged position in society under the Francophile rule of Khedive
Ismail before the British invasion of Egypt in 1882—were increasingly sidelined under
Cromer’s administration and agitated for a national university and for a school of fine arts
under Egyptian control. The foundation of the Ecole des Beaux-Arts in 1906 and of Fuad
University in 1908 were the results of their efforts. By 1920 both institutions (now the
University of Helwan at Zamalek and Cairo University, respectively) had schools of
architecture. Not until the 1920s, therefore, were indigenous Egyptians able to study
architecture in their own country. The few Egyptian architects who were in practice in the
early decades of the century had studied abroad at the Ecole des Beaux-Arts in Paris or at
Constantinople. A similar situation prevailed throughout North Af-

Regional Military Hospital (1982),
Marrakesh, designed by Charles
Boccaro

Photo by Christian Lignon © Aga
Khan Trust for Culture

rica: not until the Ecole Polytechnique d’Architecture et Urbanisme (EPAU) was founded
in Algiers after World War II were there any schools of architecture in North Africa
outside Egypt. Inevitably, it was well into the second half of the century before
indigenous African architects were able to make a major contribution to the physical
development of their homelands.

If the period before World War I was the high point of European imperialism, the
period between the world wars was the decline of empire; however, the architectural and
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urban development of North Africa was still almost entirely European driven. Morocco,
under its first French resident-general, Hubert Lyautey (1912-25), pursued a clear-
sighted policy of state intervention in urban development (as did Libya) after Benito
Mussolini seized power in Italy in 1922 and sought to revive the splendors of Rome’s
imperial past in Africa.

Marshal Lyautey sought conscientiously to conserve what remained of the Moroccan
architectural heritage—Hispano-Mauresque, Arab, and Berber. He stated, “While in other
parts of North Africa we only found social debris, here...we have found a constituted
empire, and with it a beautiful and great civilization.... A remarkable Morocco can be
created, that will remain Moroccan and Islamic” (quoted in Betts, 1978). However, he
was not averse to contemporary architectural developments: Auguste and Gustave Perret
designed and built the Dock Installations and Warehouses (1915) in Casablanca, but the
cities of Casablanca and Rabat were replanned on grandiloquent lines and had public
buildings that were both neoclassical and embellished with Hispano-Mauresque
decoration, as in the Law Courts (1915) in Casablanca by J.Marrast and the Post Office
(c.1920) in Rabat by J.Laforgue.

The Italian administration showed no such sensitivity in Libya, except toward the
imperial Roman sites. Tripoli was replanned as the colonial capital, and the new town
was created on provincial Italian lines, designed by the architects A.Novello and
O.Cabiatti; in building during the 1920s and 1930s, it was a prototype of Giovanni
Pellegrini’s (1936).

No such high-mindedness drove the architectural development of the other North
African countries. Where appropriate, prevailed, as in the Waqf Ministry Building
(1925) by Mahmould Fahmy Pasha and the Bank Misr (1927) by A. Laseiac in Cairo; in
general, however, North Africa followed FEuropean precedents: a pared-down
Neoclassicism in the 1920s with some commercial Art Deco in the downtown streets of
major cities, a tentative adoption of modernism, and the International Style in the 1930s.
Algeria generally set the pace: the Palais du Gouvernement General (1930; now the
Palace of Government) designed by M.J.Guiauchain with A. and G.Perret, the Maison
des Etudiants (1933) by C.Montaland, and the Town Hall (1935) by L.Claro, all in
Algiers, are no less advanced than are their contemporaries in Europe. In addition,
Algiers was the subject of Le Corbusier’s most sustained urban-planning initiatives.
Between 1933 and 1942, he published no fewer than three major plans for the city;
formal concepts first proposed for Algiers were eventually realized elsewhere (such as
the Ministry of Education building in Rio de Janeiro and the UNESCO headquarters in
Paris).

The struggle for independence and the consolidation of power after achieving it
preoccupied the governments of all North African countries during the first decade and a
half after the end of World War II (part of which was fought over North African terrain),
and the series of Arab-Israeli wars, culminating in the disastrous war of 1973 and the
devastation of the Suez Canal Zone, deprived the region of the economic security and
political stability that is a prerequisite for sound and sustained physical development. In
contrast, the final quarter of the century saw massive investment in building and a
transformation of the built environment throughout the region (with the exception of
Sudan, where a civil war has been waging for 20 years).
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The provision of adequate housing for the mass of the people has been a major priority
of all governments in the region since independence. The rehousing of immigrant
squatters on the outskirts of all major cities, the protection of the limited areas of fertile
agricultural land from population invasion, the reconstruction of the devastated Suez
Canal cities, and the creation of new towns to accommodate the overflow of population
from the major cities have become major areas of architectural activity. Hassan Fathy
was one of the first North African architects to engage seriously with the problems of
popular housing: his modest book which describes his attempt to create a humane
environment in the resettlement village of New Gourna on the west bank of the Nile at
Thebes in Upper Egypt, has been acclaimed worldwide and has transformed architects’
perceptions of their social responsibility as housing providers. Hassan Fathy was also one
of the pioneers, along with his contemporary Ramses Wissa Wassef, in the revival of
traditional materials, constructional systems, and craft skills. The bulk of his practice,
however, was the design of individual houses and villas for private clients. Abdel Wahid
El Wakil is an accomplished younger Egyptian architect designing in a similar manner.

Inevitably, however, given the enormous shortfall in housing provision, the emphasis
in most state-funded social housing schemes has been on quantity rather than quality, and
four-, five-, or six-story walk-up blocks of apartments have become the norm. Some
architects have handled such assignments well (for example, Elie Azagury’s apartment
blocks in Rabat and Casablanca [1960s] or Candilis, Josic, Woods and Pons’s residential
estate Sidi-bel-Abbes in Oran, Algeria [1950s]), but the scale of most state housing
schemes necessitates the formation of large international multidisciplinary teams of
architects and engineers, as in the huge new cities in the desert hinterland of Cairo
established by the Egyptian Ministry of Reconstruction, New Communities, and Land
Reclamation in the 1980s: Sadat City, 10th Ramadan City, and 6th October City.

Also in the state sector, major building programs for education and health care have
sought to remedy the neglect of these areas by the colonial authorities and to demonstrate
governments’ commitment to the provision of education and health care for all.
Provincial universities and regional hospitals are perceived as flagships of government
policy, and architects of international reputation are commissioned for major projects
(such as James Cubitt and Partners for the University of Garyounis, Benghazi, Libya;
Oscar Niemeyer for the University of Constantine, Algeria; and Charles Boccara for the
1982 Regional Hospital, Marrakesh, Morocco).

Tourism has generated large downtown hotels and holiday resorts. Good examples of
the latter include work by architects A.Faraoui and P.de Mazieres in Morocco, Fernand
Pouillon in Algeria, and Serge Santelli in Tunisia. In addition, the demands of tourism
undoubtedly generated several major historic and archaeological conservation projects,
the most spectacular being the UNESCO-sponsored re-erection of the temple of Rameses
IT at Abu Simbel on an elevated site overlooking Lake Nasser in Upper Egypt.

A major factor that was instrumental in the evident raising of standards of architectural
service and of the quality of architectural design in the last 20 years of the century was
the institution of the Aga Khan Award for Architecture (AKAA). Conservation of the
environment, community involvement in the design decision-making process, and the
appropriateness as well as the quality of the executed design are among the criteria for
selecting buildings for an award. The patronage of the Aga Khan through this award
scheme has both publicized and promoted, as models for other architects to emulate,
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several excellent buildings and conservation schemes in North Africa, among them the
Arts Center at Harrania near Giza in Egypt by Wissa Wassef, the revitalization of the
Hafsia quarter of the Medina in Tunis, and the Dar Lamane Housing Community in
Casablanca, Morocco.

Finally, two outstanding buildings that have become icons of their countries’
commitment to excellence in architecture and the arts are the new Cairo Opera House and
Cultural Center (1987-92) on Gezira Island by the Japanese consortium Nikkei Sekkai
Planners Architects and Engineers and the Great Mosque (1986-93) in Casablanca,
commissioned by King Hassan II from the French architect Marcel Pinseau. By way of
postscript, with about 20 schools of architecture in the region at the turn of the
millennium, the 21st century can expect a much higher proportion of buildings in North
Africa to be designed by indigenous architects than was true in the 20th century.
ANTHONY D.C.HYLAND

Aga Khan Award (1977-); Art Deco; Cairo, Egypt; Le Corbusier, Le (Jeanneret,
Charles-Edouard) (France); Egyptian Revival; Fathy, Hassan (Egypt); Hassan II Mosque,
Casablanca; International Style; Niemeyer, Oscar (Brazil); Public Housing; Ramses
Wissa Wassef Arts Centre, Giza, Egypt; Wassef, Wissa (Egypt)
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AFRICA: SOUTHERN AND CENTRAL
AFRICA

Architectural expression of the southern subcontinent and eastern seaboard of Africa in
the 20th century resonates with broader international concerns. In the first half of the
century, before decolonization, the regional styling was a direct reflection of that of the
European colonial powers—an embodiment of empire and what architecturally might
appropriately reflect statehood and civic order. After World War 11, postcolonial Africa
engaged the international architectural debate.

At the turn of the 20th century, the so-called scramble for Africa by the European
nations had created the geography of the continent, the larger portion of which bore the
pink mapping that demarcated the British Empire. The southeast and south-west
seaboards were flanked by Portuguese East and West Africa (since 1974, Mozambique
and Angola, respectively), which were at that time administered as provinces and not
nations, and German South West (to the south) and East Africa (to the north), now
Namibia (1992) and Tanzania (since 1964; in 1961, Tanganyika), respectively. On the
(flat grasslands above the escarpment) lay two independent Boer republics. While being
the political domain of farmer-pioneers of European extraction of some 200 years before,
their numbers swelled a wave of immigration of the gold rush to the Zuid-Afrikaansche
Republiek (South African Republic) of the 1880s.

The subcontinent, as it entered the 20th century, was heir to the aspirations of one
man, Cecil John Rhodes (1853—-1902), with his stated ambition to have the area from the
Cape to Cairo as a dominion of the British Empire. Architecture, through his architect-
protégé Herbert Baker (1862—1946), was to embody the expression of this ambition.
Baker can take credit for coining a style, Cape Dutch Revival, a derivative of the
domestic baroque of white-walled and curvilinear gabled homesteads of the Dutch
farmers who had settled the Cape peninsula and beyond. This was probably fired by the
Queen Anne style then fashionable in Britain, although the appreciation for vernacular
and traditional architecture fostered by the Arts and Crafts movement also played its part.
His first example of this revival, the “restoration” of Grootte Schuur (1896; since 1994,
the state president’s guest house) for his patron, Rhodes, has been shown to be a
fantastical reinvention of a once-sedate Georgian barn conversion. His homes for the
wealthy “Randbarons” on Parktown Ridge of Johannesburg follow in the Arts and Crafts
tradition, as, for example, the house known as Northwards.

A colonial war (Anglo-Boer War, 1899-1902) heralded the new century. The British
had to maintain long lines of supply and communication, and so industrialization came
into its own. Kit wood-and-iron utility buildings, popular in the diamond rush to
Kimberley and the gold rush to the Witwatersrand in the latter half of the 19th century,
came back into their own for military use. The crowning achievement of prefabrication
was the supply of parts of buildings as fortification—Iloopholes, ladders, and hatches—in
steel. These were built into blockhouses, the rest constructed from any immediately
available material. Thousands were erected, and many survive.

At that time, the independent Boer (farmer-trekkers of Dutch descent) republics had
their own architectural patrimony, a European eclecticism rooted in the Beaux Arts. The
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Department of Public Works was newly established in 1887 by President Paul Kruger
(1825-1904). The Dutch contingent of architect immigrants, with Sytze Wierda (1839-
1911) as head, brought with them current European practice. The best examples are the
Raadsaal (Legislature, 1892) and Palace of Justice (1900). This same styling manifested
in the then German colonies of German South West Africa and German East Africa, best
represented by the “Tintenpalast” (“Ink Palace,” Administrative Building, 1913,
Windhoek, Namibia). In the northern countries of Europe, Schinkel’s influence was still
strong—the tradition of brick buildings for public commissions in particular. This was
reflected in the schools, magistrate’s courts, and other utility buildings of the period, as in
the Johannesburg Post Office (1897). The colonial tradition of the Germans persists in
Dar Es Salaam and, while contributing to the architectural character of the city, was one
of the motivating factors for moving the capital inland to Dodoma. The term
“Wilhelmine,” deriving from both Wilhelm II (1859-1942), German emperor and ninth
king of Prussia, and Wilhelmina (1880-1962), queen of the Netherlands, is used for the
stylistic influences of northern European architects in German colonial Africa. It is the
equivalent of Victorian style in that both show eclecticism and revivalist styling
(particularly neo-Romanesque and neo-Gothic) but differ in their sources and treatment
of style elements, particularly domes and decorative trimmings. The style found its most
ebullient expression in his turn-of-the-19th-century Ostrich Feather Palaces, designed by
Johannes Egbertus Vixseboxse (1863—1943), in Oudshoorn (South Africa).

In the Union of South Africa (1910), which formed from the colonies of Cape and
Natal and the defeated Boer republics of the Orange Free State (Orange River Colony,
1902-10) and the South African Republic (Transvaal Colony, 1902-10), Baker and his
office, as official architect to the Church of England (Anglican Church) and favored
architect of the Department of Public Works, received numerous commissions, with the
Union Buildings (1912) in Pretoria being his crowning achievement.

A vast array of state and private commissions by the young coterie of architects was
brought into the Department of Public Works by the British administration. They belong
to the socalled Baker School, a collective term coined by Pearce (first head of school of
the University of the Witwatersrand, Johannesburg—himself a Baker boy) to cover the
works of the young architects who worked either in Baker’s office or in the employ in the
Department of Public Works in the colonies of the Free State and Transvaal (1902—10).
With its attention to craftsmanship in detail, traditional use of material to suit
circumstances, and free borrowing of styles, it dominated architectural thought for
decades after Baker’s departure. Included in the school are the works produced in his
own office and of his own imagination in the years 1902—-13, when he was resident in
South Africa; commissions carried out by his successors in the firm in the period 1913—
20 at the dissolution of the partnership; work done by previous members of the
partnership after 1920 or former assistants who established independent practices on
leaving; and then contemporary architects inspired by his work but having little or no
direct association in practice. This styling of the Edwardian period in the other British
colonies, with a mix of Arts and Crafts revivalism and neoclassicism, particularly in its
state and civic expression, was meant to aggrandize the sense of empire and, hence, is
known as the Empire style. Lutyens’s (1869—-1944) New Delhi Secretariat complex, to
which he had been jointly appointed with Baker, epitomized this style in India. Lutyens
too has his legacy in South Africa: the Johannesburg Civic Art Gallery (1915).
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Opportunities for these architects expanded to the northern colonies of Southern and
Northern Rhodesia (since 1964, Zambia, and since 1980, Zimbabwe, respectively),
Bechuanaland (1885; since 1966, Botswana), and beyond to Nyasaland (1891; since
1964, Malawi) and the East African Protectorate (now Kenya).

A reaction to British imperialism was to be found in the person of Gerhard Moerdyk
(1890-1958). Born on African soil and educated at the Architectural Association in
London, he looked to northern European precedent, particularly the Ro-

Old Stone Town, Zanzibar, Pwani Region, Tanzania
Photo by Francesco Siravo © Historic Cities Support Programme/Aga
Khan Trust for Culture

mantic Nationalism (the term derives from Kidder Smith as applied to certain early 20th-
century trends in Sweden) of the Baltic peninsula. The brooding and somber Voortrekker
Monument (1949) remains his personal triumph, although he matched the number of
Baker’s Anglo-Saxon ecclesiastic architecture with more than 80 Afrikaans Protestant
churches, built from Windhoek, South West Africa (now Namibia), to Salisbury (now
Harare, Zimbabwe). His joint appointment to the Johannesburg Station (1932) with
Gordon Leith gave opportunity for demonstrating the use of local materials and
decorative motifs and artworks (their school colleague Henk Pierneef was commissioned
for these) on a public scale. These Romantic Nationalists show diverse stylistic
influences, but central to their endeavor is an expression of the use of local material and
decorative devices. There is usually an underlying classicism and thus sometimes the use
of classical elements, although often in modern guise.

Until the 1920s, architects of the southern African subcontinent were obliged to study
abroad. The first local architectural graduates were from the Witwatersrand School
(established in 1923) and made their mark internationally. The students brought the
Modern movement to the subcontinent with their publication  (1933; the sans-serif
uncapitalized lettering a deliberate choice, showing solidarity with the Bauhaus). In their
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seminal publication, Ludwig Mies van der Rohe and Le Corbusier were heralded as role
models. Le Corbusier was sent an issue and responded with an approving letter,
published in the (vol. 20, no. 11 [1936], 381-83) and used to preface his  In this he
coined the term “the Transvaal Group,” a name that has stuck. South Africa was thus at
the cutting edge of the Modern movement in the post-Depression years. Monuments to
the period are the residential blocks built in the developing higher-density suburbs of
Johannesburg and Pretoria.

In the years directly following World War II, Expressionist modernism became
popular on the subcontinent, fired by the “Brazil Builds” exhibition (1943) and the
subsequent publication of the same name. Graduates from the architectural schools of the
Witwatersrand and Pretoria (established 1943) had a particular affinity for the style, and
the became a “Little Brazil,” a style term used by Chipkin (1993) and derived from
Pevsner’s (1953) observation that Johannesburg was “a little Brazil within the
Commonwealth.” The appellation has expanded to all southern African architecture of
the 1950s and 1960s that reflects Brazilian influence. The idiom is most flamboyant in
the then-Portuguese colonies of Angola and Mozambique, particularly in Lorengo
Marques (now Maputo), with Pancho Guedes (1925-) being its distinguished exponent.
Graduates from the Witwatersrand and Pretoria Schools (the latter established 1943) had
a particular affinity for the style, and the became a “Little Brazil,” typified by buildings
that were overtly styled against sun penetration—exaggerated louvers, and egg-crate
sun guards, with the first such building being Helmut Stauch’s Meat Board Building
(1952).

A movement with nationalist roots but without an overt political agenda was the
emergence of a regionalist school, and Norman Eaton (1902—-66) was its recognized
founder and master. He frequently traveled to East Africa, sketching and photographing,
bringing these motifs to his buildings as sculptured elements and patterning in brickwork
and paving; his Bank of Netherlands buildings (Pretoria, 1953, and Durban, 1966) are his
finest testimonies. This style, termed Pretoria Regionalism, epitomized by Eaton, is a
variant of the Modern movement where the tenets of modernism are tempered by
considerations of local material, techniques, traditions, and climate. Graduates of the
Pretoria School moved away from the aesthetic of large expanses of window and clipped
eaves toward an architectural expression of deeply recessed or screened windows and
wide eaves, verandas, and pergolas. Materials of choice were stock bricks, gum poles,
stone, and roughcast exposed concrete. Traditional elements such as downpipes and
shutters were employed, although they were reinterpreted in modern idiom.

World War II brought with it the demise of the European colonial empires.
Postcolonial Africa needed new symbols of independence. Nairobi, Kenya, as the capital
of one of the first independent southern African British colonies, engaged in a program of
high-rise building. High-rises were not new to the subcontinent. Johannesburg (South
Africa) had always been at the forefront of the tallest modern structures on the continent,
the most innovative being the Standard Bank tower, the most ambitious the Carlton
Complex. Today, it is the Reserve Bank (1990, Pretoria), in neo-Miesian style, that holds
the honor.

In the 1970s, New Brutalism, a term associated with Peter and Allison Smithson of
England, found its way across the continent through the offices of the Transvaal Institute
of Architects and the Witwatersrand School, who invited the Smithsons to visit South
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Africa. Similar influences were through the frequent visits of Fry and Drew and Paul
Rudolph from the United States. The aesthetic was an uncompromising ruthlessness,
intellectual clarity, and honest presentation of structure and materials. The University of
South Africa (Pretoria) best epitomizes this period and is possibly the largest single
commission in the world that can be ascribed to only one architect—namely, Brian
Sandrock.

Louis Kahn was also highly influential and established a committed following among
local students who had gone to Philadelphia to do postgraduate studies under him. Roelof
Uytenbogaardt (1933-98) is possibly the most esteemed local protégé, and his Steinkopf
Community Centre (1985) is probably the best architectural example, although his
contribution as teacher of urban design at the University of Cape Town remains his
enduring legacy. Unfortunately, his honest opposition to the apartheid state denied him
any commissions of substance.

In the late 1960s there arose an international interest in traditional African
construction and styling provoked by the Museum of Modern Art exhibition
“Architecture without Architects” (1964). A concern for alternative low-tech architecture
gained further impetus with the oil crisis of the 1970s. Hasan Fathy (1900-89) was
teaching mud construction up north, where both tradition and vernacular were explored
as precedent; his critical sensitivity catalyzed a reevaluation of the architectural heritage
of the subcontinent. There is now a concern for conserving traditionally African cities,
monuments, and settlements (such as Zanzibar, Mozambique Island, and Great
Zimbabwe). Restoration in the 1990s of Stone City, an Arabic heritage of Zanzibar, with
assistance by the Aga Khan Foundation, is a case in point. A rise and growth of Islam has
witnessed a revival in the tradition of mosque buildings, with Mohammed Mayet being a
practitioner particularly skilled in interpreting the type. The largest such building to date
is the Kerk Street Mosque (started 1994, under construction) in Johannesburg.

Attempts to translate an understanding of the architecture of Africa into a body of
theory have been termed “Afrocentricity” (Hughes, 1994), an understanding directed at
African-American practitioners that has searched find a theory of Afrocentric architecture
through a process of using observed empirical data based on three principal areas of the
built environment: historic prece-dent (including ancient civilizations and monuments),
cultural elements (including customs, ceremonies, and living patterns as well as
representational aspects of artifacts), and elements of the environment (including climate)
and ecology (including geologic conditions and physical features).

African sensibilities in architecture find their best expression in buildings as
ensembles rather than as individual set pieces. Liberated states needed new capitals, and
it is here that the expression of African spaces is made. Dodoma, as the newly conceived
capital for Tanzania, is a people’s forum, a space for the meeting of governance and
populace. Lilongwe, the designated new capital of Malawi that was meant to replace
Blantyre, has ambitious intentions of pedestrianized boulevards and vehicular routes but
languishes as it derives from the personal ambitions for aggrandizement of the president.
An interesting new capital is Mafikeng, provincial capital of North West Province, South
Africa, conceived as the “capital,” Mmbatho, of “the independent homeland” of
Boputhutswana. This had been done as part of the apartheid ideology of Bantustans (the
suffix “-stan” being a cynical attempt at exploiting Balkanization through association
with the separation of India and Pakistan at independence, which had the support of the
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international community). It was meant to supplant nearby afiking, which had served as
the out-of-country administrative center for the Bechaunaland protectorate until the
protectorate became the independent state of Botswana and relocated its capital to
Gaborone. In the Legislative Administration Building (1982), Britz and Scholes explore
the traditional or place of gathering, built in monumental brickwork and expressed in
Kahnian style and scale. Yet there is a pervasive sense of an African place in the spaces.

At present, some.practitioners on the African continent meet the ongoing challenge of
designing affordable, appropriate, and sustainable architecture. The Eastgate Building
(1996, Pearce Partnership) in Harare serves as an example, as does the Appropriate
Technology Centre (1999, Stauch Vorster, MOM) in Gabarone, Botswana. There are,
outside the mainstream of commercialism, architects who engage with communities as
clients and attempt to express their clients’ concerns and financial circumstances in built
form; for example, Liebenberg Masojada (Kwadengezi Cemetery reception area, 1995,
Kwa-Zulu Natal, South Africa), Design Workshop (Warwick Avenue Bridge Market,
1999, Durban, South Africa), and CS Studio (Uthago Lotyebiselwano [Learning Centre],
Nyanga East, South Africa).

Under the auspices of the Commonwealth Association of Architects, those schools of
architecture established in the emergent independent African states once under British
rule partake in academic exchange and scrutiny of their teaching programs by
accreditation boards. More and more architectural graduates are emerging from these
institutions, and as time passes, their contribution should become more apparent.

ROGER C.FISHER
Aga Khan Award; Baker, Herbert (England and South Africa); Lutyens, Edwin
(England)
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There is not much by way of contemporary writing on the architecture of the southern
subcontinent of Africa. Various tourist guides give access to some of the buildings as part
of the tourist itinerary but often lack pertinent architectural information. Recent
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AGA KHAN AWARD 1977-

The Aga Khan Award for Architecture was established in 1977 by His Highness the Aga
Khan, the 49th hereditary Imam of the Shia Ismaili Muslims, to enhance the
understanding of Islamic culture and its architecture. The program, administered by the
Aga Khan Trust for Culture, recognizes and awards architectural excellence, with special
concern for contemporary design, social housing, community development, restoration,
conservation, and environmentalism. One of the principles of the Aga Khan Foundation
has been to encourage sustainability whereby recipients of the Aga Khan’s largesse
would themselves be able to reinvest in the future of their own communities. The Aga
Khan’s influence is widespread and includes the establishment in the United States of the
Aga Khan Program for Islamic Architecture (1979), jointly run by the Massachusetts
Institute for Technology and Harvard University, and the creation of the Aga Khan
Award for Architecture.

In 1976 the Aga Khan announced that he would establish an architectural award as a
means of fostering the growth of a modern and vibrant Islamic architecture within the
context of rich and valuable traditions. In spanning political and geographical boundaries,
a major objective of the award was to create an overarching sense of unity for the Muslim
world, in spite of distinctive and sometimes disparate cultures. “Excellence in
architecture” was attributed not only to examples of finely designed architecture, but also
to community projects, such as housing for the poor and civil engineering works, clearly
demonstrating the future direction of the Aga Khan Award for Architecture.

In 1988, the Aga Khan reorganized his network of philanthropic institutions. The Aga
Khan Award for Architecture was transferred from the Aga Khan Foundation to the
newly established Aga Khan Trust for Culture, also responsible for the Historic Cities
Support Programme and the Education and Culture Programme. The goals of these
cultural agencies were aligned with the Aga Khan’s original list of challenges for the
Islamic world—pursuit of excellence in architecture and related disci-plines, conservation
and re-use of historic buildings and spaces, and education for architects and urban
planners. A fourth objective of the Trust for Culture was to encourage the interchange of
ideas to enhance awareness of the relationship between historic and contemporary
Muslim cultures and their built environments.

On occasion, the Aga Khan has bestowed a special Chairman’s Award to recognize
outstanding achievement in Muslim architecture. In 1980 the first was presented to
Egypt’s Hassan Fathy, architect, artist, and poet, particularly acknowledging his
encouragement of vernacular building systems and his work improving the built
environment of impoverished peoples. Others have followed and include Rifat Chadirji of
Iraq and Geoffrey Bawa of Sri Lanka.

Recipients of the Aga Khan Award for Architecture have now totalled 80, and they
have been as diverse as the cultures they represent. One of the most prevalent themes
throughout the history of the award has been the social responsibility of architecture. This
was reflected in the 1980 award to the Kampung Improvement Programme in Jakarta, the
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Grameen Bank Housing Programme in Bangladesh (1989 award), and the multiphased
Hafsia Quarter project in Tunis (1983 and 1995 awards). Such humanitarian
considerations were also evident in awards given for educational and medical facilities,
such as the Medical Centre in Mopti, Mali (1980 award) and the Lepers Hospital,
Mabharashtra Province, India (1998 award). Another major award theme was heritage
preservation, as evidenced by the awards for restoration of Jerusalem’s Al-Agsa Mosque
(1986 award), conservation of Old Sana’a in Yemen (1995 award), and restoration of
Bukhara Old City, Uzbekistan (1995 award). Juries concerned with self-sustainability
often appreciated projects demonstrating the viability of vernacular construction
techniques and traditional building forms or the use of locally available materials. This
priority is evident in the Yaama Mosque in Tahoua, Niger (1986 award) and the Stone
Building System employed in Dar’a Province, Syria (1992 award).

Despite the fact that the Aga Khan Awards for Architecture have so far been
principally bestowed on projects in North Africa, the Middle East, and Asia (the only
central European recipient was the Institut du Monde Arabe in Paris), the international
architectural community has steadily developed an interest in the awards. Because
cultural, religious, and economic conditions in most Muslim countries differ so much
from Western societies, a lack of sympathy for the priorities of the award program
persists, although the expanding cadre of skilled Islamic architects and planners is
helping to alleviate this.

This awards program has significantly inspired the architectural representation of
Islamic culture during the past 25 years. At a time when many of these cultures were
threatened by Western influence, by economic failure, and by political violence, the Aga
Khan’s initiative reminded everyone of the quality of this cultural heritage. At the same
time, the award’s broad scope, with its emphasis on alleviating living conditions of the
poor, on sustainability, and on the environment, has encouraged innovative solutions to
rapidly worsening societal problems. Although this award does not fit the mold of
Western architectural perceptions, its initial priorities were clearly established and are
constantly evolving to meet the needs of many cultural communities. Emphasizing not
only contemporary architecture, but also historic architectural traditions threatened by
reconstruction and development, the Aga Khan Award for Architecture has helped to
create a means of expressing Islamic ideals in a modern context. The award promotes a
sense of pride in Muslim culture, and the vast number of submissions has facilitated
documentation of over 6,000 works of modern Islamic architecture, providing inspiration
for future generations.

RHODA BELLAMY
Alliance Franco-Sénégalaise, Kaolack, Senegal; Bawa, Geoffrey (Sri Lanka);
Chadirji, Rifat (Iraq); Entrepreneurship Development Institute, Ahmedabad, India; Fathy,
Hassan (Egypt); Great Mosque of Niono, Mali; Giirel Family Summer Residence,
Canakkale, Turkey; Haj Terminal, Jeddah Airport; Ministry of Foreign Affairs, Riyadh,
Mosque; Mosque of the Grand National Assembly, Ankara, Turkey; National Assembly
Building, Sher-e-Bangla Nagar, Dhaka; Social Security Complex, Istanbul;
Sustainability/Sustainable Architecture; Vidhan Bhavan (State Assembly), Bhopal;
Yaama Mosque, Tahoua, Niger
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Further Reading

A monograph has been published for each cycle of the Aga Khan Award for Architecture

that reviews the successful entries, describing the jury and the selection process. These

volumes also include essays discussing contemporary issues pertaining to Islamic

architecture.
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Architecture and Academy Editions, 1995
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Michell, George (editor), London: Thames and Hudson Ltd., 1995

Ozhan, Suha, “Legacies of the Future” in edited by Cynthia Davidson, London: Thames
and Hudson Ltd. and The Aga Khan Award for Architecture, 1998

Robson, David (editor) with Kenneth Frampton and Charles Correa, London: Thames and
Hudson Ltd. and The Aga Khan Award for Architecture, 2001

Steele, James (editor), London: The Aga Khan Award for Architecture and Academy Editions,
1992

AGREST, DIANA, AND MARIO
GANDELSONAS

Architects, United States

Agrest and Gandelsonas, Architects, is an internationally recognized firm that was
established by its principals, Diana Agrest and Mario Gandelsonas, in New York in 1980.
With a focus on architecture, urban design, and interior design in relation to the city, the
firm has been an integral part of New York’s architecture community. Celebrated for
their work in developing an understanding and practice of architecture through lin-
guistics and semiotics, Agrest and Gandelsonas have been instrumental in advancing the
course of contemporary architecture in the wake of late modernism. Establishing a self-
named critical practice in which writing, drawing, and building would have equal weight,
they have played a key role in the architecture community’s reevaluation of design as part
of a larger cultural context.

Natives of Buenos Aires, both Agrest and Gandelsonas were educated at the
University of Buenos Aires School of Architecture and studied linguistics with the
French semiotician and philosopher Roland Barthes in Paris. Arriving in New York in the
late 1970s, they became Fellows of the Institute of Architecture and Urban Studies,
where they played key roles in establishing the institute as both educational venue and
publisher of periodicals such as and Agrest is adjunct professor of architecture at The
Cooper Union for the Advancement of Science and AA in New York and has taught at
Princeton, Yale, and Columbia universities in addition to lecturing throughout the world.
Gandelsonas is the 1913 Professor of Architecture at Princeton and has taught at Yale,
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Harvard, the University of Illinois, and the University of Southern California. He has also
lectured widely throughout the world. Authors and coauthors of a number of books on
architecture, urbanism, and architectural theory, Agrest and Gandelsonas are also
responsible for a series of seminal essays and articles that have fixed their place in the
history of architecture. Agrest is the author of (1991), a collection of essays on
the relationship between architecture and larger cultural phenomena, as well as editor of
another collection of essays, (1996), whereas Gandelsonas has published two books
documenting his unique approach to the formal analysis of the American city:  (1991)
and  (1999). Jointly, Agrest and Gandelsonas produced their own monongraph,
(1995).

Moving away from the rational, purist, and autonomous architecture that characterized
so much of modernism, Agrest and Gandelsonas have looked outside and around the
actual discipline of architecture to inform their approach to working within the field.
Drawing on such diverse sources as history, semiotics, language, psychology, and film,
they have taken their architecture beyond exercises in formal manipulation to reflect
culture and society at large. Their point of reference has been that of a broad sociocultural
spectrum rather than strict formalism. Agrest’s insightful essay, “Design versus Non-
Design,” originally published in  (1979), is a poignant refutation of

=

Melrose Community Center, view from south garden, Bronx, New
York, designed by Agrest and Gandelsonas Architects (2000)
© David Sunberg/Esto

an unthinking formulaic attitude toward design and a call to acknowledge the merits of
that which is less self-consciously designed. Gandelsonas’s often-quoted “On Reading
Architecture” (1972) asked the design world to pause and recognize the textual capacity
of architectural design as a language in and of itself.
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An intensely felt and highly unique perception of the city has formed the basis of this
firm’s work, whether it has been for competitions, buildings, or interiors. Reading the
city as a text, the architects have continuously analyzed, both verbally and visually, the
forms, programs, signs, and symbols of the urban condition. Taking the American city as
their primary subject, they have identified on a number of levels the systems and
hierarchy of the structure of the city while deriving meaning from their forms and
compositions. Continuously reassessing the relationships between fabric and monument,
street and plan, and nature and artifice, the duo keeps the analysis fresh and ready for
further interrogation. Gandelsonas’s striking analytic diagrams of the American city,
which have become a trademark of his investigation into urban morphology, have
brought plan, street, building fabric, monument, and nature into a concert of form that is
at once artistically appealing and scientifically legible.

A clearly defined idea or concept is central to every project that the firm of Agrest and
Gandelsonas develops. Intertwining theory with practice, they treat research, analysis,
and writing as part of their practice and practice as part of their theory. They perceive
architecture as possessing three distinct phases—writing (text), drawing (graphic), and
place (building)—and embrace each for what it brings to furthering the role of
architecture within the culture at large.

While giving careful consideration to historic and contextual parameters, they explore
material and technical possibilities for giving shape and meaning to the projects they
design, whether it is for a building, an interior, or an object.

A trio of apartment buildings in Buenos Aires (1977) that explored issues of scale,
typology, and material while responding to historical and contextual conditions within
both classical and modern idioms established the identity of Agrest and Gandelsonas in
the built environment. A series of much published and exhibited proposals for reshaping
the American city have acted as a barometer of their intellectual investigations at the
level of urban design and have ultimately led to practical applications. Their Vision Plan
for Des Moines, lowa (1992), rejects the notion of the master plan and instead embraces
the fluid permutations and idiosyncrasies that sociopolitical and economic factors can
lend to urban design. Their South Bronx Community Center (2000) presents a footprint
that is contextual and object like at once. Although a linear blocklike element refers both
to the tower-in-the-park type of housing project in which it is set as well as a generic
block of fabric, its prominent oval form acts as both marker in the city and reference to
the idea of object endemic to the midcentury modernism of the housing project it is built
within. Designs for houses, both built and unbuilt, have provided exercises for the
architects in the manipulation of typology, scale, and compositional sequence. The Villa
Amore (1990) in Southampton, New York, reinterprets the Shinglestyle house as a
grouping of “found objects” in a modern idiom. The urban interiors of this pair of
designers have been directly responsive to the city while acting as testing grounds for the
design of objects that blur the distinction between furniture and architecture. The design
of an apartment on Central Park West (1988) was a veritable laboratory for the testing of
material and form as catalyst between furniture and architecture.

Architects, writers, and educators with an indomitable spirit for exploration and the
shedding of light on the multiple perceptions of architecture, Agrest and Gandelsonas
have had a profound influence on generations of students, critics, architects, and the
general public. They continue to read and research the city as both foundation and testing
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ground for their work while slowly but surely enhancing the urban landscape with the
fruit of that investigation.
CHRISTIAN ZAPATKA

Selected Works

Building 1, Buenos Aires, Argentina, 1977

Building 2, Buenos Aires, Argentina, 1977

Building 3, Buenos Aires, Argentina, 1977

Upper East Side Townhouse, Manhattan, 1985

Framings, Bill Robinson Showroom, New York, 1985

Interior on Park Avenue, New York, New York, 1986

Interior on Central Park West, New York, New York, 1987-88

House on Sag Pond, Southampton, New York, 1989-90

Vision Plan, Des Moines, lowa, 1990-92

Des Moines International Airport, Des Moines, lowa, 1992

A Town Plan for 10,000, Shanghai, People’s Republic of China, 1996

Vision Plan, Red Bank, New Jersey, 1992-97

Pool House, Sagaponack, New York, 1998-99

Las Casas, Jose Ignacio, Uruguay, 199702

Melrose Community Center, South Bronx, New York, 2001

Breukelen Community Center, Brooklyn, New York, 2002—05 (expected completion
date)
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“Critical Remarks on Semiology and Architecture,” 9, no. 3 (1973)
“Semiology and Architecture: Ideological Consumption or Theoretical Work?” 1 (1973)
“Semiotics and the Limits of Architecture,” in  edited by Thomas A.Sebeok, 1977
“Architecture as Cultural Practice,” 114 (March 1980)
“On Practice,” 114 (March 1980) 1995

By Diana Agrest:
“The Sky’s the Limit,” 60 (December 1975)
“Architectural Anagrams: The Symbolic Performance of Skyscrapers,” 11 (Winter 1977)
“Towards a Theory of Production of Sense in the Built Environment (1968—-72),” in edited by

Stanford Anderson, 1978
“The Architecture of the City” (interview with Aldo Rossi), (September 1979)
“Design versus Non-Design,” 27 (1979)
“The City as the Place of Representation,” 113—114 (City Segments) (January 1980)
“Notes on Film and Architecture,” (September 1981)

edited and principal essay by Agrest, 1982
“Architecture of Mirror/Mirror of Architecture,” 26 (1984)
“Architecture from Without: Body, Logic and Sex,” 7 (1987)
1991
edited by Agrest with Patricia Conway and Leslie Kanes Weisman, 1996
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By Mario Gandelsonas:

“On Reading Architecture,”  (March 1972)

“Linguistics, Poetics and Architectural Theory,” 1, no. 2 (Fall 1974)

“Semiotics and Architecture,” 64 (April 1976)

“Theoretical Landscapes,” 11 (1976)

“On Reading Eisenstein, Reading Piranesi,” 11 (1978)

“From Structure to Subject,” 17 (1979)

“From Structure to Subject: The Foundation of an Architectural Language,” in edited by Peter
Eisenman, 1982

AGRICULTURAL BUILDINGS

The critic Robert Venturi has referred to gas stations and other vernacular structures
located along commercial strips as “decorated sheds.” His use of the name of a utilitarian,
work-oriented structure suggests that sheds, barns, and other such structures are most
importantly utilitarian; nevertheless, they also possess meaning that is based on a
definable structural program. Buildings used in American agriculture possess clear
structural forms, but their emphasis as work buildings also allows them to function as a
material artifact of changes in the social and economic context of labor on the American
farm.

The agricultural landscape is a composite of many structures designed around the
natural cycles of planting, harvest, and maintenance that define farm labor. Such
component structures might include those designed for a specific animal (such as chicken
houses), specific storage (milk houses or springhouses), limited processes (smokehouses,
summer kitchens, sugarhouses, evaporators), grain and fodder storage (granaries,
corncribs, silos), and even fencing. Most important, however, such structures are
sublimated in the overall layout to the central barn. The American plantation serves as an
example that did not use the central barn and instead relied on sprawling compounds of
smaller buildings around one central home (the big house); most American agriculture,
however, operates on a central plan defined by the barn.

The American barn is one of the nation’s most ubiquitous architectural signifiers. In
addition to its obvious utilitarian function, to many observers the barn is a symbol of the
rugged individualism that Thomas Jefferson and others connected to the American
yeoman farmer. The barn and the farm that it supports became one of the most flexible
mechanisms for American expansion. A closer analysis of specific barn styles and types
reveals overall diversity while suggesting continuity between region, ethnic groups, and
general agricultural function.

Prior to 1900, barns were primarily wood, although sometimes constructed from brick
or stone. Most barns function as a mixed-use facility, prioritizing storage, shelter, and
ventilation. Many barn styles integrated stables and other areas to shelter animals. Often,
silos or areas in which to store feed were then also integrated into the site. Crib barns, for
instance, contained storage facilities within the structure; more often, tall, cylindrical
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silos would be incorporated into the overall plan in order to free up the interior space for
storing machinery. Thus the program of the American barn prioritizes functionality.

Barns, like many of the site’s supporting structures, followed the most general design
patterns. Plank framing supported expansive walls, which were then normally covered in
planking. Traditional Anglo-American joining (based on carving joints to make them
interlock), of course, served as the ancestor of the better-known balloon frame, which
replaced such joints with nails. Standardized parts, simplified joints, and two-story studs
and bearers link the balloon-frame form to traditional carpentry. In such a design,
studding was placed at a minimum. As tools and mechanization changed by 1900,
balloon framing became a standard form, and even as materials changed in the 20th
century, the balloon frame remained the norm. Although many farmers or agricultural
corporations have opted for manufactured buildings sided in fiberglass or aluminum
panels, the structural support remains extremely similar to the original balloon frame.
Flooring, however, has added structural support by incorporating a solid cement founding
where formerly dirt or planks served the facility.

Prefabrication, as an architectural pattern, grew out of increased technology. By the
turn of the century, the timber-rich Pacific Northwest, upper Midwest, and Southeast
were the headquarters of corporations that sold prefabricated, mail-order farm buildings
and commercial structures. During World War II, the Seabees, a portion of the U.S.
Navy, created prefabricated, all-purpose buildings that could be manufactured in the
United States and shipped anywhere. The Quonset hut was made from preformed wooden
ribs sheathed with corrugated sheet steel and fitted with pressed-wood interior linings.
After use in the war, more than 170,000 of these structures would return to the United
States for use in agriculture and industry. Prefabrication had even more application in the
utilitarian world of agricultural structures than in the suburban countryside, where it
would be applied by William Levitt (1947) and others.

As agriculture expanded westward, infrastructural links became major components in
connecting the agricultural hinterland to railroad corridors. Following the completion of
the transcontinental railroad in 1869, the entire American West would be linked by
technology as “hinterland” to Chicago and other developing shipping centers. The
program of the rural, agrarian landscape remains dominated by this economic
relationship. Most prolific, grain elevators serve as tremendous storage facilities at
railroad termini. Industrial architecture of the early 1900s was widely influenced by
European modernism and particularly Walter Gropius, including these massive
compounds for grain storage and transshipment of steel or concrete tubes (from one to
hundreds). Located in towns and shipping ports, these facilities became fully automated
with electricity in the 20th century.

Technology has allowed the contemporary agricultural landscape to sprawl over land
often hostile to farming. Hydraulic management allows vast tracts of the American West,
particularly the Great Plains and California’s Central Valley, to produce enough goods to
feed the entire world. Located west of the isohyetal line of 20 inches, such locations lack
the necessary rainfall for agriculture. Building on hydraulic concepts developed by
natives of the Southwest and of Utah Mormons, federal subsidies initiated by the 1902
Reclamation Act have helped to finance infrastructure that spreads the limited water
resources of the West among the arid regions. Additionally, many farmers in the Great
Plains have drilled into aquifers, including the Ogallala, and then planted circular fields
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irrigated by center-pivot watering systems. The extension of agriculture into such regions
is a technological wonder of American society; however, it also makes farmers
precariously dependent on the management of a limited resource.

Patterns in agricultural buildings have not all solely followed a program of utility. As
large agricultural corporations have taken over lands of the midwestern and western
United States, preservationists throughout the nation have sought to preserve the image of
the independent yeoman farmer. Most often, this effort has seen organizations such as the
National Farmland Trust raising funds to preserve older farmsteads that are threatened by
suburban or urban expansion. Another social change to the farm structure relates to
Venturi’s idea of the decorated shed. For many years, the largest shed, the barn, was
viewed as a billboardin-the-making. Tobacco companies often painted an entire side of
the barn with advertisements for Mail Pouch or Red Man. As part of the antismoking
furor of the late 1990s, these billboards were banned and removed. The barn has
consistently belied its status as purely a utilitarian structure to inspire and exhibit social
ideas and ideals.

BRIAN BLACK
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AHMEDABAD, INDIA

Described by 16th-century European travelers as “the handsomest town in Hindustan,
perhaps in the world,” in the 17th century as a “city comparable in size and wealth to
London” and as “the Manchester of the East” for its thriving textile industry, Ahmedabad
eventually hosted an architectural treasure trove in the 20th century. This metropolis in
western India, with a population of more than 2.8 million, is home to four key buildings
designed by Le Corbusier (1887—-1965), the well-crafted Indian Institute of Management
Campus (1962—73) by American architect Louis I.Kahn (1901-74), and outstanding
projects by leading Indian architects Charles Correa (1930), Balkrishna Doshi (1927),
and Achyut Kanvinde (1916).

Named after its founder, Ahmed Shah, Ahmedabad was established in 1411 on the site
of Ashawal, an earlier trading settlement that was abandoned in the 11 th century.
Occupying the east bank of the Sabarmai River, the original city of Ahmedabad,
popularly known as the Old City, continues to serve as a distinct commercial and
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residential core of the present-day metropolis. With the building of the Ellis Bridge in
1870 (a wooden structure replaced by steel in 1882) and subsequent construction of a
series of reinforced-concrete bridges capable of withstanding monsoon floods, the city
started to expand across to the west bank. New bridges opened the less crowded west, or
right, bank of the river. The empty west bank was more attractive for development
compared with the crowded east side. This remains so today, even as the city is now
spread equally on both sides of the river. The expansion of the west bank in the 20th
century encouraged a wide range of new architecture. It would be a mistake, however, to
overlook the Old City, because the living architectural heritage from the last five
centuries can be found alongside 20th-century buildings. Noteworthy modern projects in
the Old City include the Premabhai Hall (1972) and the Central Bank of India Head
Office (1966) by Doshi, the Reserve Bank Headquarters (1969) by Hasmukh Patel
(1933), the Roman Catholic Church of Gaekwad-ni-Haveli (1979) by Leo Pereira (1943),
and the Geodesic Domed Calico Shop (1962) by Gautam (1917-95) and Gira Sarabhai
(1923).

Foundations of 20th-century architecture of Ahmedabad are primarily Western in
origin, beginning in the early 19th century, when the British took control of the city from
the Maratha kings. They established a military cantonment to the northeast of the Old
City in 1830. The railway was introduced in the 1860s with the first textile mill. In the
1870s, new gates were opened in the city wall, and large portions of it were pulled down
after World War 1. Early expansion of modern Ahmedabad occurred on the side of the
Old City and in the direction of the cantonment. Suburban Shahibagh still holds a number
of well-designed homes of the rich mercantile class, including the Retreat (1936)
designed by Surendranath Kar (1892—1970), and Le Corbusier’s ground-hugging, vaulted
structure of the Sarabhai House (1951).

The completion of the Ellis Bridge was followed by increased development on the
west side of the river. Not too far from the bridgehead emerged the educational complex
of Gujarat College (c.1890), an eclectic Public Works Department project with Gothic,
Tudor, and local touches, where the George V Hall (1910) was renamed Mahatma
Gandhi Hall after India’s independence. Other important buildings include the Town Hall
(1940), designed by an influential British architect, Claude Batley (1879-1956); the
Bombay-based partnership of Gregson, Batley, and King is inspired by Indian traditions
and Western classical orders. The Town Hall, the Relief Cinema (1940), and the
Electricity House ( 1940) do not bear the typical stylistic imprint of these architects;
rather, the Art Deco and the International Style architecture seem to have inspired all
three buildings.

The Postindependence Era

Ashram Road, the main traffic artery connecting all bridgeheads along the west bank of
the Sabarmati River, begins near the Subhas Bridge to the north and ends near Sardar
Bridge to the south. A host of important civic structures are located along this road,
including Charles Correa’s Gandhi Smarak Sangrahalaya (1963), located less than 100
yards from the Hriday Kunj (heart grove) in the Sabarmati Ashram, where Gandhi
resided from 1917 to 1930. Built around 20-foot-square modules only 7 feet high with
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hutlike structures that are interconnected and with courtyards, this modest and inspiring
edifice holds letters, photographs, and other documents of Gandhi. Kanvinde’s Darpana
Dance Academy (1968) fits beautifully with nature and its surroundings. To the south of
the Gandhi Bridge lies the wellknown Mill Owners’s Association Building by Le
Corbusier. The southernmost crossing of the river at Sardar Bridge is the cultural
prescient of Ahmedabad; Le Corbusier’s recently refurbished museum, or the Sanakar
Kendra (1954-57), the reinforced-concrete folded plate structure of Tagore Memorial
Theater (1962) by Doshi, and the rambling National Institute of Design Campus (1961)
by Gautam and Gira Sarabahi are all located here.

The westward growth of suburban Ahmedabad continued rapidly in the
postindependence period. A number of welldesigned private residences can be found in
these neighborhoods, including the Shodhan Villa (1951-54) by Le Corbusier, which,
according to his “recalls the ingenuity of the Villa Savoye...in a tropical Indian
setting.”

A number of educational and research institutions beyond these suburbs represent
significant contemporary architecture of Ahmedabad, including the Gujarat University
main buildings (1947) by Atmaram Gajjar (1901-61); a fine range of projects by
architect Doshi, including the Institute of Indology (1957-62), science buildings (1959—
62) for Gujarat University, the School of Architecture (1966—68), the Gandhi Labor
Institute (1980-84), and the Hussain-Doshi Gufa (1992-94), a mosaiccovered cavelike
exhibition structure; the Ahmedabad Textile Industries Research Association Facility
(1950-52) and the Physical Research Laboratory (1954) by Kanvinde; and the Newman
Hall (1970) and the Indian Space Research Organization (1975), two beautiful brick
complexes, by Hasmukh Patel. The Nehru Center for Environmental Education (1988—
90) by Neelkanth Chhaya (1951) and the Entrepreneur Development Institute (1985-87)
by Bimal Patel (1960) represent projects by young Indian architects. Louis Kahn’s
brooding brick complex of the Indian Institute of Management has served as an
inspiration to many of these projects.

Although the recent urban growth of Ahmedabad has not been very coherent and is
continuing in a rather uncontrolled fashion, a few housing projects provide attractive and
affordable places to live. For example, the Ahmedabad Study Action Group’s Housing
Rehabilitation Project (1973-75) provides housing for about 2,500 flood-affected
families in the southern suburb of Vasna. It combines a series of housing clusters around
a sequence of open spaces, well suited for community activities. In his Life Insurance
Corporation Project (1973—76), Doshi employed a stackable urban row house model that
allows users to expand their units. Architect Kamal Mangaldas’s (1938) narrow-front row
house project for Sanjay Park (1985) and the duplex-type Gulmohur Luxury Housing
(1986) support a sense of community and self-sufficiency by organizing rows of housing
around a cluster of amenities. However, such projects are few and far between.
Nevertheless, these enlightened housing and architectural projects distinguish
Ahmedabad from other rapidly expanding Indian cities.

VIKRAM BHATT
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AIRPORT AND AVIATION BUILDING

Airports were a novel development without precedent. Although similar to railway
stations, aircraft had quite different architectural requirements to passenger trains. This
did not deter designers in the early 20th century from using the styling of train stations
and train interiors in their designs for the new airport terminals and aircraft cabin
interiors. Much as the great railway stations encapsulated the engineering achievements
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of the 19th century, airport terminals were to become highly visible indicators of
technological advancement for nations and global cities in the 20th century.

The symbolism of airport terminals was present almost from the outset, but it has
undergone significant alteration over time, from the oversized modern designs of the
1930s; to expressive structures such as Eero Saarinen’s eaglelike TWA Terminal,
Idlewild, New York (1962); to the futurist high-tech terminals of the 1980s and 1990s. In
the mid-1960s, Paul Andréau’s centralized Terminal 1 at Charles de Gaulle International
Airport, Roisy-en-France (1974), demonstrates how air terminals had evolved into large
complex megastructures that were purely sys-tems to deal with enormous numbers of
travelers. The air terminal type embodied an inevitable romanticism about flight and
movement in contrast with the reality of scale and flexibility in an environment subject to
rapid unrelenting change.

Aircraft have changed enormously since that first flight at Kitty Hawk, North
Carolina, in 1903. The changes in commercial aircraft design over the 34 years that
separate the Douglas DC-3 (1935) from the Boeing 747-100 (1969) have been
staggering; airports raced to keep up with the new aircraft and airline needs. The much
increased seating capacities, safety, reliability, speed and range of aircraft lowered costs
and increased the popularity of air travel, which encouraged ever greater numbers to fly;
in turn, airport terminals around the globe were confronted by new pressures to expand
facilities. The one constant factor in airport terminal design was change—swift,
unrelenting, and unpredictable. Airport terminal design is a contest between the rival
claims of centralization and dispersal, between providing minimum passenger walking
distances on the landside and dispersal on the airside to take advantage of the
maneuverability of airplanes.

The challenge of mass air travel in the 1990s led to the building of extremely large
terminals to handle upward of 35 million passengers per year in an unprecedented
expansion of airports around the world that culminated in a stunning new architectural
synthesis. This new generation of terminals were hugely complex, giant high-tech steel
sheds that responded to the demands of extreme efficiency and a renewed emphasis on
architectural expression. Indeed, it is hardly an original observation to say that much as
train stations were the great popular monuments to 19th century industrialism, in the 20th
century, these extraordinary airport terminals similarly express the pinnacle of 20th
century achievement in architecture and construction.

The new terminals are almost cities unto themselves, albeit rampant metropolitan
fragments, populated by hoards of transient nomads. The introduction of lightweight tent
and tensile forms in Saarinen’s elegant terminal at Dulles International Airport,
Washington, D.C. (1962), and later in the new Haj Terminal, Jeddah, Saudi Arabia
(1978), and at Denver, Colorado (1995), and Kuala Lumpur, Malaysia (1998),
international terminals reinforced this incipient nomadic connection.

Whether the strategy of building ever-larger terminals proves effective and they are
the forerunners of even larger terminals in the future, or whether other factors—air traffic
density, weariness of the traveling public—intervene to limit size, time alone will tell.
The great size and cost of the new terminals may yet prove to be their undoing. Of all the
new building types to emerge in the 20th century, and notwithstanding the skyscraper,
these new terminals speak more vividly and eloquently than any other mass movement by
peoples across the globe. Starkly contrasting with the tragic events of the 20th century,
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the horizontal steel-and-glass terminal is a cathedral whose standardized open space,
immersed in light, encapsulates mankind’s dream of freedom.

The earliest airline routes—both national and international—began across Europe in
spring 1919. The first generation of airfields was primitive, little more than grassy
fields—unobstructed flat surfaces used for recreational purposes at the weekend or for
military training and parades. The Dugny-Le Bourget (Paris) and Croydon (London)
airports, which opened in 1920, signaled the arrival of second-generation airports having
purpose-built terminals, the beginning of the concept of the modern air terminal complex.
The second-generation terminal, unlike the earlier primitive landing fields, comprised a
multifunctional building that was normally separated from the hangars and workshops
but that usually incorporated the control tower. Except for this control tower, the building
had a low profile to avoid obstructing flight passes, and the roofs were designed on the
airfield side as flat platforms for use by the public at air shows.

Terminals often resembled grandstands with tiered viewing terraces for the public to
watch air shows. More monumental than necessary, in Europe, architectural
overstatement was usually a product of local ambition or national pride. The air terminal
and modern architecture thus emerged concurrently. Terminal architecture was frequently
uncompromisingly modern, with examples such as the Schipol International Terminal
(1928) by Dirk Roosenberg serving as models. Schipol had an L-shaped layout, with a
tall control tower as a central feature and roof terraces for visitor viewing. The
importance of the tower was typical: At Lyon’s V-shaped terminal by Antonin Chomel
and Pierre Veriere (1930), the control tower is on the corner and advances toward the
field, and at Birmingham (1939), by Graham Dawbarn and Nigel Norman, the tower
sprouts sheltering wings on either side.

Gatwick terminal (1936), designed by Hoar Marlow and Lovett, was circular, with the
control tower mounted on top in the center. It had rail-mounted telescopic passageways
connected to the gates of the beehive to protect passengers from the weather and from
propellers. Gatwick was the first airport with a railway connection, and it initiated the
satellite concept for airport terminals. Significantly, Gatwick’s canvas passageways
connecting to aircraft are precursors of modern telescopic passenger-loading bridges or
jetties.

The postwar terminals coincided with the engineering and machine aesthetic of
modern architecture as expressed succinctly by Le Corbusier in ~ (1923), in which he
dedicated an entire chapter to airport architecture. Aircraft fascinated other architects as
well. Erich Mendelson sketched a hangar with workshops for airships and airplanes in
1914, and Peter Behrens designed an airplane factory at Henningsdorf near Berlin (1915)
for AEG. In the 1926 film a rooftop airport was included on top of a tower, and in 1932
Andre Lurcat suggested building airports in the River Seine, Paris. Manmade islands to
service transatlantic airplanes were proposed, an idea that, 70 years on, was realized in
the futuristic artificial island airports of Kansai (1994, Osaka Bay) and Chek Lap Kok
(1997, Hong Kong).
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Stansted Airport exterior, Essex, England, designed by Norman Foster
and Partners (1981-91)
© Ken Kirkwood. Courtesy Foster and Partners

In the United States air services were started by the Post Office, which developed and
operated an airmail service from 1918 to 1925. After the passage of the contract Air Mail
Act of 1925, many private entrepreneurs and companies entered commercial aviation.
The history of American air transport policy contrasts with that of Europe, where the
responsibility for forming airlines, building navigation aids, and constructing airports
nearly always rested in the hands of each country’s central government. In America
airport designers generally simulated ideas from the architects and engineers of railway
terminals, combining the best of railroad station design with important airport elements
that became common features in later decades. On occasion, a regional style was chosen
for terminals, such as in San Francisco (1937) and Albuquerque (1939).

After 1927 increases in flight movements and passenger capacities and the weight of
commercial aircraft placed new demands on concepts for the buildings and for the entire
airfield and caused the third generation of airport construction. Expensive take-off and
landing strips with paved surfaces, standard at all airports in the United States since 1928,
now became mandatory in Europe. Usually, four or more strips were planned to respond
to varying wind directions. The airport at Bromma near Stockholm became the first to be
so equipped. Doubts now arose about the common practice of building on the periphery,
and in 1929, the French proposed the idea of a wedge-shaped building zone projecting
forward from the edge of the airport into the center of the airfield, leaving more than 80
percent of the edge undeveloped.

The introduction of flying boats in the 1930s led to the construction of amphibian
airports on coasts, such as the International Air Terminal and Dinner Key Seaplane Base
at Miami (1934) and Marine Air Terminal, LaGuardia Airport (1939), where one could
transfer to a land airplane. The 1930s saw some striking terminal buildings erected, such
as Ramsgate Municipal Airport (1937) by David Pleydell-Bouverie in Great Britain.
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Resulting from the tremendous advances in aviation made during World War II and
the introduction of new types of commercial aircraft carrying 80 to 100 passengers,
existing arrival and departure halls were rendered inadequate. Airport construction and
modernization was delayed in the immediate postwar period and only got going properly
in Europe in the 1950s. The frontal system or transporter configuration of terminal design
dominated: Aircraft stood out on aprons, separate from the terminals, and passengers had
to walk out across the tarmac to the planes. The Zurich International Airport (1953) by
Alfred and Heinrich Oeschger is typical of this fourth generation of airports. Other
examples are Heathrow (1956, London) and Orly (1961, Paris), which had a terminal
located at the center with two fingers on either side, stretching 2,300 feet from end to
end.

Finger- and star-shaped terminals arrived in the 1950s in the United States and soon
afterward in Europe. The terminal at London’s Gatwick Airport in 1958, a rectangular
building with a single finger, was the first example of a fifth-generation airport, with two
more added in 1964; Rome, Milan, Copenhagen, London, and Amsterdam soon adopted
the system. Toronto airport (1961) in North America and Geneva’s Cointrin airport
(1968) and the Cologne-Bonn airport (1970) in Europe are leading examples of satellite
terminal design.

The basic assumption inherent in fifth-generation airports—minimum distances
between landside and airside—came under great pressure in the 1970s when international
terrorism surfaced. Since then, airports have been subject to strict safety regulations.

The main feature of the next, sixth, generation of airports, dealt with the terrorist threat
by applying the bottleneck principle, with the arrival and departure halls once again
centrally located (often on separate floors), in combination with a strict division between
the “secure” area and the “open” area. As a consequence, well-designed terminals assure
a discreet transition from public area to a zone of differentiated security, thereby avoiding
any feeling of restricted freedom.

The 1990s brought a climax in terminal design with the creation of some 40 major
new terminals around the globe, replacing older obsolete facilities for cities as far apart as
Osaka, Hong Kong, Bilbao, London, Paris, Inchon, Barcelona, Seville, and Shanghai.
Although they are very varied architecturally, they share many common features; namely,
great size, openness, lightweight construction, high-tech detail of structure and services,
and a new lyrical freedom. The new high-tech megaterminals frequently combine
extensive areas of retail, hotel and conference facilities, bars, and movie theaters. At a
minimum, the 1990s terminals are the products of a 40-year evolution and, hence, bring
together many existing trends in a striking new synthesis. Constructional ingenuity and
bravado, large, curved, roofs, the application and celebration of advanced technology—
all this and more has been applied obsessively to every facet of terminal performance.
Although the dominant high-tech expression was not confined to air terminal design,
there is an immediate appropriateness about its use. Sir Norman Foster and Partners, Sir
Richard Rogers, and Renzo Piano, as well as a host of other designers and followers,
were inspired by 19th-century English industrial buildings, and more critically, by Sir
Joseph Paxton’s 1851 Crystal Palace.

Foster and Partner’s Stansted Airport in Essex, England (1991), is such an example.
Stansted is a single-level building that incorporated an evenly spaced grid of columns that
is clearly and intentionally reminiscent of Mies van der Rohe’s steel-andglass pavilion
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concept. Its plan was for an elegant and directionless neutral terminal with a detached
satellite in a flat English landscape, a step farther on from his previous Sainsbury Center
for the Visual Arts at Norwich (1978), which resembles an aircraft hangar.

The new airport at Kansai, which was designed by Renzo Piano Building Workshop
and that opened in 1994, displays with great authority the characteristic features of
contemporary airport architecture such as scale (it has a 1.7-km-long departure lounge),
planning complexity, engineering prowess, and technological splendor. Kansai was the
first airport of its size (it was designed to handle 25 million passengers a year) to be
developed entirely on a man-made island. The architect anticipated later terminal designs
by exploiting open, curvaceous roofs that are ecologically sound and by using natural
light to mark the passenger routes through the terminal. It is a multinodal transportation
center as much as an airport.

Hong Kong’s new Chek Lap Kok (1997) terminal, also by Foster and Partners,
planned for 35 million passengers per year and extended the architectural language of
Stansted. The roof has a 36-meter structural grid and appears from above as a cutout
silhouette of a plane. On three main levels between two parallel runways, Chek Lap Kok
also has train and expressway links to Hong Kong.

The 1990s generation of megaterminals, although they make the most of available
technological resources, push beyond mere technological expression: They seek to
become more “natural” and less artificial as they acquire an outdoors-indoors character,
making the most of natural light and ventilation. This trend may be the result of
technology fatigue, the onset of boredom with technology in isolation, and an
acknowledgment that people require a deeper, more meaningful, relationship with natural
things for harmony and balance. It is not surprising to find terminal designers using
words such as “calm and visual clarity” to express their aims.

PHILIP DREW

Dulles International Airport, Chantilly, Virginia; Foster, Norman (England); Haj
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Further Reading

The literature on airport design and architecture is extensive and far ranging, which
makes it difficult to approach. Much of it is of a highly technical nature, on planning and
engineering and transportation, environmental impact, and sound problems. For
information on design standards, refer to De Chiara (1990) and Edwards (1991).
Technical standards are continually being revised and updated, so it is important to
confirm the applicability of information. In 1937 the Royal Institute of British Architects
(RIBA), London, held an exhibition on airport design and published an accompanying
catalog, as did the Art Institute of Chicago (see Zukowsky, 1996). For a good
introduction to the extensive literature, see Binney (1999), who provides information
alphabetically on 46 new terminal projects. On airports before 1940, the Council of
Europe-sponsored Raphael program  monograph on Tempelhof, Speke, and Le Bourget
(2000) is most useful, complemented by Zukowsky for the American account.
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ALLIANCE FRANCO-SENEGALAISE

Designed by Patrick Dujarric; completed in 1994 Kaolack, Senegal

With his project for a new French cultural center in rural Senegal, architect-
anthropologist Patrick Dujarric gave a new twist to an indigenous architectural style. The
Alliance FrancoSénégalaise that he completed in 1994 in Kaolack, links a vernacular
tradition to a new decorative program. Kaolack is a rural city, with a population of
approximately 150,000, that lies 160 kilometers southeast of Dakar in west-central
Senegal on the right bank of the Saloum River. French cultural centers in West Africa
ostensibly act to promote and disseminate French culture and language, but they are also
important venues for showing African art forms, from films to paintings. With its
reinvention of local architectural traditions, the Alliance Franco-Sénégalaise makes clear
that this building does not simply house an institution affiliated with the French
government but is also a local community center.

Senegal is a former French colony, and Dujarric is a longtime resident. He completed
this project in 1994, the client being the Mission de Cooperation et d’Action Culturelle.
Unlike French cultural centers in Dakar and Saint-Louis du Senegal that are housed in
Colonial-style buildings, Dujarric’s work is both French and Senegalese.

The plan for the center is loosely modeled on an African village or compound.
(Although the project borrows eclectically from several West African artistic traditions,
the ethnic groups most prominent in this region are Sereer, Wolof, and Djola.) The
complex comprises three main blocks that are separated by courtyards and that
themselves have open-air courts. The main block houses the administrative and public
exhibition areas. It also contains the center’s office, an exhibition hall, a library, and
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audiovisual and pressrooms. Two courtyards puncture this main block, bringing air and
light to the interior spaces.

A smaller block contains four classrooms. Three small courts separate the classrooms
and can be used as additional lecture space. The third element is an open-air theater that
can be used for many purposes, such as showing French newscasts, screening films, and
presenting live performances.

Anyone visiting the center is immediately awestruck by its profuse decoration. The
decoration is sometimes geometric, as many of the walls, piers, and columns are painted
with stripes. It is sometimes figural, showing people and animals in scenes derived from
local graphic traditions. Although the graphic forms are traditional, many of them are
traditional to nonarchitectural art forms, such as pottery and textiles. In a move that is
unusual today, patterns cover almost all visible surfaces. Dujarric decorated everything:
floors, walls, ceilings, and columns. Such an exuberant profusion of decoration is
associated with Gothic, Byzantine, and Islamic religious architecture but is rare in
modern secular buildings.

Reviewers of the project (many of whom were French) have frequently claimed that
Dujarric’s Kaolack structure was an architectural embodiment of French literary
Poststructuralism. The building itself, because of its elaborate decorative program, was a
“text” that had to be read and interpreted by viewers. According to many critics, the
postmodern decoration and graphics act as an interactive text, inviting visitors to create
their own textual and visual meanings. For a building that houses and exhibits a variety of
media, the structure itself has become a form of media. Architecture is thus integrated
into the larger realm of popular art and graphics.

In addition to the local iconographic programs that it draws on, the Alliance building
incorporated another traditional artistic practice: the use of perforated walls. walls are
a feature of Tukulor houses and mosques, and their open-air grillwork treats light as a
raw material that can be transformed into patterns. When light patterns move across
already decorated planes, surfaces come alive, and painted figures dance, thus imbuing
graphic representations with video-like qualities.

This project was one of the recipients of the 1995 Aga Khan Awards for Architecture.
Previous rounds of the Aga Khan Awards, in 1983 and 1986, had recognized few modern
buildings, and traditional buildings dominated the winners. This left the awards program
open to criticism (from such notable Aga Khan jurors as Mehmet Doruk Pamir and Hans
Hollein) that it was reactionary, anti-modern, anti-Western, and antitechnology. The
Alliance Franco-Sénégalaise puts much of that criticism to rest, for it is a project that
grows out of local traditions yet houses modern functions and uses new materials.

The materials of this low-budget project include terrazzo floors in which stones from
the Thiés region provide local color. Cement block can no longer be considered a modern
or foreign material, for much of the architecture around the Kaolack region is made from
it. Dujarric ingeniously created columns by pouring concrete into PVC pipes that were
then richly painted with horizontal stripes. The project is economical not only with its
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Alliance Franco-Sénégalaise, Kaolack, Senegal, designed by Patrick
Dujarric (1994)
© Aga Khan Trust for Culture

materials but with its energy costs as well. It is not airconditioned but relies on
crosswinds, ceiling fans, and shaded areas to keep the place cool and well ventilated.

The largely favorable reviews that Dujarric has received for this building suggest a
need to see new kinds of architecture that grow out of African traditions. Successful or
not, this building does affirm that Africa is not importing modernity from the West but,
rather, is creating its own.

MARK HINCHMAN
Aga Khan Award (1977-); Hollein, Hans (Austria)
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Chaslin, Frangois, “Palmares Aga Khan 1995,” 303 (February 1996)
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ALUMINAIRE HOUSE

Designed by Albert Frey; completed 1931

Long Island, New York

Designed by Albert Frey and Lawrence Kocher and completed 1931, the Aluminaire
House represents one of the earliest examples of European-inspired Modern architecture
in the eastern United States. The Aluminaire was one of only six American buildings
chosen by Henry-Russell Hitchcock and Phillip Johnson in 1932 for the New York
Museum of Modern Art’s International Style exhibition and book, and of those six, it was
the only private residence other than Richard Neutra’s Lovell House (1927-29). Like the
Lovell House, the Aluminaire represented a merger of advanced building technology and
advanced architectural expression, and as such, it exemplified many of Le Corbusier’s
five points of architecture. This was mainly the result of the contributions of Albert Frey,
a Swiss-born designer who worked in Le Corbusier’s studio before imigrating to the
United States in 1930. Co-designer Lawrence Kocher, a Beaux-Artstrained architect from
California, was managing editor of  at the time of his partnership with Frey, and it was
through the journal’s contacts that the firm received the Aluminaire commission.

Designed for the 1931 Allied Arts and Building Products Exhibition in New York, the
Aluminaire House was intended as an attention-getting display to draw in the public.
Eventually, more than 100,000 visitors toured the full-scale model of what the architects
described as “a House for Contemporary Life,” filled with light and air
(“alumin”t“aire’”). To be occupied by a couple living near a city, the house contained a
covered porch, entrance hall, boiler room, and garage on the ground floor; a kitchen,
living and dining rooms, bedroom, bathroom, and exercise room on the second floor; and
a skylit library, toilet, and terrace on the third floor. As a model dwelling, the Aluminaire
was intended as a prototype for prefabricated housing that, if produced in adequate
quantities (10,000 units),, would have been relatively low cost ($3,200). As a three-story
block with ribbon windows, a roof garden, and freely composed facades, the Aluminaire
House had much in common with a building that Frey knew firsthand: Le Corbusier’s
detached single-family house (1927) in the Weissenhofsiedlung (the exhibition of
domestic modern architecture initiated by the German Werkbund in Stuttgart). If the
Aluminaire lacked the spatial complexity typical of a Corbusian it nonetheless fea-
tured a combination living and dining area that stretched the full width of the house, with
a double-height ceiling above the living space. This gave the house a feeling of openness
despite its small size, a perception augmented by folding screens and translucent
partitions that transformed individual rooms into flexible, multiuse spaces.
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Aluminaire House, Syosset, New York, designed by Albert Frey
(1931)
© RIBA Library Photographs Collection

Using lightweight skeletal construction, the house was erected in the exhibition hall in
less than ten days. All building materials, many of which were experimental, were
donated by national manufacturers eager to associate themselves with modern
architecture. Of these materials, aluminum and steel were prominent in the structure and
fittings. Six five-inch aluminum pipe columns set in concrete supported the entire weight
of the building, with many columns left exposed. Fastened to the columns was a
framework of channel girders and steel beams supporting steel floor decking and steel
stairs. Steel-framed windows were used throughout the house, as were steel-faced,
chrome-trimmed doors, including the overhead doors of the drive-through garage. The
non-load-bearing, exterior walls were only three inches thick, consisting of a steel frame,
wood nailers, and insulation board. They were sheathed in three-foot panels of corrugated
aluminum fastened with aluminum screws and washers. Practically, the panels’ vertical
corrugations added rigidity, and the polished surface deflected the sun’s rays, but they
also gave the Aluminaire a desirable metallic sheen and a gloss of the modern.

A similar effect was evident inside in the nontraditional details and finishes. Fabrikoid
covered the walls in the living spaces, and black Vitrolite clad those in the bathroom.
Neon tubes running above the windows lit the interior with dial controls, allowing the
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occupant to adjust the level and color of illumination. The house also featured built-in
metal, glass, and rubber fixtures designed by Kocher and Frey to save space and
minimize maintenance. Beds were suspended from metal cables. A combination china
cupboard and retractable dining table had legs on wheels to allow easy extension. A suite
of air-filled rubber chairs could be deflated for easy storage; although never fabricated,
these designs anticipated the inflatable furniture of the 1960s.

Public response to the Aluminaire House was generally positive, as evident in the
extensive coverage the house received in the general and architectural press in the early
1930s. Local journalists were impressed with its ease and rapidity of construction,
dubbing it the “zipper” and “magic” house and heralding it as a portend of future
dwellings. In (1934), British architect F.R.S.Yorke praised the weather-resistant
qualities of its laminate wall structure and noted that its design was well adapted to
standardization.

After its display at the Allied Arts exhibition, the Aluminaire House was dismantled in
only six hours and transported to Syosset, Long Island, to the estate of architect Wallace
K.Harrison, who had purchased it for $1,000. In the spring of 1931, it was reerected as
Harrison’s weekend retreat, but it was structurally compromised because of construction
delays. Harrison altered the house during the next decade, adding two one-story
additions, enclosing the roof deck, and relocating it to a hillside site that transformed the
first floor into a basement. The Aluminaire gradually deteriorated in the ensuing four
decades, and in 1986, after the Harrison estate was sold, it was threatened with
demolition. Although the Harrison estate was listed on the National Register of Historic
Places, the Aluminaire House itself did not have the individual local listing needed to
ensure its protection. Largely through the efforts of Joseph Rosa, an architect research-
ing a book on Albert Frey, the architecture community in New York City rallied to save
the Aluminaire House, deeming it too significant a landmark of American modernism not
to be preserved. In 1987 the house was moved to the Central Islip campus of the New
York Institute of Technology, where, under the auspices of the School of Architecture,
the Aluminaire is gradually being reconstructed and restored to its original condition.

GABRIELLE ESPERDY
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ALUMINUM

Aluminum is such a ubiquitous material in 20th-century architecture that it is hard to
appreciate how relatively late it came on to the scene. Aluminum had considerable
advantages, including its light weight, its malleability, its corrosion resistance, and its
alloyability for special properties. For the first third of the 20th century, however, it had
to compete with similarly reliable materials, especially steel. Nevertheless, aluminum
was seen as a thoroughly modern material without historical associations, making it
indispensable to the Modern movement. This did not preclude some designers from using
the material for historicist styles, but its functional role in architecture kept pace with
architectural design and building technology.

The particular strengths of aluminum were proven during World War II in a wide
range of applications. However, after the war, the primary producers put aluminum into
large-scale market development to advocate for its use in all sectors, architecture being
no exception. In fact, by 1965 an estimated 905,000 tons of aluminum were used in
building construction in the United States, more than in any other field of application.
Aluminum’s most significant and specific contributions to 20th-century architecture have
been in windows, storefronts, and curtain walling. Aluminum has also been widely
employed in decorative features and hardware, windows and doors, and siding for a range
of structures.

Although aluminum had been known for much of the 19th century, one of its first
architectural uses was for the capping of the Washington Monument (Robert Mills,
1884). Aluminum was introduced commercially after 1886, when American Charles Hall
and Frenchman Paul Héroult independently and almost simultaneously discovered that
alumina, or aluminum oxide, would dissolve in fused cryolite, which could then be
decomposed electrolytically to become a crude molten metal. A low-cost technique, the
Hall-Héroult process remains as the major method used for the commercial production of
aluminum.

Another early application of aluminum in architecture came in 1891, when Burnham
and Root used the material for the interior fittings of the Monadnock Building (1889-91)
in Chicago. In 1897 Raffaele Ingami used unalloyed aluminum sheets with aluminum
rivets to surface the cupola of the Church of San Gioacchino (1897) in Rome. In the same
year in Montreal, the Canada Life Building (Brown and Vallance, 1897) was finished
with a decorative aluminum cornice. In all these cases, the metal was used as a practical
substitute and did not contribute significantly to the design.

The Austrian Otto Wagner developed the use of aluminum as a deliberate and specific
architectural feature in his Post Office Savings Bank (1904—-06) in Vienna. He used
aluminum bolts to hold the exterior marble panels, and he used aluminum for interior
cladding and details, such as the grilles and vents. Although it would be some 30 years
before the material came into the mainstream of architecture, Wagner’s designs
represented a breakthrough and began to establish aluminum as a modern material, one
that could be associated with the ideals of modern architecture, including technology and
theories of modernism.

Despite these early precedents, aluminum’s large-scale application as a constructive
and decorative architectural material was developed most significantly during the 1930s.
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Even in Pittsburgh, the aluminum capital of the United States, the tower of the Smithfield
United Church (Henry Hornbostel, 1926) used aluminum, but still only as a substitute for
other metals and in a design that was strangely traditional and imitative.

Modernist architects began to value aluminum as a building material with vast
potential. With the development of steelframed skyscrapers and curtain walls, architects
used aluminum for glazing bars and spandrels. Aluminum could save space, reduce
weight, and shorten building time. Aluminum’s strengthto-weight ratio meant that thinner
and lighter sections could be used for spandrels and windows, thus significantly
increasing rentable floor area. In addition, these elements could be prefabricated and
hoisted into position on-site, thus saving considerable time and money over conventional
materials. These factors were directly related to considerations of industrial building and
mass production of component parts. Many skyscrapers were fitted with aluminum
spandrels in the 1930s, including the panels of the Empire State Building (Shreve, Lamb
and Harmon, 1930). The Daily Express Building (1931) on London’s Fleet Street by Ellis
and Clarke combined glazing bars with glass panels. Another noteworthy use of
aluminum was in the fabrication of storefronts and window frames. During the 1930s, the
American Kawneer Company developed extrusion technology that was particularly
appropriate for fabricating metal windows and storefronts. The combination of reduced
maintenance, technical efficiency, and ease of assembly encouraged the use of
prefabricated aluminum components.

These applications to commercial buildings were paralleled by experiments in housing
and space frame architecture. In 1931 the Aluminaire House was erected by Lawrence
Kocher and Albert Frey as a demonstration building within the Allied Arts and Building
Products Exhibition in New York City. The house was built using aluminum-pipe
columns and panels fixed on the
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Alloy girders support the framework of the Dome of Discovery, for the
1951 Festival of Britain. (Photograph taken July 1950.)
© Hulton-Deutsch Collection/CORBIS
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interior frame with screws and washers. The Aluminum Company of America subsidized
the aluminum parts, probably with the intention of developing another area of aluminum
application. In the late 1920s, Buckminster Fuller intended his 4D house to be fabricated
from aluminum alloys, which at that time were yet to be developed. By the early 1930s,
new heat-treated alloys were available, yet Fuller’s experimental ideas were not accepted
by the American Institute of Architects (AIA), where prefabrication in domestic building
was disfavored. These early attempts at prefabrication did nonetheless set a precedent for
later postwar architects who produced a range of prefabricated buildings that employed
aluminum in many different applications.

This potential for prefabrication and portability was developed after World War II. For
example, the British aircraft industry produced 86,000 prefabricated bungalows using
aluminum as the main material immediately after 1945, and in America after 1940 the
National Homes Corporation designed and manufactured prefabricated houses using
aluminum cladding and roofing. The prefabrication ideal was also used in England for
schools and portable buildings. During the 1950s, a British firm developed the supply of
prefabricated, pressed, aluminumframed huts for use in rural areas of Africa.

After World War II the aluminum companies began promoting their material for use in
construction and architecture. In 1947 the R.S. Reynolds Company, a specialist
aluminum supplier, set up a Memorial Award, which was offered by the AIA for
architects who “made the most significant contribution to the use of aluminum
aesthetically or structurally, in the building field.” Notable examples of award winners
include [.M.Pei’s 88 Pine St., New York (1974), Philip Johnson’s Pennzoil Place (1978),
Foster and Partner Hong Kong Shanghai Bank Headquarters (1986), and Helmut Jahn’s
United Airlines Terminal, Chicago (1988). In France, the work of Jean Prouvé (who had
already developed an interest in aluminum prior to 1940) was greatly enhanced when, in
1949, the French trade association L’aluminium Frangais purchased an interest in his
workshop. He used aluminum curtain walls for the Féderation Nationale du Batiment
building in Paris and continued to develop aluminum components for commercial,
residential, and overseas commissions.

The demand for “space frames” grew with a demand for exhibition halls, aircraft
hangars, warehouses, and storage facilities. One of the most elegant solutions for space
frames was the dome. The Festival of Britain’s Dome of Discovery (1951) was fabricated
mainly from extruded triangular lattice aluminum framework and, at a span of 110
meters, was the largest aluminum structure at the time. By the later 1950s, the American
Kaiser Aluminum Corporation was developing a prefabricated dome system that use
shaped panels to create domed space frames. Structures, with a diameter of 145 feet and
able to hold up to 2,000 people, could be erected in a matter of hours. A gold-anodized
Kaiser dome was erected in Moscow in 1959 for a U.S. cultural and industrial exhibition.

Although these structural uses of aluminum were impressive, the most successful
postwar application was undoubtedly the further development of the curtain wall. The
aluminum-clad 30-story Alcoa Building (1950) in Pittsburgh by Harrison and
Abramovitz was the lightest permanent office building of its size in the world at one time
and required approximately less than half the constructional material of a similar building
that used structural steel in the framework. In Chicago, where skyscraper curtain walls of
the post-World War II era consisted of stainless steel, rusting steel, and glass, Naess &
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Murphy’s Prudential Building (1955) was significant not only for its temporary status as
the city’s tallest building but also for its limestone and aluminum facade.

Modern Japanese architects have also embraced the material. Arata Isozaki’s
Prefectural Museum of Modern Art (1971-74) in Gunma and the Museum of
Contemporary Art (1981-86) in Los Angeles make extensive use of aluminum panels.
The use of aluminum as a component in the structure of buildings continued in the 1970s,
especially as an element of High-Tech style. The works of Norman Foster, including the
Sainsbury Centre for the Visual Arts (1977) at the University of East Anglia and his
Hong Kong and Shanghai Bank (1985); parts of the Lloyds Building (1979-87) in
London by Richard Rogers; and the outer frameworks of I.M.Pei’s Bank of China (1990)
in Hong Kong exemplify this trend.

Aluminum is now a standard and unexceptional material for buildings. It has been
specified for cladding, roofing, and interior applications of all kinds, including partitions,
ceilings, ducting and trunking, grilles, and hardware fittings, including gates grills,
balcony rails, lamp casings, and ornamental and practical fittings of all kinds.

CLIVE EDWARDS
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Foster, Norman (Great Britain); Fuller, Richard Buckminster (United States); Isozaki,
Arata (Japan); Prefabrication
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ALVAREZ, MARIO ROBERTO 1913-

Architect, Argentina

Mario Roberto Alvarez is considered one of the most prominent and prolific
representatives of the rationalist approach to architecture in Argentina. Born in Buenos
Aires on 14 November, 1913, he graduated with a degree in architecture from the
University of Buenos Aires in 1937. He worked first at the Ministry of Public Works and
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later become a municipal architect for Avellaneda City. Alvarez opened his architectural
office in 1947, when the modernist ideas were firmly established in Latin America. Ever
since, his practice has been characterized by the variety, quantity, and solid
professionalism of his work.

His most refined and important contribution is The Municipal Theater General San
Martin, designed in association with Macedonio Oscar Ruiz (1960) and located on
Corrientes Avenue, the area of spectacles and theaters. The facade has a curtain wall that
announces adherence to a functional and rational approach, articulated with a marquee
that makes a subtle reference to the history of the area. The lobby is one of the best
examples of high modernism in Latin America. This space, which echoes some of the
developments in Brazilian modernism at that time, combines tilted columns supporting
the suspended volume of one of the auditoriums. It also incorporates a flying staircase
and a large mural, as well as modernist furniture and rich materials.

The entire complex, with four auditoriums dedicated to experimental theater,
contemporary dance, and chamber music, incorporated the best stage equipment and
technology available at the time. The interior spaces of the auditoriums are characterized
by a calm artistic sensibility that relies on the combination of very few materials while
using elongated, sweeping lines and lighting. The complex was later extended and
connected to the San Martin Cultural Center (1970), also designed by Alvarez. The
cultural center is located in a very dense urban area, and the entrance incorporates a dry
plaza that opens up the space of the old Spanish colonial grid.

The studio also expanded some of the finest cultural institutions of the country, among
them the prestigious Colon Theater (1968) and the Cervantes National Theater (1969),
both in Buenos Aires.

By the 1970s, the firm Alvarez and Associates, had acquired a reputation for
incorporating modern technology in its rational approach to design problems. This
approach was further explored with the SOMISA building (1975), a technological
challenge, as it was the first building in the world completely welded together.

Alvarez was always very conscious of the effect of a building in the environment. This
is exemplified by the Galeria Jardin (1983), a commercial center located on Florida Street
at the core of the city center. The complex has an underground garage, with three levels
of shops and offices, and also includes two towers with offices and apartments. The basic
parti revolves around the idea of opening an internal street, which was unified by two
submerged patios opened up to the sky and to natural light. The complex is linked
visually and functionally by stairs and balconies, thus enriching the urban fabric with this
refuge in the core of the block.

Among several towers designed by Alvarez, one of the most remarkable is the IBM
building (1983). The IBM headquarters is located in the Catalinas Norte area, the
gateway to the metropolis from the estuary of the river. The tower is in the middle of a
hub of relevant buildings from the turn of the century, including corporate headquarters,
monuments, and parks.

The solution is a highly sculptural yet simple type that follows the tripartite model of a
base, a middle, and a top, which exemplifies Alvarez classical affinities. However,
Alvarez incorporates subtle reflections on the theme. The building aesthetic is
characterized by the distinction between the circulation of the areas served. The tower is
related to the site by an elongated, pure platform forming a base. The prism of the tower
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is linked to the platform by the elevator shafts’ smaller volume, generating the impression
that the tower is floating. The fenestration recedes and the horizontal bands of concrete
slabs composing each floor give the building its dynamic simplicity. A clean and
powerful entablature ends the composition.

The conscious expression of the structure, care for the programmatic requirements,
and the ascetic elegance of the interiors characterize most of the multistory flats, health
centers, and office buildings designed by Alvarez’s studio. One of the most significant
landmarks in the Buenos Aires skyline is Le Parc tower. Forty-six stories high, it is one
of the tallest towers in South America (1995). Instead of the typical Miesian rectangular
prism used in many of his other projects, Alvarez approaches this structure differently.
The floor plan is expressed in volume through balconies and circulation. The highly
articulated yet restrained facade is the result of interior variations needed to provide sun
and views. The expressive richness of this tower comes from the joints in the exposed
concrete and from the marks left by the shuttering bolts securing the formwork.

Instead of radical transformation, Alvarez’s philosophy has been to explore a limited
set of forms as variations of a theme: to do more with less. His work was immune to the
sweeping changes and explorations of the 1970s and to the notions of fragmentation,
historical allusion, or the search for complexity and richness of meaning. Alvarez’s
production remained involved in solutions that advanced an uncompromising classicist
attitude. His work belongs to a generation that absorbed most of Ludwig Mies van der
Rohe’s contributions and adopted them to a country with a developing economy.

After more than 50 years of professional work, innumerable awards, and many
competitions won, Alvarez’s studio remains committed to a stable, gradual evolution
instead of revolutionary changes in architecture. His extensive work is an accrued
reflection on some of the tenets of high modernism. As with many other rationalist
architects, his practice is an ascetic and rigorous search that aspires to order and
continuity.

JOSE BERNARDI
Argentina; Buenos Aires, Argentina; Mies van der Rohe, Ludwig (Germany)
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AMBASZ, EMILIO 1943-

Architect, Argentina and United States

Emilio Ambasz is an Argentinia-born architect and designer whose international
design and architectural projects have made him a significant contributor to the history of
contextualized modernism in 20th-century architecture.

After completing military obligations, Ambasz applied to universities in the United
States and (with the recommendation of Williams) entered Princeton University under a
Palmer Fellowship to the School of Architecture as a freshman in 1963, placed in the
junior-year design studio his first semester, and switched to the first-year graduate
program his second semester. He completed his studies as a graduate student, receiving
his professional degree (a Master of Fine Arts) in two years, having been waived from the
undergraduate curriculum, and joined the faculty in 1966. Appointed as a lecturer,
Ambasz was promoted to assistant professor during 1966—69. In 1968 Princeton awarded
him the Philip Freneau (Class of 1771, Poet of the Revolution) Preceptorship, established
in 1949 as a bicentennial endowment to provide three years of research funds in
recognition of scholarship. In addition, he served as a visiting professor at the
Hochschule fiir Gestaltung in Ulm, Germany.

Ambasz drafted the charter for the Institute for Architecture and Urban Studies
(IAUS) in New York while on the faculty at Princeton and served as its deputy director,
dividing his time initially after joining the Architecture and Design Department of the
Museum of Modern Art of New York in mid-1969, where he served as its curator of
design from 1970 to 1976. His philosophical manifesto for design as the basis of
interdisciplinary discourse was articulated in “Institutions for a PostTechnological
Society: The Universitas Project” (1971), a working paper produced under the joint
auspices of both the Institute for Architecture and Urban Studies and the Museum of
Modern Art, from which several of his published writings were subsequently drawn.
Derived in part from the thought of Argentine philosopher Tomas Maldonado, Ambasz’s
work postulated the complementary nature of science and design, where the former deals
with the given (to reveal order) and the latter seeks to alter the future (to create order).

The Museum of Modern Art’s design collection reflects Ambasz’s vision of dialectic
between American high technology and the value-added qualities of European design. In
addition, he initiated several milestone exhibitions on architecture and industrial design.
“Italy: The New Domestic Landscape” (1972) was not only a comprehensive
investigation of the 1960s effect of Italian product design but also an intellectual
challenge to design “boundaries.” It included the designed conversion of the objects’
shipping containers into exterior display kiosks that populated the Museum of Modern
Art’s Garden Court, effectively extending the exhibition beyond its programmed domain.
His exhibit “The Architecture of Luis Barragan” (1974) reintroduced a minimalist
modernism at a time when the historicist revivalism of postmodernism was
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Lucile Halsell Conservatory, Main Courtyard (1987), San Antonio,
Texas, designed by Emilio Ambasz
© ART on FILE/CORBIS

emerging yet emphasized the Mexican architect’s lyrical and symbolic underpinnings. In
“The Taxi Project” (1976), Ambasz developed a “performance specification” for urban
taxis and, in a manner similar to his “Italy” show, called on industry to respond with
prototypes anticipating the “smart cars” of the late 1990s.

In 1976 Ambasz represented the United States in the Venice Biennale, the first of
many subsequent international exhibitions of his work. This coincided with the formal
opening of his firm, Emilio Ambasz & Associates, and the first of a series of design
awards in the program of the journal awarded to his design for the Grand Rapids
(Michigan) Art Museum. This building combined adaptive re-use of an existing Beaux
Arts building, contextual urban revitalization, and reformation of the building with the
intervention of an abstract transparent inclined planar roof, filling the interior of its C
shape and creating a major interior public space. At the same time, this building served as
a symbolic sign for the museum and an allegorical reference by means of a water cascade
over this roof surface.

Ambasz has characterized himself as an inventor. His design work has essentially
straddled the boundaries of a “critical” discourse, at all levels of its definition. This
embraces the tradition of Le Corbusier’s notion of normative standards and architectural
projects as prototypes of larger issues as well as Amancio Williams’s belief that
architecture is a creative act, postulating alternative models to the present condition. In a
method that combines the rational and the lyrical, and quoting Walter Gropius, “Develop
a technique, then give way to intuition,” Ambasz asserts that he does not design with
words; instead, he is a maker of images.

Ambasz’s images, moreover, might best be characterized as a fundamental purism
characterized by a process of extreme reduction in which the object aspect of the
architecture disappears, or at least nearly vanishes, through integration with the
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landscape. As a basic leitmotif of his work, this idea represents more than merely a
philosophical giving back of the land that the building occupies. It is a strategic gesture to
address the crisis of the object in mid-1980s design, to do away with the edifice. It
becomes the frame from within which to harness the site, as in much of the visual arts of
the preceding decades.

Among Ambasz’s works are the Fukuoka Prefectural International Hall (Fukuoka,
Japan), a Janus-like building addressing its urban streetfront and embracing an existing
park at its rear, which literally ascends the 16-story building, a theme extended in his
Phoenix Museum of History (Arizona) and the Myca Cultural and Athletic Center (Shin-
Sanda, Japan). Landscapein-building include the Union Station (Kansas City) and the
Nichi Obihiro Department Store (Hokkaido, Japan), where interior spaces become great
winter gardens, as if the landscape had developed internally. Building-in-landscape are
the Schlumbeger Research Laboratory complex (Austin, Texas), the House for Leo
Castelli (East Hampton, New York), the Lucille Halsell Conservatory (San Antonio,
Texas), Thermal Gardens (Sirmione, Italy), the Baron Edmond de Rothschild Memorial
Museum (Ramat Hanadiv, Israel), and the Barbie Doll Museum (Pasadena, California); in
all cases, these are fundamentally underground earth-sheltered structures as well as
“marked sites” in which man-made structures emerge from a seemingly continuous
landscape.

Projects that emphasize an aformal strategy of change and indeterminacy include the
Center for Applied Computer Research (Mexico City, Mexico), the New Orleans
Museum of Art (Louisiana), and at an urban scale, the Master Plan for the 1992 Universal
Exposition (Seville, Spain), which incorporate floating structures in a parklike setting or
themes of evolution grounded in a rigorous armature whose fabric is intended to
incorporate variety or actually devolve, such as with the Cooperative of Mexican-
American Grape Growers (California) or “Pro Memoria” Gardens (Ludenshausen,
Germany).

Ambasz’s career includes design in graphics, installations, and products for which he
holds a number of patents. His industrial design has involved formulating the process
from concept through manufacture: design, detail, patent, tools, and product. Often, there
is a mechanical invention fundamental to the concept: the “Vertebra” furniture series
(included in the design collections of both the Museum of Modern Art and the
Metropolitan Museum of Art) involved a dynamic reconfiguration to adjust to position,
further extended in the “Vertair” series, which developed a patented upholstery system
that expands and contracts. Ambasz has a wide range of products, from toothbrushes to
mechanical pens, including the development of diesel engines as chief design consultant
to Cummins Engine since 1980.

In 1989 he was featured in an exhibition, “Emilio Ambasz: Architecture,” at the
Museum of Modern Art (which traveled through 1995) and subsequently a one-man
show, “Emilio Ambasz: Architecture, Exhibition, Industrial and Graphic Design,” which
was designed by Shigeru Ban and traveled from 1989 to 1991. Although his work
continues to be published, particularly internationally, his products and graphics are
recognized by awards (several have also been accessioned to the Design Collection of the
Museum of Modern Art).

A citizen of Monaco with several international residences and offices in New York
and Bologna, Italy, Ambasz continues his production despite the demands of practice. In
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his publications, no projects are dated, and it is never clear whether they were built. In a

sense, this is the essence of Ambasz: to leave behind a Chinese puzzle that appears as one

thing but that contains complex interlockings to be revealed and discovered by others.
PETER C.PAPADEMETRIOU
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AMERICAN FOURSQUARE

“American foursquare” refers to a house type that is little recognized in traditional
architectural history sources yet is visible in virtually any urban neighborhood developed
during the period 1900-40. Despite its lack of official approval, this hardy survivor was
far and away the dwelling of choice for generations of people with modest means
constructing or purchasing homes. The design was eminently practical: it was spacious, it
was passably attractive, and it was cheap.

Variously called “Builder’s Houses,” “American Basic,” “Square Houses,” “Box
Houses,” “double-deckers,” “double cubes,” “American Farm Houses” (something of a
misnomer, since the vast majority of these homes were built in cities and suburbs), or,
because of their sheer numbers across the land, “National Houses,” the houses themselves
remain clearly boxlike in their design.

The foursquare design is often not truly square. In its rectilinear proportions, low-
hipped roof, square plan, and simple facades, the foursquare resembles early prairie
houses of the Midwest made popular by the Prairie School architects. As American cities
grew, land values soared. Urban blocks were jammed with narrow lots, usually rectangles
with the short side abutting the street. Thus, the foursquare could often be somewhat
narrower in front and back and have longer sides to accommodate the site. As cities
expanded, urban—and finally suburban—growth allowed greater flexibility in building.
The foursquare house, once removed from the strictures of cramped, rectangular lots,
usually grew in size and, in the process, frequently became more ornamented. As a rule,
box houses located closer to traditional “downtowns” tend to be smaller and less ornate
than those found in outlying neighborhoods and suburbs.

The essentially cubelike shape is the initial indicator of the type. The American
foursquare is an efficient, self-contained box. No matter how many bays, wings, porches,
or other appendages the house might offer, the basic shape of the building should be
apparent. In addition, broad, overhanging eaves follow the upper perimeter of the
building, providing shade for the second story and the bedrooms therein and a settled
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look for the house as a whole. The rooflines growing from these extended eaves are
usually pyramidal. Unlike more expensive homes, chimneys are seldom of any great
aesthetic importance and are often made of concrete or brick. A large front dormer,
usually hipped like the roof, serves as a trademark and helps provide light and air to the
attic sections.

Windows are simple in both arrangement and presentation, usually standard, mass-
produced, double-hung models that can

American Foursquare house, Lynchburg, Virginia, architect unknown
(1919)
© William H.Young

be opened for maximum ventilation. As a rule, the lower half is a sheet of plain glass; the
upper portion usually consists of smaller panes grouped in one frame and divided by thin
muntins. In some of the more unadorned box houses, even the upper half of the window
is a single glass pane, further reducing costs. Because these homes were designed more
for utility than for architectural or stylistic purity, the windows are often irregularly
spaced, thereby serving the interior of the house in the allimportant admission of light
and air in the most efficient way.

Virtually every foursquare has a porch across its front. Decorative style for this
appendage varies, from a simple raised floor with an equally simple roof over it to
elaborate classical columns and railings that support an ornamented roof complete with
garlands, friezes, and fancy shingles.

A major selling point of the box house was its interior arrangement. Because these
homes are normally two-story structures, the first floor contains a spacious living room, a
formal dining area, a den, and an airy, well-equipped kitchen with pantry. The second
floor commonly consists of four large bedrooms, each with its own closet. Finishing off
this emphasis on livable space is an attic that offers either storage or the potential of still
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more rooms. A full basement—or “cellar,” as they were usually called at the time, a
dank, dark hole beneath the dwelling with a bare earth floor and no living amenities
whatsoever—typically houses the furnace and accompanying coal bin and little else.

As this immensely popular residential style gained momentum with buyers, it moved
from its initial simplicity to ever-more applied decoration. Plain clapboard or stucco
walls evolved into brick or shingle facades, and vestigial turrets, towers, and bays
sprouted out of the basic cube. The hipped roof might feature a widow’s walk at its apex,
or a balustrade might appear above the broad overhanging eaves.

Catalogs of simple plans—usually done by draftsmen, not architects—flooded the
market, offering, in essence, a massproduced house to anyone. Sears and Roebuck,
Montgomery Ward, Aladdin, Gordon Van Tine, and a host of other merchandisers had
long offered dwellings in kit form, and their box-style houses promptly became some of
their most popular models.

Following World War II, the style was completely eclipsed by innumerable tract
subdivisions that seemingly sprang up everywhere. The box house never achieved a
comeback, but in its brief 40-year history it has left its mark nonetheless. How many
thousands and thousands of box houses were built will never be known, but their legacy
endures in myriad ways. In many eastern American cities, the foursquare house—in sheer
numbers of extant structures—remains the dominant residential design.

Historians have at times attempted to link the origins of the box house to Federal-style
townhouses and to aspects of Italianate design and have even suggested that the
foursquare is really a reborn Georgian mansion, one more suited to the tastes and means
of the middle class. Although each of these theories contains an element of truth, each
also tends to overlook the pragmatism of the basic box house. The foursquare house, as
found in most of the nation’s cities, stands as the triumph of vernacular design on a
massive scale.

The foursquare house might find little space in the annals of American residential
design, but it has had a lasting impact on perceptions of what constitutes adequate
housing. In the early 20th century, middle-class Americans wanted more spacious homes
and larger lots. The box-type house satisfied both desires: substantially larger than most
other dwellings then available, the foursquare in turn required more land. More than has
been realized, the foursquare helped define both urban and suburban housing needs
throughout the country.

WILLIAM H.YOUNG
Prairie School

Further Reading

Definitive studies of the American foursquare await writing. Aside from brief mention in
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AMERICAN INSTITUTE OF ARCHITECTS

The American Institute of Architects (AIA) is an organization that sought, in its infancy,
to bring a degree of professionalism and recognition to certified architects in the United
States. When the organization was established in 1857, few people understood the role an
architect plays in the design of new buildings, and engineers and construction workers
often assumed the design role in building projects of the late 19th and early 20th
centuries. The role of the AIA continues today in coordinating a degree of both
professional and ethical conduct among members, offering recognition for well-designed
projects, and working to continue the development of architects in the United States.

In the middle of the 19th century, architects were few in number, and most of those
were unskilled. With westward expansion, towns bloomed into cities in a haphazard
fashion, and a new “Stick style” of architecture took hold throughout the United States.
Where the flat-roofed brownstone residential row houses of New York or the Greek
Revival along the Atlantic coast had been popular, builders’ patterns now emphasized an
asymmetrical plan, lively outline, and the use of thin wooden framing. This Stick style
represented the skilled carpenter—a populist view of architecture. Professional architects,
located mainly in the larger eastern cities, organized a defense against the informality of
plebeian style.

A new architecture, oriented to future change, was taking shape in the United States. It
grew rapidly and found wide acceptance. “In the new world, there was less resistance
imposed by an earlier culture or social order. Industrial and engineering progress were
equated with national development. The enthusiasm for major engineering works was
whetted by continental expansion, especially in the field of transportation. In building it
was furthered by the lack of a hard and fast professional line between architecture and
engineering,” wrote Frederick Gutheim in

The blurred lines of architecture and engineering led to the establishment of the
American Institution of Architects in 1836, founded by a talented artist and architect,
William Strickland. He and five other skilled designers met in New York to organize the
institution. Although the group never became active, it is seen as the forerunner of the
AIA. Thomas Walter, an original member of the 1836 group, helped found the AIA in
New York City in 1857 along with Alexander Davis, also an original member of the 1836
group, and 12 other architects. Richard Morris Hunt, the first American to study at the
Ecole des Beaux-Arts in Paris, was one of the spirited 12 architects at the first AIA
meeting in 1857.

According to historian Spiro Kostof, Hunt and other founders of the AIA “pitted the
cultured, disciplined procedures of the architect against the free-wheeling creativity of
builders whose do-it-yourself philosophy they considered a threat to their status.”

Although the Ecole encouraged creativity, a strict academic curriculum emphasized
design principles and professional acclimation. Promoting training, accreditation, and
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overall professionalism, Hunt sought to bring the formal training of the Ecole to the
United States, where training was less organized or codified. The first school of
architecture, housed at the Massachusetts Institute of Technology in 1865, was modeled
on the Ecole. By 1868, the first architectural journal began publication in Philadelphia.

As the AIA took hold, bringing professional standards to certified and licensed
architects, they met engineers on an intellectual battlefield. With engineers, they fought
over the science—the “how,” or the mechanics—of building design. Where engineers
sought to limit creative expression, architects sought an increasing scope of control in
architectural design.

This battle came to a head after the U.S. Civil War when the country worked at
rebuilding. In Washington, D.C., the rebuilding occurred not only through physical
buildings but also through the image that the country hoped to project to countries
abroad. Modeling the official architectural styles of Paris and London, the federal
government of the United States led the way in boastful public architecture. Thomas
Walter designed the dome for the U.S. Capitol building in which he simulated the
overwrought classicism of Second Empire Paris, and this new monumentalism fit the
federal presence.

National headquarters building for the American Institute of
Architects, designed by T.A.C. (The Architects Collaborative) (1973)
© Ernest and Kathleen Meredith/GreatBuildings.com

As technology advanced, architects were faced with the subsequent challenges of
mechanization within architectural building and design, for example heating, air-
conditioning, lighting, and power systems. Moreover, according to Gutheim,
industrialization of the building industry (factory-produced windows, spandrels, roofing,
flooring, equipment, and other elements designed by others) as well as increasingly
stringent tests of comparative economy, operating performance, or standards set by
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hospital administrators, military engineers, educators, and other specialists complicated
matters.

In the early part of the 20th century, architects were concerned with a range of public
and institutional buildings—banks, libraries, schools, business offices, and hospitals;
increasingly, however, the importance of these designs extended beyond the limits of the
building and its construction. School buildings were seen as community institutions as
well as educational centers. Libraries came to reflect amenable, open plans devoted to
free access to learning. The informality of family life led to increasing influence on
nonpublic buildings, such as residences.

“Architects are also dealing with clients who are frequently inexperienced, often
confused, and unprepared to recognize the time and cost required by good building,”
states Gutheim. This is where the AIA aids its members in professional development and
services to promote the field of architecture in the United States. In keeping with this
spirit, the AIA has instituted an AIM (Aligning the Institute for the Millennium) program.
In a call for a culture of innovation, AIM is redefining the mission of the AIA and
developing “Seven Core Values” to identify what architects and the industry can expect
of the AIA in the future, including architectural education, knowledge delivery, and
advancement.

LISA A.WROBLE
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AMSTERDAM, NETHERLANDS

Although not the seat of government, Amsterdam, in the province of North Holland, is
the acknowledged capital  of the Netherlands and, until World War II, was its
architectural leader. Its local professional groups—Architectura et Amicitia, De 8, and
Groep 32—were successively at the forefront of innovation, and despite the subsequent
evaporation of regional hierarchies, the city has retained its prominence. Its inclusive and
diversified buildings, especially those from the first third of the century as well as from
its final decade, are endowed with a specifically local flavor, even when responding to
more global design trends. Amsterdam’s watery foundations (many of the buildings rest
on wooden pilings) and extensive network of canals and islands, no less than its
distribution into distinctive quarters, ensure its unique character. Although 20th-century
structures are interspersed among the picturesque remnants of the older city, the majority
of these buildings were planted in an encircling girdle that extends dramatically but
deliberately from the historic core. In Amsterdam, chronology and geography coalesce:
for the most part, one can recognize the era of construction from the location.
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After the Golden Age of the 17th century, the cosmopolitan and prosperous harbor
city became a somnolent town with a declining population until belated industrialization
and the construction of international canals and railways commenced in the late 19th
century and Amsterdam awoke to an expansive future, with concomitant woes (a
desperate housing shortage, ruthless demolition, tactless road building, and the filling in
of canals and open space) and wonders (prosperity generating provocative new
construction). Thanks to the National Housing Act (Woningwet) of 1901, which required
Dutch municipalities to provide extension plans and building codes (which in Amsterdam
included aesthetic prescriptions), the city’s development proceeded responsibly. Initially,
the main augmentations were southward, but eventually rings of buildings surrounded it
in all directions. In the 1920s, Amsterdam was called the “Mecca of housing”; its social
democratic administration insisted that dwellings answer artistic demands, serve the
community, and embody the cultural aspirations of the working and lower-middle
classes. Housing has continued to be the dominant building type.

Although at the turn of the century eclecticism ruled in Amsterdam as elsewhere, two
contrasting yet complementary buildings signaled a fresh start. One was the vast Bourse
(1897-1903) by H.P.Berlage, its sources in medieval architecture and the theories of
Gottfried Semper and E.E.Viollet-le-Duc transformed by Berlage’s personal quest for a
universal language suitable for all programs and viewers; the other was the American
Hotel (1898-1902) by Willem Kromhout (1864-1940), a more playful design
incorporating Byzantine and Arabic motifs as well as Romanesque. Both are unusually
monumental for the time and place, with corner towers that anchor and announce their
presence in the cityscape. Each is constructed from Amsterdam’s traditional material:
unplastered brick (glowing red in a large “cloister” format for the Bourse, pale yellow
and slender for the hotel) with stone trim kept within the sleek plane of the masonry
walls. The elevations and plans obey a proportional system intended to harmonize the
parts with the whole, characteristic of Amsterdam practice. Gifted applied artists
executed the details and contributed to the interiors, which are representative of Nieuwe
Kunst, the geometric and restrained Dutch version of Art Nouveau. A third building, the
imposing polytonal masonry headquarters (1919-26) for the Dutch Trading Company
(Nederlandsche Handelsmaatschappij, today ABN-Amro Bank), extended this aesthetic
into the 1920s. The concrete-frame construction, rare at the time, was articulated by
projecting vertical piers that unite five stories, an American formula seen previously only
in the Scheepvaarthuis (1912-16; see Amsterdam School). Its theosophically inclined
designer, K.P.C.de Bazel (1869-1923), one of the first Dutch architects to employ
proportional systems, further interpreted his contemporaries’ goals in a personal manner
in his housing projects for the municipality and the philanthropic organization De
Arbeiderswoning.

Berlage was the author of the first modern extension, Amsterdam Zuid (South); in
1915, he exchanged his picturesque plan of 1905 for a more formal and practical layout
to accommodate large-scale housing. The formula behind his acclaimed design, executed
mainly between 1917 and 1927, was “in layout monumental, in detail picturesque”
(Berlage quoted in Fraenkel, 1976, 46), meaning individualized and intimately scaled;
discrete neighborhoods were composed of turbine plazas, winding streets, and perimeter
blocks, often enclosing communal gardens, with the typical Amsterdam arrangement of
floor-through dwellings ranged to either side of entries and stairs, creating a vertical
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punctuation in the long facades. These smaller urban units were woven into a larger
tapestry of avenues leading, in Berlage’s original vision, to major public structures. The
latter were replaced by four-story multiple dwellings, but since these were designed
mainly by the Amsterdam School, the grandeur, exuberance, and luxury associated with
institutional buildings invigorate the housing and the accompanying schools, shops,
communal bathhouses, branch libraries, bridges, electrical transformers, and so on that
form an integral part of Amsterdam Zuid. A stylistic and typological anomaly in Plaz
Zuid is the Wrightian Olympic Stadium (1926-28) by Jan Wils (1891-1972), who was
briefly a member of De Stijl.

Other important districts created in the period during and immediately after World
War I under the guidance of the dynamic director of housing Ary Keppler include the
Spaarndammerbuurt north of the railroad tracks, best known for Michel de Klerk’s
dwellings for the workers’ housing society, Eigen Haard (1915-20), but with interesting
ensembles for other such organizations established by union members with government
support, most notably Zwanenhof (1915-20) by H.J.M.Walenkamp (1871-1933). On
reclaimed land north of the 1J estuary (Amsterdam Noord), a series of garden suburbs
with more conventional two-story row housing offered an alternative to the denser matrix
of Amsterdam Zuid. A significant municipal experiment of 1921 was Betondorp in
Watergraafsmeer, annexed by Amsterdam in that same year, where a number of different
systems employing concrete for rapid and cheap construction were tested. Some 1,000
dwellings were added to the housing stock; some of the experiments provided useful
precedents, while others proved but temporary expedients. Architects included those of
Amsterdam School persuasion, such as Dirk Greiner (1891-1964) and Jan Gratama
(1877-1947), and budding functional-ists, such as the Haarlem-based J.B.van Loghem
(1881-1940).

Amsterdam’s belt of new extensions, with buildings firmly defining streets and
squares, was scornfully decried as the “stone city” by a younger generation touched by
the ideas of Le Corbusier, the Bauhaus, and CIAM (Congres Internationaux
d’ Architecture Moderne). In 1927 these polemicists founded De 8 and issued a manifesto
denouncing the putatively antiutilitarian and defiantly aesthetic schemes then dominant
and demanding the introduction of Zakelijkheid (Nieuwe Bouwen in the Nether-lands).
The most distinguished examples of this tendency in Amsterdam comprise the school and
cinema by Johannes Duiker; the glazed Apollohal (Apollolaan, 1933-35) by A.Boeken
(1891-1951), a founder of Groep 32; the steel-framed, unplastered brick atelier dwellings
with artists’ studios combining single- and double-height spaces (Zomerdijkstraat, 1934)
by P. Zanstra (1905-), K.L.Sijmons, and J.H.L.Giesen; and the strikingly transparent
“Drive-In Dwellings” with garages below (Anthonie van Dijkstraat, 1936-37) by Mart
Stam, Lotte StamBeese (1903-), W.van Tijen (1894-1974), and H.A.Maaskant (1907—
77). Buildings that also display modern materials and functionalist concepts but that,
while devoid of Amsterdam School decorative flourishes, have a distinctly local rather
than international character include the brick “Wolkenkrabber” (Amsterdam’s first
“Skyscraper”; Victorieplein, 1930), its glazed stair separating the two apartments on each
floor designed by an apostate from the Amsterdam School, J.F.Staal (1879—1940), and
the curvaceous white National Insurance Bank (Apollolaan, 1937-39) by Dirk
Roosenburg (1887-1962).
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De 8 had published proposals to replace perimeter blocks with Germanic open-row
housing and four-story tiers of dwellings with high, horizontally layered flats accessed by
galleries or corridors and served by a single stair or elevator. When Cornelis van Eesteren
designed the AUP (Algemene Uitbreidungsplan [General Extension Plan]) of 1934, he
likewise envisaged tall slabs standing free in parklike settings and, according to CIAM
prescriptions, segregated the city according to use: dwelling, working, recreation, and
transport. Although World War II prevented complete realization, his scheme guided
development until the late 1980s: Bos en Lommer (1937 and later, by De 8 members Ben
Merkelbach [1901-61] and Ch. Karsten [1904-79]) and Frankendael (1947-51, by
Merkelbach and Karsten and Merkelbach and P.Eilling [1897-1962] with Mart Stam) are
examples of such worthy but architecturally undistinguished solutions.

In the postwar period, only on occasion did modernists escape tired formulas. The
curtain wall appeared first in 1959 in the unusually elegant Geillustreerde Pers
(Illustrated Press) headquarters by Merkelbach and Stam. Reconstruction focused on
social housing, and the strict economic guidelines enforced by a government bureaucracy
led to monotony and mediocrity. The culmination of CIAM thinking was the enormous
southeastern housing estate Bijlmermeer (1962-73), designed by the Municipal Housing
Service. This dispiriting honeycomb of concrete high-rises was linked to the center by the
Metro, a remarkable feat of engineering of the 1970s that unfortunately did far more
damage to Amsterdam’s fabric than the Nazi occupation. The precepts that produced
Bijlmermeer were finally repudiated in the scheme by OMA (Office for Metropolitan
Architecture, led by Rem Koolhaas) for the Ijplein in Amsterdam Noord (1980-82). Like
Berlage’s Amsterdam Zuid, variety was naturally achieved by employing different firms
to execute the plan, which consists of tall blocks in the western sector and low-rise
buildings in the east, producing a successful mix of housing types conforming to OMA’s
neomodernist stance.

By the 1960s, editors of the journal urged reform. Aldo van Eyck (1918-99)
criticized the sociologically driven soulless modernism that had blighted his country,
called for “labyrinthine clarity” (ordered and logical complexity), proposed theories that
drew inspiration from the African Dogon and the Casbah, emphasized the importance of
intimacy and the thresholds between public and private space, and envisaged the city as a
large house and the house as a small city, thus challenging Amsterdam’s inert and self-
contained enclaves. After designing many ingenious playgrounds throughout the city, he
realized his ideals in the acclaimed but flawed Burgerweeshuis (City Orphanage, 1960,
no longer used as such), a miniature townscape of domed units of concrete and brick
scaled to its small inhabitants. A subsequent movement, Structuralism, was formed by
sympathizers such as Herman Hertzberger (1932-), whose Le Corbusian Studentenhuis
(Student Dormitory, 1959-66), which combines social and dining facilities with living
quarters and a common terrace (a street in the sky), exemplifies this approach; within the
compound, a matrix of large and small rooms offers points where social encounters, often
accidental, can enrich daily life.

Since the mid-1980s, there has been an explosion of exciting new architecture in
Amsterdam, comparable in magnitude and inventiveness to the period between 1915 and
1934. Postmodernism is alien to Amsterdam, although the neo-Expressionist,
ecologically prescient “sand castle” that houses the NMB (today ING) bank (1979-87) by
A. (Ton) Alberts (1927-1999) and M.van Huut might be categorized as such, in that
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Alberts has revived the anthroposophical organicism of the early 20th century. Instead, an
exuberant, triumphantly contemporary and quintessentially Dutch architecture has
reappeared. Housing projects are again a cause for celebration, no longer constrained by
politically correct but architecturally lifeless requirements. Redeveloped sites such as
Kattenburg and Wittenburg (post office and flats by A.W.van Herk and S.E.de Kleijn,
1984) and KNSM-, Java-, and Borneo-Eilanden (the harbor’s decline left the islands free
for other uses) display housing less indebted to modernist dogma and more to vernacular
and Amsterdam School sources, although Nieuwe Bouwen is not forgotten (towers and
slabs by Wiel Arets [1955-], J.Coenen [1949-], and Sjoerd Soeters [1947-], among others,
1988-96). Clusters of colorful and individualistic apartment blocks by firms such as
Atelier Pro (who inclusively invited six foreign firms to provide facades for their housing
development on the site of a former Army Barracks on the Alexanderkade, 1988-92) and
Mecanoo (housing estate Haagseweg, 1988-92) reinvigorate the city and reinforce the
identity of particular places. There has been a return to four- or five-story buildings
organized according to the traditional Amsterdam entry system (Nova Zemblastraat by
Girod and Groeneveld, 1977), each with its own distinctive details and massing,
vigorously plastic with dramatic projections in plan and elevation. Wood and aluminum,
as well as steel and stucco, often brightly painted, have joined brick, tile, and concrete as
popular materials. Equally significant is the reconfiguration of older buildings—
warehouses, arsenals, grain silos, customs houses, churches, and canal residences—for
new purposes, again mostly residential; effectively active here is J.van Stigt (1934-).
Amsterdam thus completed the century as it began: simultaneously socially responsible
and architecturally on the cutting edge.
HELEN SEARING
Amsterdam School; Art Nouveau (Jugendstil); Berlage, Hendrik Petrus
(Netherlands); De Stijl; van Eyck, Aldo (Netherlands); Hertzberger, Herman
(Netherlands)

Further Reading

The bibliography in the Dutch language is huge but is specialized in terms of building
types, time periods, and issues of urbanism and preservation; several items take the form
of annotated guide books in Dutch and English. There is also a plethora of publications
issued by the municipality, especially the Departments of Urban Planning (Stedebouw)
and of Housing (Volkshuisvesting). Since 1986 ARCAM (Amsterdam Center for
Architecture) has regularly commissioned a series of pocketbooks in English on various
topics concerning the buildings of the city.
Amsterdam: Amsterdam Physical Planning Department, 1983

Bock, Manfred, Jet Collee, and Hester Coucke, edited by Martin Kloos, Amsterdam:

Architectura and Natura, 1992
Forgeur, Brigitte, London: Thames and Hudson, 1992

Fraenkel, Francis Frederik, Alphen aan den Rijn, The Netherlands: Canaletto, 1976 (with
English summary)
Gemeentelijke Dienst Volkshuisvesting, Amsterdam: Bureau Voorlichting Gemeente

Amsterdam, 1975



Encyclopedia of 20th-century architecture 88

Groenendijk, Paul, and Piet Vollaard, (bilingual English and Dutch edition), Rotterdam:
Uitgeverij 010, 1986; 4th edition, 1992

Haagsma, Ids, and Hilde de Haan, Anna de Haas, H.J.Schoo, Utrecht: Spectrum, 1981

(exhib. cat.), Delft: Delft University Press, and Amsterdam: Stedilijk Museum, 1983

Huisman, Jaap, Michel Clans, Jan Derwig, and Ger van der Vlugt, Amsterdam: Architectura en
Natura, 1999

Kemme, Guus (editor), Amsterdam: Thoth, 1987, 4th edition, 1996

Kloos, Maarten (editor), Amsterdam: Architectura en Natura, 1994

Kloos, Maarten (editor), Amsterdam: Architectura en Natura, 1995

Kloos, Maarten (editor), Amsterdam: Architectura en Natura, 1997

Kloos, Maarten, and Marhes Buurman (editors), Amsterdam: Architectura en Natura, 2000

Koster, Egbert, Amsterdam: Architectura en Natura, 1995

Paulen, Frangoise (editor), (bilingual Dutch-English edition), Amsterdam: Amstaerdamse
Feratie van Woningcorporaties, 1992

Roy van Zuydewijn, H.J.F.de, Amsterdam: De Bussy, 1969

Searing, Helen, “Architecture and the Public Works in Metropolitan Amsterdam,” 17 (1984)

Searing, Helen, “Betondorp: Amsterdam’s Concrete Garden Suburb,” 3 (July 1987)

Stieber, Nancy, Chicago: University of Chicago Press, 1998

AMSTERDAM SCHOOL

The Amsterdam School was comprised of Dutch architects active between 1910 and 1930
whose work was associated with Expressionism and promulgated by the publication
During World War I and for a decade thereafter, the striking and controversial work of
the Amsterdam School transformed entire portions of its eponymous city and influenced
architecture throughout the Netherlands. Although almost every building type was
addressed, the major monuments are governmentfunded ensembles of workers’ dwellings
arranged in perimeter blocks that brought a new scale to Dutch cities. Paradoxically,
although its members sought unique solutions for each commission, a readily identifiable
group style emerged, and collaborations were frequent. Characterized by a luxurious
fantasy and individualistic details, the work came under fire in the later 1920s from
proponents of the functionalist subsequently, the Amsterdam School was written out of
the literature. But in the 1970s, reevaluation commenced; many of the buildings have
been restored and once again are a magnet for architects and urbanists.

The cradle of the Amsterdam School was the atelier of Eduard Cuypers (1859-1927).
Working there at various times during the first decade were its future leader, Michel de
Klerk (1884—1923) and such important representatives as Johann Melchior van der Mey
(1878-1949) and Pieter Lodewjik Kramer (1881-1961). Other future acolytes in that
office who absorbed Cuypers’s credo that architecture was first and foremost an art that
must transcend, while serving the pragmatic realities of program and resources, included
G.F.LaCroix (1877-1923), Nicolaas Landsdorp (1885-1968), B.T.Boeyinga (1886—
1969), Jan Boterenbrood (1886—1932), J.M.Luthmann (1890-1973), and Dick Greiner
(1891-1964).
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Cuyper’s peculiar synthesis of Austrian and German Jugendstil (Art Nouveau), British
Arts and Crafts, Belgian Art Nouveau, 17th-century Dutch architecture, and Indonesian
art appears in more abstract guise in all of their work. Better known architects of
Cuypers’s generation such as Willem Kromhout (1864—-1940) and K.P.C.de Bazel (1869—
1923) also were admired exemplars but with the doyen of Dutch architecture,
H.P.Berlage (1856-1934), they had a more complicated relationship. In his one published
statement of 1916, de Klerk criticized Berlage’s work for its excessive sobriety and lack
of representational character in both materials and function. Yet they followed his use of
geometric systems to proportion plans and elevations, and in the late teens and early
1920s, Berlage worked with members of the Amsterdam School and responded to their
delight in piquant invention; his housing around the Mercatorplein (1925-27) indicates a
mutual regard.

Although the Amsterdam School, unlike its rival, De Stijl, embraced no specific
theoretical program, its members were united not only by stylistic practice and the
conviction that architecture was first and foremost an inclusive art that should be
aesthetically accessible to people of all classes, but also by training (many were
autodidacts or studied in courses outside the main professional school at Delft). To
understand the movement’s rapid and widespread—if short-lived—influence, it is
necessary to review several peculiarly Dutch institutions through which its “members”
exercised power. The club Architectura et Amicitia (A et A), founded in 1855, during the
teens and twenties was led by those sympathetic to the artistic ideals of the Amsterdam
School, whose work was privileged in its publications, especially (literally, “Turnings,”
but in the sense of departures or deviations), which under the partisan edi-torship of
Hendricus Theodorus Wijdeveld (1885—1987) appeared monthly from 1918 to 1928. The
club also held competitions and exhibitions that disseminated designs conforming to the
group’s aesthetic position; it was in a review of the display mounted by A et A in 1916
that the name  first appeared in print.

Amsterdam’s municipal organizations also played a role. The Department of Public
Works was staffed by its adherents, as testified by the street furniture, bridges, public
baths, schools, and offices for city agencies that were designed and executed between
1917 and 1930. The Social Democrats responsible for housing policy in Amsterdam were
admirers, for they believed that the work of the Amsterdam School dignified the
neighborhoods of the working- and lower-middle-class families for whom they were
responsible. The Commission of Aesthetic Advice ~ which passed judgment on exterior
design, also was dominated by its advocates, much to the chagrin of architects of other
stylistic persuasions, who often had to change their designs to conform to Amsterdam
School conceptions.

Multicolored brick and tile, quintessentially Dutch materials, were employed for
structure and cladding but used in unprecedented ways, in combination with concrete,
stone, and powerful new mortars, to create unique configurations that pulsate with
vitality. The dynamism of the modern metropolis inspired many of the formal strategies
employed by the Amsterdam School, yet vernacular, historical, and even naturalistic
references, as well as motifs from German and Scandinavian architecture and Frank
Lloyd Wright, leavened the imagery. This was a narrative architecture that used massing
and ornament iconographically, to contextualize each commission. Accusations of
irrationalism and facadism were exaggerated; when commissions allowed, interior spaces
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were as ingenious as exterior envelopes and in each case expressed the realities of the
program. After 1925 socioeconomic events curtailed the extravagant conceits of the
Amsterdam School and led to a more repetitious and less imaginative vocabulary, but
during its reign in the Netherlands it was responsible for such remarkable buildings as the
Scheepvaarthuis, 1912—16 (by Van der Meij, Kramer, and de Klerk), and the housing
estates Eigen Haard, 1914-18 (de Klerk) and De Dageraad, 1919-21 (de Klerk and
Kramer), all in Amsterdam, plus the villas compromising Park Meerwijk, 1917, in
Bergen (Kramer, La Croix, plus J.F Staal [1879-1940] and Margaret StaalKropholler
[1891-1966], the Netherlands’ first female architect), the Bijenkorf Department Store in
The Hague, 1925-26, by Kramer, and the post office in Utrecht 1917-24, by Joseph
Crouwel (1885-1962).
HELEN SEARING
Amsterdam, Netherlands; Berlage, Hendrik Petrus (Netherlands); de Klerk, Michel
(Netherlands); De Stijl; Expressionism; Netherlands
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AMUSEMENT PARK

Amusement parks are controlled environments that entertain visitors through the
simulation of space, place, and experience. It is the element of control that is initially
most important in defining the building type because the amusement park presents itself
as a safe, and indeed sanitized, environment wherein conventionally dangerous or
arduous activities can be undertaken without fear of their consequences. The desire for
control leads to the necessity of simulating or fictionalizing each and every space and
event that the visitor to the park will experience. For this reason, amusement park
designers often treat their buildings and settings simply as film sets, facades that are
divorced from the function of their interiors and that are dismantled and changed at will.
In the early years of the 20th century, this transience was exacerbated by the fact that a
single designer was rarely responsible for more than one part of any park. In
combination, these factors render the task of determining who has designed the park, and
even its date of completion, difficult. This situation has changed in recent years, with
many respected architects, including Michael Graves, Robert Stern, Antoine Predock,
Frank Gehry, Robert Venturi, and Denise Scott Brown, accepting commissions for the
design of amusement parks and associated facilities (hotels and training centers). Major
20th-century amusement parks include Disneyland (1955) in Anaheim, Florida; Six Flags
over Texas (1961) near Fort Worth, Texas; Walt Disney World (1965) in Orlando,
Florida; Universal Studios (1970-80) in Los Angeles, California; Tokyo Disneyland
(1983) in Tokyo; and Fox Studios (1996-99) in Sydney.

One particular type of amusement park, the theme park, also rose to prominence in the
last half of the 20th century. The theme park is characterized by a limited set of well-
defined thematic boundaries. Typical theme parks include the Old Westflavored Knotts
Berry Farm (1940, 1970) in Anaheim, California; the theologically focused Bible World
(1975) in Orlando, Florida; the evolutionary-themed Darwin Centre (1995) in Edinburgh;
and the piratical Mundomar (1996) by Estudio Nombela on Spain’s Costa Blanca.
Despite these differences, the terms “theme park” and “amusement park” are often used
interchangeably to refer to any space that promotes enjoyment through simulation.

The origins of the amusement park are frequently traced to the 17th-century pleasure
gardens of England and France. One of the most famous of these parks was Vauxhall
Gardens in London, which first opened in 1661 and by 1728 contained mechanical rides,
parachute jumps, and balloon ascensions. Perhaps the most popular of these early
amusement parks was the Prater in Vienna, which became the site of the 1873 Vienna
World’s Fair and which featured both a primitive wooden Ferris wheel and one of the
first large carousels. However, although amusement parks first came to prominence in
Europe, it was in North America that they enjoyed their greatest success. One of the first
large American amusement parks was Jones’s Wood, which opened in New York in the
early years of the 19th century. Jones’s Wood comprised a loose collection of beer halls,
music
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houses, viewing platforms, dioramas, and shooting galleries. Rapid development of the
surrounding areas forced Jones’s Wood to close in the late 1860s just as a new era in
amusement park design was beginning on nearby Coney Island.

In 1897 George Tilyou erected a walled enclosure around his Steeplechase ride on
Coney Island. This act of enclosing the site and controlling entry to his rides is regarded
as a defining moment in 20th-century amusement park design. Of similar significance is
Tilyou’s claim that if “Paris is France, Coney Island, between June and September, is the
World” (McCullough, 1957, 291). With this statement, Tilyou set in motion the 20th-
century amusement park obsession with spatial and cultural simulation. Tilyou believed
that by constructing replicas of famous building types from different parts of the world,
he could simulate the entire planet in such a way that it could be quickly, efficiently, and
safely experienced by large numbers of paying customers. Such was the success of
Steeplechase Park (1897) that two new Coney Island amusement parks, Luna Park (1903)
and Dreamland (1904), soon followed. Luna Park simulated a trip to the moon, and
Dreamland featured a number of attractions, including a partial reconstruction of Pompeii
(complete with simulated eruptions on the hour) and a six-story building where customers
could experience an office fire firsthand. Such was the success of this building type that
by 1919 there were more than 1,500 amusement parks in North America, although the
Depression saw this figure drop to barely 200 financially viable parks in the 1940s. It was
not until the 1950s that Walt Disney revitalized the industry with his themed zones
(Fantasyland, Adventureland, Frontierland, and Tomorrowland) and his focus on the
traditional values of middle America. The success of Disneyland at Anaheim saw a string
of similar Disney parks opened around the world, including EPCOT (1982) in Florida
and the more controversial EuroDisney (1992) near Paris. This friction between the
“real” and the “simulated” or “virtual” is evident in many recent amusement park
designs. At one extreme, amusement parks are increasingly producing more complex and
realistic electronic simulations. Virtual World (1981-92) in San Diego, California;
Acurinto (1996) in Nagasaki; and SegaWorld (1996-98) in Sydney each feature
extensive electronic, or video game, environments. In sharp contrast to this trend is the
rise in amusement parks that promote ecotourism as a “real” experience. Mitsuru Man
Senda’s Asahikawa Shunkodai Park (1994) and his Urawa Living Museum (1995) in
Urawa are examples of parks that advocate a “genuine” appreciation of the environment
or history of the “real world.” Ironically, in many respects each of these extremes is as
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artificial as the other. The only difference is that in one environment the simulation is
glorified, whereas in the other it is repressed or hidden.
MICHAEL J.OSTWALD
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ANDO, TADAO 1941-

Architect, Japan

Tadao Ando, one of the most important contemporary Japanese architects, has pursued
what he calls an architecture that moves people with its poetic and creative power. His
numerous buildings yield intensely meaningful and didactic experiences. In so doing,
Ando has engaged the discipline in the core philosophical questions on humanistic
values, such as the end and purpose of creativity, or what architecture can contribute to
improve the quality of human existence. To study his architecture is to examine how
architecture can conceivably enhance the world as a humanistic discipline.

On the tangible level, Ando’s works may be characterized by their primary walls,
constructed out of limited materials and composed of purely geometric forms. Raw,
unfinished reinforced concrete has been Ando’s material of choice since his earliest
years; later he added a shorter list of wooden buildings. These rather reductive methods,
however, should never be taken to demonstrate a lack of intention, nor do they result in
poor spatial qualities; instead, they are the consequence of Ando’s willful determination
to stage, though intangible they may be, rich architectural experiences. Ando’s simple
materials and forms engage a viewer in an appreciation of architecture, making the piece
significant to that person. Ando is therefore in no respect a formalist—his interest in the
tangible stems solely from his much deeper concern for their ontological relation to the
intangible aspects of architecture.

Ando’s decision to limit his materials and forms comes from the belief that their
intrinsic natures heighten the viewer’s experience of buildings, especially when they
reveal their utmost state of existence. Therefore, Ando compares himself to the poet who
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chooses words carefully and gives them the most appropriate forms of expression. Ando
is keenly interested in and highly knowledgeable about building materials. Once, in the
early 1980s, Ando joined other sculptors, industrial designers, and architects in an
exhibition, held in Tokyo, of objects made out of glass. Ando’s entry, nothing but
numerous sheets of glass laid horizontally on top of one another, brought to the viewer’s
attention the intrinsic nature of float glass. Produced by pouring liquid glass on a flat bed,
ordinary float glass inevitably has minute irregularities on the upper-side surface.
Compiling such sheets magnifies the irregularities, eventually causing them to shatter.
Ando’s project celebrated almost perfect sheets that withstood the challenge and quietly
acknowledged the great care the manufacturer took in producing them.

It is also in building projects that Ando reveals the material’s properties to the physical
extreme with a high degree of care. The intention is to present the materials in their
utmost essence. In fact, Ando believes that the more austere his wall, the more it speaks
to mankind. Ando’s specification of hard concrete mixture stirred up the Japanese
building industry in 1970s, when both contractors and architects were used to the norm of
much softer mixes for the sake of its easy distribution into the forms. The specification
demanded Ando’s attentive supervision, apt instruction, and even some on-site
demonstration—he is said to have tapped the wooden panels incessantly while concrete
was being poured. Once constructed, however, the walls were worthy of a critical gaze
and required no finishing materials that would ordinarily hide the faults of construction.

Ando’s efforts to provide an intense architectural experience rest not only with
materials but also with building form and open space. As one becomes familiar with
Ando’s floor plans, one recognizes in them the persistent recurrence of pure geometry.
However, once inside his building, a visitor is confronted with an enriched sequence of
spatial experiences rather than a mere confirmation of simple forms. The ultimate goal is
to draw attention to the space’s architectural qualities. Ando once commented that an
unexpected experience generates a stronger impression and elevates man’s spirit. In such
an experience, geometry is no longer an abstract factor but instead serves to generate the
real human existence.

Ando’s interests in the spatial sequence led him to explore the potential significance of
vertical circulation. A staircase is, in the utilitarian sense, nothing but the means to
traverse between different floor levels. With Ando, ascending and descending become
almost a spiritual opportunity of preparation before entering a place of religion, as in the
Water Temple (1991) on Awaji Island. Or, as in the Oyamazaki Villa Museum (1996) in
Kyoto, ascension is an awakening experience of one’s body while discovering the
daylight reflected delicately on each step’s rounded nose, which in turn draws attention to
the cascading waterfall just outside, which shines similarly under the sun.

The simplicity and purity of form and materials also support what Ando has called the
nature—in particular, light, air, and water—of his architecture. Ando once commented
that architecture should not be loud but rather that it should let nature, in the guise of
sunlight and wind, speak. His concrete wall captures on its surface an ever-changing
pattern of light and shadow. In return, the austere surface of the wall is enlivened, made
rich with character. When his concrete walls, taller than eye level, bound a space, as in
the Vitra Seminar House (1993) in Weilam-Rhein, Germany, the observer’s attention is
naturally drawn to the sky, both visually and spatially. When an opening is made in a
wall at floor level, as in a number of residential buildings, the sight is directed
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specifically to the pebbled or grassed ground outside. A vertical sheet of water, as in the
Forest of Tombs Museum (1992) in Kumamoto, or a serene horizontal surface of water,
as in the Church on the Water (1998) in Hokkaido, could be waiting to fill the viewer’s
hearing or vision. In these settings, man is in an immediate confrontation with nature,
with only Ando’s architecture serving as a mediator.

Ando has acknowledged that the way he brings nature into architecture could require
some severe living conditions. For example, in Row House Sumiyoshi (1976) in Osaka,
the residents are faced with every element of weather each time they pass the courtyard
on the way from one room to another. Ando’s rather forceful mediation between man and
nature is not always without criticism. Some critics have commented that it leads to a
spatial impoverishment. On the contrary, however, Ando believes that a close
confrontation with nature is crucial for the enrichment of man’s life, which makes man
keenly aware of the season and which nurtures within man a finer sensitivity. This
insistence on austerity and severity reflects his critical stance against modern society’s
materialistic way of life. In this regard, Ando has taken a critical stance against the
modern ways of living that may be materialistically rich and yet spiritually impoverished.
He has made incessant inquiries as to what enriches an individual’s life in the
contemporary age. He considers it critical to discover through his architectural works
what is essential to human life. Ando believes that abundance does not necessarily enrich
one’s life and instead thinks that an architectural space stripped of all excess and
composed simply from bare necessities is true and convincing because it is appropriate
and satisfying. In this understanding of the human conditions, Ando’s architecture
constitutes a challenge to contemporary civilization.

Just as Ando is suspicious of the materialistic view of life, he is equally doubtful about
what many modern and contemporary architects have taken to be an unquestionable goal:
timeliness of design. Rather, Ando’s is a quest for the essence that allows architecture to
endure the test of time. In the same regard, Ando is in a constant search for the kind of
architectural heritages that have withstood various conditions of both time and place.
Ando’s attitude toward architectural heritage should, however, be distinguished from the
Postmodern regionalism in which traditional forms are replicated by modern, universally
available industrial materials and technology, to which Ando is not at all sympathetic. A
pseudo-authentic application is for him not a pursuit of the material’s intrinsic potential
and therefore not essentially architectural.

Ando’s desire to scrutinize the time-earned architectural heritage and to appropriate it
in his projects makes his practice critically cross-cultural. On the one hand, Ando is not
hesitant to draw both from his native Japanese and from other, especially Western,
traditions. On the other hand, his reference to the heritage is always based on the critical
and creative appropriation that often brings the heritage one step beyond its traditional
boundaries. For example, it is not at all difficult to discern a Vitruvian ideal with four
equilateral triangles in his temporary theater, Kara-za in Tokyo (1988). Ando chose the
dodecagon because of a certain order and perfection that the human mind tends to find in
the number 12. This also referred to the 12-year cycle of the Eastern calendar and the 12
months of the Western year. Then Vitruvius’s recommendation is, for Ando, not
restricted to the West but rather is cross-culturally human. For Ando, the dodecagon is
the most appropriate form to give to the project in which theatrical events represent a
construction of a temporary microcosm.
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With Ando’s Church of the Light (1989), a cross becomes more than a Christian
symbol. Instead, a vertical and horizontal linear opening in the otherwise solid concrete
wall is a void at the end of the space. It embodies the sense of time and space beyond
reach, so appropriate for religious contemplation. It encourages a respect for the past, a
commitment to the future, and a trust in the universal applicability and effectiveness of
one’s

Modern Art Museum, Fort Worth, Texas, designed by Tadao Ando
(2002)
© Mary Ann Sullivan

particular religious activity, which in turn is limited by its place and time.

Ando has an extraordinary background as an architect. He did not receive any formal
architectural education, nor did he apprentice in an office. As for career preparation,
Ando often refers to the study tours he made on his own and the books he read, including
Le Corbusier’s oeuvre, during the period between 1962 and 1969, before he opened his
architectural office in Osaka. This specific location was also somewhat out of ordinary,
for many well-known, well-established architects are in Tokyo, by far Japan’s largest
center of economic activity. Because of this and because of the strong regional accent in
his Japanese, Ando had often compared himself to a stray warrier, half mockingly and
half proudly. His is the proof that still, in the economically driven contemporary
societies, architecture can provide a spiritual and even sacred dimension of the human
existence.

Although his early practice was limited primarily to residences and small commercial
building in the nearby regions of his office, Ando gradually gained domestic and
international acclaim and extended his practice to cultural and religious institutions. Ando
has received virtually every award there is for an architect, including the Annual Prize
from the Architectural Institute of Japan (1979), the Alvar Aalto Medal from the Finnish
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Association of Architects (1985), the Gold Medal of Architecture from the French
Academy of Architecture (1989), the Arnold W.Brunner Memorial Prize from the
American Academy and Institute of Arts and Letters (1991), the Carlsberg Architectural
Prize of Denmark (1992), the Asahi Prize (1995), the 18th Pritzker Architecture Prize
(1995), the eighth Premium Imperiale (1996), and the Royal Gold Medal from the Royal
Institute of British Architects (1997). His vigorous influence is manifest in the range of
exhibitions of his work, including the Museum of Modern Art, New York (1991); the
Centre Georges Pompidou, Paris (1993); the Royal Institute of British Architects, London
(1993); the Basilica Palladiana, Vicenza (1995); the Sixth Venice Biennale (1996); the
National Museum of Contemporary Art, Seoul (1998); and the Royal Academy of Arts,
London (1998). His winning competition entries include the Modern Art Museum of Fort
Worth, Texas (1997); the Hyogo Prefectural Museum of Modern Art (1997); and the
Manchester City Centre Piccadilly Gardens Regeneration (1999).

RUMIKO HANDA

Church on the Water, Hokkaido, Japan; Modernism; Postmodernism
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APARTMENT BUILDING

Population growth and the increasing density of cities created a housing crisis in the 20th
century. The apartment building emerged as a solution for housing large numbers of
people in small areas. Although a preexisting type, during the 20th century the
development of the apartment building dramatically reshaped the built environment of
cities and their surrounding suburbs. Apartment buildings developed in locations
convenient to transportation networks and services that encouraged dense residential land
use. The increase in apartment living subsequently inspired continued international
dissemination of the modern apartment building type.

An apartment building contains multiple dwelling units of one or more rooms. Other
basic aspects of the 20th-century apartment building’s program are a bathroom and
kitchen for each unit and the provision of heating, ventilation, air conditioning, and other
systems. As with other commercial building types, efficient use of space is integral to
good apartment building design. Public areas of the apartment building are normally
minimal, with a small lobby and laundry room or, in more luxurious examples, a roof
deck, recreation room, or swimming pool. All apartment buildings share the basic
function of providing shelter for numerous household groups, but the features and
appointments of a building can vary greatly, depending on the socioeconomic level of the
intended residents. Apartment buildings need to balance efficiency with comfort; this
requirement is challenging, especially when building for low-income tenants.

In the early 20th century, most architecturally notable apartment buildings were
intended for upper-class tenants. Living in a full-service apartment building could
provide a luxurious home at much smaller cost than maintaining a single-family house.
Rising land values in many cities made sole ownership prohibitively expensive even for
the relatively well off. Use of Classical Revival and Italian Renaissance Revival
decorative modes was prevalent, as evidenced by the lavish examples built in cities such
as New York, Chicago, Los Angeles, London, Paris, and Vienna. The dominance of
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historical styles in apartment building design indicated the fashionable design mode for
most commercial and domestic structures during the early part of the century.

For low- and middle-income tenants, apartment building design was characterized by
tension between aesthetics and economic viability. Tenement house design frequently
sacrificed aesthetic and sanitary concerns to create a profitable investment. By the 1920s,
apartment buildings were integral to the international debate over housing and social
reform. European avantgarde architects used the apartment building type to explore the
potential of modernism and prefabricated structural systems for providing affordable
worker housing. Government sponsorship of housing projects provided important
opportunities for architectural experimentation not available in the commercial real estate
market of the United States despite housing reform efforts. The housing policy of the
Weimar Republic generated pioneering modern apartment buildings for German cities,
such as Breslau, Hamburg, Celle, Berlin, and Frankfurt. Another example is J.J.P.Oud’s
Kiefhoek housing (1925), an International Style garden apartment complex built in
Rotterdam. Both the garden apartment and the high-rise form of the apartment building
were explored by architects throughout the mid-20th century. A key high-rise example in
London is Highpoint I (1933-35), designed by Berthold Lubetkin and Tecton.

These two primary apartment building forms—the mainly urban high-rise and the
suburban garden apartment—became internationally prevalent by the 1930s. High-rise
apartment buildings, alone and later in planned groups, capitalized on an economy of
scale. They distributed the rising cost of elevators, ventilation, and other systems-related
apparatus by using modern building materials to create taller structures with more living
units. Garden apartments were suitable for lower-density development on the urban
periphery, where land was less expensive. Groups of two- or three-story buildings
arranged on landscaped sites contained units that shared an entrance stairwell. The garden
apartment form did not require formal public areas or expensive elevators but was not as
efficient in land use or building materials as a more compact high-rise apartment
building. In the post-World War II period, the housing crisis became more acute owing to
years of postponed building and wartime destruction. European governments again
sponsored the construction of major apartment housing projects. In the United States, the
new Federal Housing Administration and later the Department of Housing and Urban
Development began to fulfill a role similar to that of their European counterparts,
although more limited in scope. International Style modernism, particularly the slab-form
high-rise developed by Le Corbusier, dominated these construction efforts.

The key postwar example is Le Corbusier’s Unité d’Habitation (1947-53) at
Marseilles, France. Unite d’Habitation is a 12-story horizontal slab raised on heavy
tapered A roof deck and an interior commercial “street” seek to create a unified
community, but this quality of self-containment also separates the building from its
neighborhood context. Other large apartment buildings based on this model experience
mixed results when applied in other contexts. Noteworthy examples of apartment
buildings done in a postwar modernist vocabulary include ATBAT housing (1951-56,
Shadrach Woods and J.Bodiansky) in Morocco and Peabody Terraces (1964, José Luis
Sert) in Cambridge, Massachusetts.
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A housing estate being completed in Southwark, London, in 1959
(architect unknown)
© Hulton-Deutsch Collection/CORBIS

During the postwar period, large-scale developments, including multiple high-rise
apartment buildings, site planning, and amenities such as shopping and recreational
facilities, became more prevalent. In the United States, federal urban-renewal funding
cleared sizable portions of blighted urban neighborhoods to be replaced by large public
housing projects. These projects reflected the modernist vision of social reform through
environmental determinism. Commercial interests built more luxurious and well-
maintained versions of these high-rises for middle-class and wealthier tenants. These
projects could be successful when integrated into existing community services, but they
failed miserably when they isolated poor residents from economically stable parts of the
urban landscape.

Apartment buildings have been a source of controversy over zoning and land use in
the United States. As a multi-dwelling structure, the apartment building threatens the
American ideal of the single-family house. However, economic reality, even in the
United States and the prosperous nations of Europe, is that apartments fulfill an important
need. The apartment building has transformed the urban and suburban landscape of the
20th-century city and by extension the lived experience of many residents.

LISA DAVIDSON

Corbusier, Le (Jeanneret, Charles-Eduoard) (France); Eigen Haard Housing Estate,

Amsterdam; Oud, J.J.P. (Netherlands); Public Housing; Unite d’Habitation,
Marseilles/Cité Radieuse
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ARCHIGRAM

Architecture firm, England

Archigram is both a group of British architects and their architectural periodical,
which gave the group its name. Between 1960 and 1972, Archigram published nine
issues of the periodical, staged exhibitions and conferences, and devised a number of
influential architectural projects. Founded by Peter Cook (1936-), the group consisted of
Cook, David Greene (1937-), Mike Webb (1937-), Warren Chalk (1927-88), Dennis
Crompton (1935-), and Ron Herron (1930-94). Their avantgarde architecture rejected
heroic modernism in favor of expendable, variable, and often mobile combinations of
component units plugged into superstructures. Although Archigram gained worldwide
recognition, their Utopian project owed much to the intense architectural debate
fermented by the massive rebuilding projects of postwar Britain. The group drew on
eclectic sources, including R.Buckminster Fuller, the Independent Group, Reyner
Banham, comic books, science fiction, consumer imagery, and contemporary technology,
such as the satellite, the U.S. National Aeronautics and Space Administration’s mobile
launch towers, and the more modest Airstream trailer.

In late 1960, Cook, Greene, and Webb began meeting in an effort to perpetuate the
vibrant intellectual climate that they had experienced at architecture school. Their
publication both augmented their activities, providing a forum for ideas as well as a
publication venue for student work, and gave the group its name. not only suggested the
immediacy of a telegram or an aerogram (i.e. “archi[tecture]-gram”) and the urgency of
their ideas but also described the broadsheet format of the fledgling publication. The first
issue, published in 1961, featured both Greene’s poetry and a collage composed of
provocative statements that wound around and through images of architectural projects, a
metaphor for the group’s desire to break down traditional barriers between form and
statement. The document proclaimed their response to postwar British architecture: “we
have chosen to by pass the decaying Bauhaus image/which is an insult to functionalism”
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in favor of organic forms that “flow,” signaling their enduring interest in the inventive
use of architecture to foster communication.

By 1963 the group had coalesced. That year they produced both and the exhibition,
staged at the Institute of Contemporary Arts (London). celebrated expendability,
claiming that the change in “user-habits” occasioned by expendable items such as food
packaging should prompt a comparable change in “user-habitats,” an argument for
“throwaway architecture” that would mirror the consumerist lifestyle of the late 20th
century. Inspired by William H. Whyte and Jane Jacobs, examined the urban matrix of
which architecture was but one component. The group claimed that “when it is raining in
Oxford Street, the architecture is no more important than the rain, in fact the weather has
probably more to do with the pulsation of the living city at a moment in time” ( 2 [June
1963]). The installation comprised seven “Gloops,” spaces that defined constituent
elements of the living city, such as Communications, Crowd, and Movement. This “city
stimulator,” a Postmodern pastiche inspired by the Independent Group’s  exhibition,
installed at the Whitechapel Art Gallery (London) in 1956, urged the spectator toward an
awareness of the vitality and the value of city life. Both and consolidated the group’s
conviction that modernist architecture mistakenly prioritized heroic permanent structures
over the user’s changing needs, thereby failing to respond to contemporary
developments, such as technology, the consumer economy, and modern communications.

With  (1964), the group embarked on a series of celebrated projects that revolved
around the notion of individual capsules that clipped onto or plugged into a structural
framework. These capsules were mobile, expendable, and responsive to human desires,
thereby embodying Archigram’s central concerns. Cook’s Entertainments Tower (1963),
an entertainment center proposed for the Montreal Exposition (1967), consisted of a
concrete tower on which hung facilities (such as an auditorium) that could be removed or
replaced after the exposition. Similarly, his Plug-In City, a series of ideas developed
between 1962 and 1966, proposed expendable capsules plugged into the network
structure by means of integrated cranes. In 1964 Herron proposed Walking City, mobile
megastructures that walked across both sea and land on robotic, spiderlike legs.
Subsequent projects deployed these ideas on a smaller and perhaps more attainable scale.
Webb proposed the Cushicle (1966—67), a personalized enclosure that enabled a human
to carry a complete environment in a backpack that inflated when needed, and the
Suitaloon (1968), a space suit that inflated to serve as a minimal house. These projects
enabled the consumer to construct a personalized environment, free of the strictures of
modernist architecture.

not only initiated a series of celebrated projects but also brought the group
worldwide attention. Pages were widely reproduced in magazines, providing the model
for other anti-architecture groups, such as the Italian Archizoom group, and group
members were invited to lecture worldwide. In 1966 they organized the International
Dialogues on Experimental Architecture (IDEA), an exhibition and conference in
Folkestone, Kent, England, which attracted notable speakers. In 1967 the
commissioned Archigram to design a house for the year 1990 and received a structure
that could be adjusted to accommodate various daily activities, which was exhibited at
Harrods in London. Archigram was invited to exhibit at both the 1968 Milan Triennale
and Expo ’70 in Osaka, Japan. In 1970 the group was invited by the Ministre d’Etat of
Monaco to participate in a limited competition for a seaside entertainment center in
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Monte Carlo. True to the group’s anti-heroic stance, their winning project was an
underground structure that preserved the view of the sea. Because of the difficult
economic climate of the 1970s, the Monte Carlo project was never built.

Archigram’s significant collective activities ended in 1972, although its members
remained active as designers, teachers, and archivists of their own history. Archigram
remained influential: a sequence of exhibitions and publications has celebrated their
work, and their anti-architecture stance figures in any history of 20th-century
architecture. Their legacy proves difficult to quantify not only because the members
contributed to a diffuse international discourse about architecture but also because their
projects seem to presage innumerable contemporary trends, including both high-tech and
sustainable approaches to design. More concrete influence can be seen in the work of
Richard Rogers, Norman Foster, and Renzo Piano and Richard Rogers’s Pompidou
Centre (1976) in Paris. Archigram’s medium has proven as powerful as its message. Its
members’ combination of intricate draftsmanship and collaged elements—including
comic books, advertising imagery, and Day-Glo colors—produced a vivid visual record
that typifies the decade of pop art, Marshall McLuhan, the Beatles” = and Rowan and
Martin’s  Similarly, both their anti-authoritarian stance and their focus on the individual
reflect the social concerns of the 1960s. Nostalgia for the decade, as well as the
continuing aptness of Archigram’s inventive architecture, continues to spur interest in the
group, as evidenced by the 1998-99 retrospective exhibition
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ARCHITECTURAL DRAWING

In the 20th century and throughout the history of the discipline, drawing has been the
dominant means of architectural communication and is considered to be the “language”
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of architecture. Through drawings, an architect can record new ideas, concepts, and even
visionary projects in addition to projects intended for construction. To facilitate this
communication, a number of drawing conventions have evolved.

Orthographic Projections

The most commonly used projective drawing in 20th-century architectural practice is the
orthographic projection. The primary orthographic projections are plan, section, and
elevation views in which the observer’s line of sight is perpendicular to both the drawing
plane and the surfaces of the building viewed and in which the drawing surface is parallel
to the principal surfaces of the building. The floor plan and building section are both
sections, or cuts. The floor plan, a sectional view looking down after a horizontal plane,
cut through the building with the top section removed, typically shows the location of
major vertical elements and all door and window openings. Building sections are
transverse or cross sections or longitudinal. A transverse section is created by cutting at
right angles to the long axis, and conversely, a longitudinal section is an orthographic
projection made by cutting at right angles to the shorter axis. Elevations are drawings of
the exterior of a building and are labeled north, south, east, or west for the direction from
which you see it (which is also the direction it faces). As no single orthographic
projection can communicate all aspects of a threedimensional object, the drawings must
be considered as a series of related views. The advantage of an orthographic projection is
that the faces of an object parallel to the drawing surface are represented without
distortion or foreshortening, retaining their true size to scale, their shape, and their
proportion.

Pictorial Projections

This type of drawing shows the three dimensions of a building simultaneously. They are
generally divided into parallel and perspective drawings. The most common parallel
drawings are oblique and isometric. Oblique projections can be further subdivided into
plan and elevation oblique projections. The plan oblique, or axonometric, is the most
popular of the parallel (or paraline) drawings. A scale drawing of the plan is tilted at
either a 45-degree angle giving equal views of two perpendicular planes or a 30/60-
degree angle giving emphasis to one plane over the other. All lines parallel to the three
main axes are drawn to scale.

Perspective drawings employ various techniques for representing three-dimensional
objects on a two-dimensional surface in a more realistic manner than paraline drawings.
All points of the object are projected to a picture plane by straight lines converging at an
arbitrary fixed point. In a one-point perspective, a principal face of the object is parallel
to the picture plane. Vertical lines remain vertical, horizontal lines remain horizontal, and
lines perpendicular to the picture plane converge on a vanishing point. In two-point
perspective, vertical lines remain vertical and both sets of horizontal lines converge on
their own vanishing points.
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At different points in the 20th century, preferences for various drawing types and
rendering techniques have been inextricably linked with artistic movements. The birth of
the Modern Movement early in the century and the influence of Cubism resulted in the
rejection of architectural perspective drawing in favor of the more analytical and
objective axonometric plan projections, which were considered more appropriate for an
architecture cubic in nature and devoid of ornamentation. In fact, several movements in
the first half of the century were known primarily through the production and circulation
of architectural drawings and not as a result of built works. The break with tradition that
characterized Modernism was also evident in the graphic representation of the movement.

One of the early 20th-century movements that was expressed primarily through
drawings was Futurism. The theoretical focus of Futurism, the Italian architectural
movement founded in 1909 by Filippo Tommaso Marinetti (1876-1944), was made
manifest through graphic representations of industrial buildings, skyscrapers, and
Utopian visions of the city of the future. These images glorified technology, machines,
speed, dynamism, and movement. The fact that drawings of futuristic cities by architects
such as Antonio Sant’Elia (1888—1916) do not include plans underscores the notion that
they were never intended for construction.

Architects of the De Stijl movement (1917-28) relied heavily on the use of
axonometric projections to illustrate the development of spaces. The antihistorical
movement advocated a clarity of expression through the use of straight lines,
decomposed cubes, pure planes, right angles, and primary colors. These qualities were
effectively represented in the orthographic projections, which were repeatedly published
and exhibited.

Similarly, Russian avant-garde architecture of the revolutionary era (1917-34) is
known principally through drawings of work that, in many cases, was neither structurally
viable nor ever intended for construction. The new relationship between architecture and
the plastic arts that was central to De Stijl was also prevalent in the Russian architectural
drawings. The formal language of the architecture followed explorations in the fine arts.
Visionary drawings by lakov Chernikov (1889-1951) celebrated technology and
demonstrated the possibilities of constructivist design to contemporary and subsequent
generations of architects.

The Expressionist movement, affected by unstable conditions in Germany after the
First World War, is characterized by drawings that emphasize force and massiveness.
Buildings were conceived in terms of volume, and drawings by Erich Mendelsohn
(1887-1953) and others were devoid of the detail found in earlier architectural
representation.

In 1975 an exhibition at the Museum of Modern Art in New York of drawings from
the archives of the Ecole des BeauxArts exposed a new generation of architects and
designers to the meticulous watercolor renderings that had been supplanted earlier in the
century by axonometric projections. The contemporary Postmodern once again used
historical forms as a source of design inspiration and the movement was characterized by
a resurgence in the Beaux- Arts style of rendering and the architectural drawing, as
became important in its own right removed from the context of built work.

With the advent of Deconstruction late in the 20th century, the language of technology
was concerned with breaking, splintering, diagonal overlapping, and superimposition of
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elements, and again, as in previous periods, these formal aspects of the architecture were
reflected in the drawings of architects such as Bernard Tschumi (1944-).

Undoubtedly, the method of graphic representation that will have the greatest
influence on the future generation of architects is that involving the use of the computer.
Computer-aided design, three-dimensional modeling, and programs allowing a client to
“walk through” a space that does not yet exist in reality are revolutionizing the way in
which architects conceive of and represent space. Computers have transformed the design
process into one of continuous and nearly limitless experimentation.

LINDA HART
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ARCHITECTURAL PHOTOGRAPHY

At the turn of the 20th century, architectural photography was just emerging as a subfield
of photography and ever since has affected the practice of architecture and its
representation. Governments and organizations made accurate photographic records of
historic buildings, whereas architects found the photograph to be the perfect medium for
sharing their exotic travels with colleagues. Today architectural photography is its own
industry, an inseparable part of the architectural profession and the primary vehicle
through which the public receives information about the built world.

The century began with a type of architectural photography very different from the
precision-obsessed documentary style of the 1870s and 1880s. These new photographs
gave viewers much less detail about the architecture, instead preferring to elicit an
emotive response about the atmosphere of a place. The work of the “Photo-Secession,” a
group led by Alfred Stieglitz (1864—1946), characterizes this approach.

As a result of this expanding definition of photography, new equipment, such as
lighter, faster lenses and smaller, handheld cameras, started to appear. Travel
photographs by Le Corbusier illustrate the spontaneous aesthetic of easier-to-use
equipment. Similarly, the snapshots by architect Erich Mendelsohn and others, compiled
in a publication titled (1925, rev. 1928), were taken from nontraditional angles, featured
people, and considered a wide range of vernacular subjects in an attempt to describe the
architect’s physical and conceptual impressions of the United States.
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It was in the late 1930s that the history of architectural photography made a dramatic
shift. Until this time, although many photographers excelled at making images of
architecture, no one had yet dedicated their entire career to this task. Like Margaret
Bourke-White (1904-71), whose powerful 1936 photograph titled “Fort Peck Dam,
Montana” appeared on the first cover of magazine, some photographers worked as
journalists for a variety of publications. Others, such as Berenice Abbott (1898—1991),
who spent years photographing New York for the Federal Art Project, eventually moved
on to other subjects. Toward the end of the decade, however, there appeared professional
architectural photographers whose only business was to make photographs of buildings,
primarily for use in publications and by architects as marketing tools.

Magazines and journals produced internationally in major cities were quick to include
architectural photographs with their articles. These mass-produced images circulated
widely in magazines such as and to name only two, and kept clients and the
profession informed of new trends, emerging architects, award-winning designs, and
buildings that were important at local, regional, national, and international levels. With
the emergence of architectural history as an academic discipline in the 19th and 20th
centuries, the important history texts illustrated the canonic works of architecture with
photographs that in some cases would become iconic representations of famous
buildings.

It is not coincidental that the International Style gained popularity and influence at the
same time that a few talented photographers started to specialize in architectural images.
Among the many factors that contributed to this, two are particularly noteworthy. The
first is that, generally speaking, the representation of modern architecture was inherently
well suited to the formal language of modernism. Photography seemed well suited to
showing either layered planes or the subtle lights and darks of curved surfaces. Because
color had not yet become the standard, black-and-white photography’s emphasis on tone
and depth worked well with modern architecture’s use of translucent materials and
interest in space. Moreover, photography’s ability to isolate a single viewpoint provided
endless possibilities for abstract compositions. Some historians argue that the widespread
acceptance of black-and-white photography in the early days of the International Style
encouraged and perpetuated the movement’s monochromatic aesthetic. Photography
surely served to distribute the movement’s imagery and ideals to an international
audience.

A second factor appearing simultaneously with modernism and professional
architectural photography was the rising status of commercialism in society. Editors and
advertisers hungered for images of modern life, giving rise, particularly after World War
I, to an immense market for architectural photographs that could be serviced only by a
new group of specialized photographers. In the United States, this was particularly true of
photographs of the “American dream home,” which were in high demand and resembled
fashion photographs in style and attitude. The potential for images to become marketing
tools for architecture as a whole was recognized by Walter Gropius, Frank Lloyd Wright,
and others, who immediately used architectural photography to promote their ideas.

Several figures of the architectural photography community emerged in the late 1930s
and early 1940s, including Ezra Stoller (1915-) and Julius Shulman (1910). The first
well-known architectural photography firm, Hedrich-Blessing, also came about during
this period. Begun in Chicago by Ken Hedrich (1908-72), Hedrich-Blessing has been
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known for dramatic composition, a high level of craftsmanship, and an understanding of
architects’ need for marketable images.

The introduction of color photography in the 1960s and 1970s presented challenges
and opportunities that earlier photographers had not encountered. In addition to an
image’s formal composition and the craftsmanship of the final product, photographers
now had to consider the color of every element that fell within the photograph’s
boundaries. This was made more complicated by the nature of color film, which is slower
than black-and-white film and sensitive to differences between daylight, incandescent,
and other types of light. Despite the technical difficulties, color photography became very
popular among architects and publications because it provided a new, important layer of
information. Two photographs by Richard Bryant (1947-) illustrate how color
photography has been used effectively. In his 1983 photograph of the Camden Town TV-
am Building, the slower film speed records an object emitting light passing across the
bottom-left corner of the frame as a zigzag line of light that becomes the photograph’s
only suggestion of life or movement. More recent photographers, such as Norman
McGrath (1931-), Tim Street-Porter (1939-), Timothy Hursley (1955-), Cervin Robinson
(1928-), and Yukio Futagawa (1932-), have spent much of their careers in the age of
color photography.

Today, architectural photography, particularly in color, has also become the dominant
mode of architectural representation in publications. This is because it is perceived as
more accurate and immediate than sketches or renderings. However, with the increasing
number of photographers and the rising importance of the photograph to the business of
architecture, the inability of photography to represent reality has become a significant
issue. Most agree that architecture is unique among the arts because it uses the passage of
time and all the audience’s senses in combination to create an unreproducible, three-
dimensional experience. Photography, on the other hand, isolates a single moment and
view in two dimensions, often giving the viewer an inaccurate idea of how a building
looks or what it is like inside. Still, photographers have been able to create many
wellknown and highly published photographs by making educated decisions about
distortions and working closely with architects and publishers to create photographs by
understanding the medium’s limitations and creatively using its distortions to
communicate ideas about buildings.

SARAH M.DRELLER

Further Reading

Given photography’s importance to the architectural profession, surprisingly little has
been written on its history. The only survey of the entire history of architectural
photography is Robinson and Herschman, now slightly outdated. Several photographers
have published books on their careers, including Stoller and Shulman, whereas Busch
offers short profiles and a series of photographs for Stoller, Shulman, and ten other
important architectural photographers. Perspectives on architectural photography and
modernism can be found in Benson and Naegele. For basic information on the history of
photography in general, the two standard texts are Newhall and Rosenblum.
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ARCOSANTI, ARIZONA

Arcosanti, found in the desert of Arizona, is a prototype urban development by the
visionary architect and planner Paolo Soleri. The site is an experimental ‘“urban
laboratory” where Soleri applies his ideas concerning architecture, ecology, and urban
planning. Born on 21 June 1919 in Turin, Italy, Soleri, shortly after completing Ph.D.
studies in architecture at the Turin Politecnico in 1946, joined Frank Lloyd Wright at
Taliesin in Spring Green, Wisconsin, and at Taliesin West in Scottsdale, Arizona, with a
fellowship for 16 months. He immigrated to the United States in 1955 and by 1970 had
completed designs for some 30 “arcologies.”

Soleri uses the term “arcology” for alternative urban habitats (architecture and
ecology). Arcologies are high-density structures that will be capable of containing close
to six million inhabitants. Arcosanti is the 13th of these arcologies, and it was the most
feasible to build. It is a laboratory for a community that conserves energy, land, and raw
materials and is composed of studios, apartments, a swimming pool, a restaurant, cultural
facilities, a casting workshop, a community farm, a sewage pond, and greenhouses.

Soleri, beginning construction at Arcosanti in 1970, has increased the initial projection
of 1,500 inhabitants to 5,000. It is built on the south slope of a canyon on an 860-acre site
at Cordes Junction. Arcosanti lies approximately 65 miles north of Scottsdale, where in
1956 Soleri had begun constructing Cosanti, a nonprofit educational foundation.

Cosanti was built on five acres of land, and it is where Soleri began his experiments in
concrete-casting techniques that were later to be applied at a larger scale at Arcosanti.
Experiments have also been carried out on surface decorations and moldings at Arcosanti
as well as the construction of large vaults and solar apses. Silt from streambeds on the
site was used to create forms for sections of vaults, cast-in-place vaulting, and the precast
wall panels. Silt is used as a parting agent and can be easily carved to produce ribs where
needed. Coloring matter then is applied over the silt and adheres to the concrete along
with some of the silt to create various shades of color and texture. Linoleum sheets are
used for large areas when silt carving is inefficient. They are cut to predetermined shapes
and used to create indentations and transfer color to the concrete. The use of ordinary
wood formwork is used for the pouring of foundations, columns, beams, and slabs. There
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are a few floor slabs where silt is used on top of the formwork to create curved, ribbed
undersides.

Soleri has designed advanced solar systems in building structures with assistance from
the University of Arizona. At Cosanti, Soleri also began creating his ceramic wind-bells.
This effort eventually led to the creation of a foundry and workshop on its site for casting
metal bells. The Soleri bells soon became the main income source for Cosanti and, later,
Arcosanti.

There are more than 50,000 annual visitors to Arcosanti who may participate in
workshops and conferences or tour the grounds. The main builders of Arcosanti have
been mainly volunteers, summer student apprentices, and a few employed workers.

The urban planning at Arcosanti takes its stand against suburban sprawl, which Soleri
sees as an extremely destructive force. As an alternative to spread-out cities and suburban
sprawl, Arcosanti is based on a miniaturization of elements into large urban structures.
To Soleri, energy problems are largely the result of suburban sprawl and the use of the
automobile. It is avoiding the use of automobiles and creating a series of ministructures,
not megastructures, that Soleri believes will help create a better prototype for urban
dwelling.

It is Soleri’s notion that cities are vital but that contemporary cities tend to isolate
people from one another and to have transportation systems that are cumbersome and
polluting. Cities also tend to segregate people on the basis of age, race, ethnicity,
occupation, and wealth as well as to create problems such as natural resource depletion,
food scarcity, and a depletion of the quality of life. Arcosanti is designed to include the
positive attributes of an urban environment, such as human interaction, and availability of
consumer goods and services along with integrating these urban qualities in an interaction
with the surrounding desert. When completed, Arcosanti will be 25 stories high. With a
footprint that covers 15 acres of the 860-acre site, it will represent one of the highest
population densities ever known.

The architectural historian Hanno-Walter Kruft claims in (1994) that Arcosanti
explores an alternative to the functionalist and technologist concerns within architecture
occurring in the United States at the time of its inception. According to Kruft, Arcosanti
is a “transtechnological” Utopian city in which Soleri believes that by improving social
conditions, humankind’s genetic structure would also be improved (p. 439). Like many
modernists, Soleri believes in the morality of architecture: better living conditions
produce better humans. However, following the philosopher Teilhard de Chardin, Soleri
extends this to include humankind’s genetic composition as being effected by better
living conditions. The architectural historian Charles Jencks, in  (1982), stated that in
the early 1970s, Soleri’s Arcosanti presented a “highly saturated superurbanism” that
differed from many counter-cultural movements of the time that emphasized a movement
away from the urban environment (p. 284). Jencks also described Soleri as a late
modernist having similarity with Luis Barragan and John Hejduk in his emphasis on pure
sculptural form (p. 178).

Soleri insists that Arcosanti is not a megastructure. However, it is a structure after the
architectural tradition of Archigram
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Crafts III Building at Arcosanti, Cordes Junction, Arizona (1977)
© G.E.Kidder Smith/CORBIS

and Buckminster Fuller. Soleri is similar to Fuller, who discussed the environment and
ecological issues beyond conventional ideas of architecture. However, unlike Fuller’s
tendency to emphasize self-sufficiency and applied technology, Soleri’s ideas on
technology are based on analogies and the belief that a person is never self-sufficient.
Arcosanti today has approximately 100 occupants who still aid Soleri in its
continuation. Its slow growth has been largely caused by lack of funding, but it remains
an experimental city and an alternative to suburban sprawl in the United States.
REBECCA DALVESCO
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ARDALAN, NADER 1939-

Architect, Iran and United States

On his return to his native Iran from the United States in 1964, Nader Ardalan
influenced contemporary architecture in the country through his modernist designs and
his concern with Islamic and regional expressions. These concerns have remained with
him throughout his career and are reflected clearly in his work. Ardalan has been
influential not only in his native country but also in the Middle East as an architect, urban
planner, and theoretician.

Ardalan is a designer influenced by the internationalist agendas of the 1960s, although
his interests are wide ranging. He was also among those who formulated the “Habitat Bill
of Rights” presented to the United Nations Habitat Conference in Vancouver in 1971,
where issues of inequity between East and West and those related to culture were
considered. His architectural and planning work reflects particular attention to cultural
and ecological considerations. In Iran, this was made evident through his understanding
of the traditions and forms of the vernacular and of Iranian (Shiite) Islam, although
manifested in a totally contemporary idiom.

His best-known work in Iran is the Center for Management Studies (1972, Tehran),
now the University of Imam Sadegh in Tehran, which consists of vaulted buildings
arranged formally around courtyards. The geometric forms and axial arrangements and
the reinterpretation of the Persian “paradise garden” are revealed in the low concrete
structures that sit comfortably in a landscape of gardens and fruit orchards. His Tehran
Center for the Celebration of Music (1978) continues this exploration, with an effective
use of water and natural light. Other innovative works in the country include the Behshar
Home Offices (1974), now used as the Ministry of Industry, and Bu Ali Sina University
(1978, with Georges Candilis) in Hamadan. He planned several new towns, such as
Nuran (1978) near Isfahan, which was designed with the paradise garden as its central
spine and having two symbolic heads or ends signifying the imaginative or spiritual and
the thinking or material.

Ardalan coauthored a book with Lela Bakhtiar, that in the last quarter of the
20th century has influenced many architects and scholars interested in contemporary
“Islamic architecture.” In this book, the authors explore both the spiritual and the
geometric aspects of Islamic architecture, presenting the metaphysical doctrines and
symbolism within natural, geometric, and harmonic orders. Subsequently, Ardalan wrote
a number of articles that built on these themes, and his preoccupation with what he calls
“transcendent design” continued. The Sea Palace Paradise Garden (1994-97), a residence
on the Persian Gulf coast of Abu Dhabi, uses the or octagonal “eight paradise,” concept
and a mandala plan set in long axial gardens and courtyards.
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Ardalan moved to the United States two years before the Islamic Revolution of 1979,
first continuing his practice in

Al-Sharq Waterfront, view of piazza, Kuwait City, designed by Nader
Ardalan (1998)
Photo courtesy Nader Ardalan © Aga Khan Award for Architecture

Boston and then working there for Jung-Brannen International. His international work
included the Preservation Plan (1984) for the Old City of Jerusalem and the Ankara
Sheraton Hotel (1984). In the United States, his work became more concerned with
corporate image making and new technologies, a departure from his earlier concerns. His
prize-winning competition entry for the Citizens Plaza Office (1989), a triangular-shaped
building with a tall entry atrium, is set against the background of a historic area in
Providence, Rhode Island. This manifestation of the atrium as an organizing and
monumental element is used subsequently in other projects, as in the 23-story, 54,000-
squaremeter ADMA-OPCO and ADGAS Office Building (1994-96) in Abu Dhabi. By
and large, in his later work the spiritual dimension of architecture has given way to more
formal and economic factors in his corporate and commercial buildings.

Perhaps Ardalan was never truly satisfied working in the United States, for when the
opportunity arose to move to Kuwait to work on major projects there, he did so. In 1994
he joined the Kuwait Engineers Office as its principal designer. His subsequent work all
over the Middle East has focused on the theme of modernity and the integration of
tradition interpreted through historic Islamic architecture and the desert vernacular of the
region. This has led to a contemporary historicism, a kind of synthesis, akin to
Postmodernism found in the West. A good example of this is the buildings along a 2.4-
kilometer-long waterside development in Kuwait City. The project consists of a seafront
esplanade with low-rise buildings and a large retail complex, the Al Sharq completed in
1998. The complex with its plazas overlooks the sea and marina on one side and the city
on the other and is conceived as a connector to the urban fabric. The design itself uses
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traditional elements, such as wind towers, shaded arcades, and (wood screens), although
much of the building is mechanically air conditioned and consists of large shopping-mall
types of spaces that have been imported from contemporary commercial practices,
including the idea of anchor stores on either end of the so-called It is also noteworthy
that at the ground-floor level, in “places one can touch,” the materials used evoke
tradition—ceramic tiles, stone bases, and pilasters—whereas the upper levels are finished
in gypsumreinforced concrete. The large interior spaces are finished in marble and other
rich materials. Overall, the effect is a cross between a modern shopping mall and a
traditional (the covered bazaar).

The struggle to reconcile his notions about culture and spirit with those of having to
work in a competitive marketplace places Ardalan in a curious position. His current
architectural projects carry within them the imagery of the past; this is also prevalent
among many architects practicing in the region. This sense of fusion is embodied in his
current work, but what distinguishes Ardalan’s work is his consistent fine sense of design
and place making.

HASAN-UDDIN KHAN
Iran

Biography

Born in Tehran, Iran, 9 March 1939. Attended the Carnegie Institute of Technology,
Pittsburgh, Pennsylvania 1956-61; bachelor of arts degree 1961; studied at the Harvard
University Graduate School of Design, Cambridge, Massachusetts; master’s degree in
architecture 1962. Married (1) Laleh Bakhtiar (divorced 1976); married (2) Shahla Ganji
1977:4 children. Worked for several firms in the United States including Skidmore,
Owings and Merrill, San Francisco, California 1962—64; head of the architecture and
engineering section, the National Iranian Oil Company, Masjid-i-Sulaiman, Iran 1964—
66; design partner, Abdul Aziz Farman-Farmaian and Associates, Tehran 1966—72.
Founder and managing director, the Mandala Collaborative, Tehran 1972-79; president,
Mandala International, Boston, Massachusetts 1977-91; principal and senior vice
president, Jung/Brannen International Limited, Boston from 1983. Visiting critic in
architecture, University of Tehran 1969-73; visiting critic in architecture, Yale
University, New Haven, Connecticut 1977; visiting critic in architecture, Harvard
University Graduate School of Design 1977-78; visiting critic in architecture,
Massachusetts Institute of Technology, Cambridge 1979-80; visiting critic in urban
design, Harvard University Graduate School of Design 1977-78 and 1981-83. Member,
steering committee, Aga Khan Awards for Architecture 1976—80; member, Designing for
Islamic Cultures Workshop, Harvard University and Massachusetts Institute of
Technology 1980; jury member, King Fahd Award in Architecture 1987; member, long-
range planning committee, Senate of Massachusetts 1989; member, advisory board,
WGBH Educational Foundation, Boston 1990-93; chairman Harvard University
Graduate School of Design, New England Alumni 1990-93; jury member, State
Landmark of Kuwait Competition 1993.
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Selected Works

For Skidmore, Owings and Merrill:

Engineering Sciences Building, University of California at Berkeley, 1964

For the National Iranian Oil Companies (NIOC):

Dr. Eghbal Elementary School, Masjid-i-Sulaiman, Iran, 1964

Staff Housing, NIOC, Kharg Island, Iran, 1966

For Farman-Farmaian & Associates:

Asian Games Sports Center, Tehran, 1972

Iran Center for Management Studies, Tehran, 1972

Behshar Home Offices, Tehran, 1974

As the Mandala Collaborative:

Bank of Iran and Holland, Tehran (with Georges Candilis), 1977

Bu Ali Sina University Master Plan and University Sports Center, Hamadan, Iran,
1978

Development Plan and Housing, Nuran Satellite Town, Isfahan, Iran, 1978

Tehran Center for the Celebration of Music, Tehran, 1978

“Jerusalem Consciousness,” Old City Promotion Plan, Jerusalem, 1984

With Jung/Brannen Associates:

Hartford Insurance Building, San Francisco, 1984

Ankara Sheraton Hotel and Retail Center, 1984

Treatment Facilities Plan, Boston, 1989

One Citizens Plaza, Providence, 1989

The Sultan Center, Kuwait, 1994

Abu Dhabi Marine Operating Company (ADMA-OPCO) and ADGAS Headquarters,
Abu Dhabi, 1996

With Kuwait Engineers Office:

Al Bustan Center and Shopping Galleria, Kuwait, 1994

Sea Palace Paradise Garden, Abu Dhabi, 1997

Al Sharq Souk and Waterfront Project, Kuwait (with Sasaki Associates), 1998

Grand Hotel Redevelopment Master Plan, Abu Dhabi (project completion targeted for
2001)

Shagab Equestrian Club, Doha, Qatar, 1999

Selected Publication
(with Laleh Bakhtiar), 1973
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ARGENTINA

In the late 19th century, a powerful group of politicians and intellectuals known as “The
Generation of the Eighties” incorporated Argentina into a world economy dominated by
the British Empire. The early decades of the 20th century witnessed the transformation of
the social and economic foundations of the country. Administrative and educational
reforms were implemented during the modernization process. Immigration and the
movement of the rural population to the city generated the rapid growth of metropolitan
areas. Concurrently, an ideological break with the Spanish colonial past generated a
cultural identification with the ideas of the French Enlightenment. As a result of a
widespread cultural debate between what was understood as civilization and progress
versus barbarism and savages, the larger cities of the country, particularly Buenos Aires,
were transformed by boulevards, parks, avenues, and building following the Beaux-Arts
tradition.

In Argentina, modernization was implemented by conservative political powers. The
ruling class was confronted with the dilemma of how to incorporate new ideas and how
to deal with an unprecedented situation of quick institutional change and demographic
diversity and growth. This situation generated a reaction in some sectors of society for
the need to preserve the Hispanic past. Consequently, in the first two decades of the 20th
century, parallel to an architectural production dominated by French-educated architects
such as Alejandro Christophersen, the first attempts to generate a national style were
developed.

Martin Noel adopted a neo-Colonial style in his own residence, today the Museum
Fernandez Blanco of Iberoamerican Art (1924). The neo-Colonial style also produced the
Cervantes Theater (1922) by Aranda and Repetto and the Bank of Boston (1924) by Paul
Bell Chambers and Louis Newbery Thomas with a facade inspired by the Spanish
renaissance. The search for authentic cultural roots and a national style was the first
attempt to examine architectural patrimony and to systematically preserve local culture.

The first part of the 20th century was also characterized by other reactions against
Beaux-Arts and academic canons. Art Nouveau appeared through varied manifestations
including Catalan modernism in Rosario by Francisco Roca Sim6 and in Buenos Aires by
Julian Garcia Nufiez with the notable Spanish Hospital (1906). Other architects who
embraced Italian influences include Mario Palanti, Francisco Gianotti, and Virgilio
Colombo.

The 1925 International Exhibition of Decorative Arts in Paris signaled a shift in taste
identified with new materials and architectural types, such as cinemas, bars, banks, and
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hotels. In Buenos Aires, Alejandro Virasoro’s House of Theater (1927), Santander Bank
(1929), and the Equitativa del Plata office building (1929) are key examples of this
tendency. Also important is the Opera Cinema (1936) by Alberto Bourdon.

The transition between Art Deco and Argentinian rationalism is exemplified in
Rosario, with La Comercial de Rosario (1939), a building for offices, a theater, and
apartments by De Lorenzi, Otaola, and Rocca, and the Company of Industry and
Commerce Headquarters (1939) by Arman and Todeschini.

When the military regime of Uriburu took power in 1930, conservative and
authoritarian tendencies desired to build a national identity strong enough to overcome
the diverse mosaic of traditions brought by immigration. Parallel to these efforts, the
transformation of urban culture and new minimum standards of living marked the
transition from the dominance of academic and historicist styles to rational architecture.
Rationalism hence in the 1930s acquired a progressive connotation and increasingly
became a formal modernist alternative adopted even by architects with a traditional
academic education.

Exemplary works in this period in Buenos Aires include the Comega Building (1932)
by Enrique Douillet and Alfredo Joselevich, the Safico (1934) by Walter Moll, and the
Kavanah building (1936) by Sanchez, Lagos, and de la Torre. Broadly considered a
masterpiece of the period, the Kavanah’s refined Art Deco interiors were influenced by
Chicago’s skyscrapers but remained attentive to local characteristics, adaptation to the
site, and innovative technology. Another modernist landmark is the Cinema Rex (1937)
by Alberto Prebish.

In Cordoba, representative of the period is the Sudamerica Building (1938) by Jaime
Roca and Vilar, Sarmiento School (1940) by Judrez Céceres, and the Allende House
(1936) by Roca.

Argentina also manifests some of the earliest critiques of modernist stylization. The
Austral Group, in its manifesto (1939), declared that “present architecture is in a
critical moment and lacking the spirit of the initiators.” The group denounced the use of
academicism and so-called narrow-minded functionalism. The Austral Group was
composed of Bonet, Ferrari Hardoy, Kurchan, Le Pera, Ungar, and Zalba. Representative
of the manifesto’s position are the ateliers and housing for artists (1939) in Buenos Aires
by Bonet, Lopez Chas, and Vera Ramos, characterized by the use of Mediterranean
vaults, rich materials, and tectonic variations.

In the 1940s, Peron initiated a plan of industrial production for Argentina. World War
II promoted the industrial development of the country, and architecture became oriented
toward social welfare. Public work was directed to the areas of education, housing, and
health. It was only after World War II that International Style modernism gained
dominance. Between 1942 and 1944, the Austral Group published three influential issues
of the magazine pursuing a modernism connected to landscape, climate, and regional
construction materials. An important work of this decade was the Apartment (1942) in
Virrey Del Pino, Belgrano, by Kurchan and Ferrari Hardoy, in which the architects
incorporated a growing tree into the facade.

At the same time, Amancio Williams, with a rigorous and purist aesthetic, created two
masterpieces: the House Over the Brook (1945) in Mar del Plata and studies for a
Suspended Office Building Project (1946). In the late 1940s, the influential organic group
Metron, composed of Tedeschi, Sacriste, Vivanco, Caminos, and Borgato, was created in
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Tucuman. Critical of the International Style for its negation of the past and regional
architecture, Metron’s ideas were promulgated by Eduardo Sacriste’s site- and landscape-
based works, including Barrio Jardin Elementary School (1947) and the Gomez Omil
House (1951).

The most representative work of this period is the project, in 1953, for the General San
Martin Theater (1960) in Buenos Aires by Mario Roberto Alvarez and Ruiz.

In the 1950s and early 1960s, institutional works were inspired by Le Corbusier’s
Unite d’Habitation apartment complex in Marseilles (1952). Le Corbusier’s curtain wall,
free plan, and sculptural terraces are the dominant features of the Encotel Post Office
and Auditorium (1955) in Buenos Aires by Jose Spencer and the Municipal Building
(1954) in Coérdoba by the group SEPRA: Sanchez Elia, Peralta Ramos, and Agostino. The
Civic Center of La Pampa (1956) by Testa, Davinovic, Gaido, and Rossi shows the
influence of Le Corbusier’s Parliament building in Chandigarh, India.

As an alternative to the International Style, the Church of Our Lady of Fatima (1957)
in Martinez (state of Buenos Aires) by Caveri and Ellis reinterpreted regional typologies
and materials.

One of the most important studios of the 1960s and 1970s is Mario Roberto Alvarez
and Associates. Representatives of the professionalism of the group are the Cultural
Center Buenos Aires City (1970) and SOMISA (1975), the headquarters for the steel
company owned by the state. Two seminal pieces of the 1960s are the project for the
National Library (project, 1961; construction, 1972-92) by Clorindo Testa and the
sculptural Bank of London (1966) by Testa, Sanchez Elia, Peralta Ramos, and Agostini.
This bank is considered a masterpiece of Brutalist architecture.

Since the 1960s, the application of new technology and processes of construction
characterized proposals such as the Hospital (1963) in Oran, Salta, by Llaur6-Urgell and
Associates. This hospital creates a microclimate within a basic module, allowing for
expansion and, eventually, change of functions.

The 1970s were characterized by a series of relevant competitions, including the
project for the Auditorium of Buenos Aires City (1972), a complex of organic fragments,
by Baudizzone, Erbin, Lestard, Varas, Diaz. Moreover, the Civic Center (1971) for San
Juan by Antonini, Schon, Zemborain and Associates explored flexibility and modules. In
addition, several competitions for skyscrapers were held in Catalinas Norte in Buenos
Aires. The most interesting response is the Conurban building (1973) by Kocourek SRL.
The facade of the building is adapted to the climate and the orientations. The building for
ATC (Argentinean Color TV) by Manteola, Sanchez Goémez, Santos, Solsona, and
Vifioly is considered the most relevant example of the late 1970s for its integration with
the context and the resolution of complex functional requirements.

In the wake of the military government years, the 1980s were characterized by diverse
tendencies, ranging from the search for a rediscovery of Latin American connections to
the revalorization of the urban heritage to architecture as aesthetic experience only.
However, the enriching possibilities opened by a Postmodern condition also brought
frivolity and superficiality. José Ignacio Diaz contributed since the 1970s to transform
and enrich the urban character of Cordoba, the second-largest city in the country. Using
the characteristic brick construction material of the city, Diaz designed and built more
than 120 residential buildings. In the public sector, Miguel Roca’s proposal for Cérdoba’s
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center and neighborhoods produced cultural centers and pedestrian malls and recuperated
the river.

The 1990s continued the multiplicity of architectural tendencies. The playfulness and
acceptance of many influences of this period are shown by the hybrid architecture of
Testa, particularly in his complex at the Recoleta Cultural Center (1994). The intention to
insert new architecture without disrupting the urban was demonstrated in Cordoba by the
Nuevocentro Shopping (1990) by Gramatica, Guerrero, Morini, Pisani, Rampulla, and
Urtubey. This group also designed the new Justice Palace of Cérdoba (1998).

The 1990s was also characterized by a new care for tectonics and finesse in details, as
in the work of the Studio Benadon, Berdichevsky, and Cherny, particularly in the
Organon Argentina offices (1997) in Bajo Belgrano and the CAPSA, Capex, offices
(1997) in Vicente Lopez.

Popular architecture, environmental issues, hybridization, identity, regionalism, and
rehabilitation, all involving both practical and poetic considerations, have been the
dominant elements of Argentinean architecture in the last 20 years. In a country where
economic and cultural dependence is still debated, the late decades have been marked by
an architecture more responsive to ecological and social concerns and the search for the
appropriate use of technology with local resources. The tension between these local
concerns and its universal vocation makes the architecture of the 20th century in
Argentina one of the most vital and interesting in the world.

JOSE BERNARDI
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There is no available historical survey of architecture in Argentina available in English.
Neither are there comprehensive studies of architectural tendencies and movements
within the larger context of society. Partial chapters or critical essays on architectural
issues in Argentina writtenby the most important historians and critics of the country can
be found scattered in recent books dealing with Latin America or in magazines devoted to
particular architects or works. The most relevant critics of the country are Marina
Waisman, Ramén Gutierrez, Jorge Glusberg, and Jorge Francisco Liernur. They represent
distinct yet very influential points of view. Some of the books mentioned here reflect the
renewed interest in regionalist architecture and the dialogue among major protagonists of
architecture in Latin America in general and Argentina in particular.
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ARQUITECTONICA

Architecture firm, United States

Arquitectonica began as a Miami firm created in 1976 by a group of young architects
under the leadership of Hervin A.R. Romney and Bernado Fort-Brescia. Andrés Duany
and Elizabeth Plater-Zyberk joined the pair a few months later, with Laurinda Spear
arriving the following year. By 1984 Plater-Zyberk and Duany and Romney had left to
establish their own firms. Arquitectonica’s current principles include Sergio Bakas and
Jenifer Briley, who joined the firm in the early 1980s.

Under the leadership of Spear and Fort-Brescia, Arquitectonica expanded to design
buildings in several countries, particularly in Fort-Brescia’s birthplace of Lima, Peru, and
in the Pacific Rim nations of Asia. Although it has some small residential designs to its
credit, Arquitectonica has become known for large-scale projects: apartment towers,
hotels and convention centers, sports facilities, government institutions, shopping malls,
and financial office complexes.

Arquitectonica’s design approach has been described as Latin modern, tropical
modern, new modernism, Postmodern surrealism, Mediterranean, or Caribbean and as
manifesting influences of Russian Constructivism, Deconstructivism, and Art Deco. One
of Laurinda Spears’s early designs that attracted widespread attention was The Spear
House (1978), also known as the Pink House, the firm’s first completed work. Located on
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the Biscayne Bay waterfront in suburban Miami Shores, this building uses glass block,
concrete, and stucco, rendered in five different shades of pink, with angular geometric
forms highlighted in white, to boldly proclaim its allegiance to its tropical setting. The
long, narrow plan stretches along the street with a high wall of opaque glass, assuring
privacy. In contrast, the elevation overlooking the Bay is a busy collage of windows,
balconies, and recesses based on multiples of a square. This motif is repeated, both front
and rear, in a landscaped grid of square patio stones.

The first large-scale designs by Arquitectonica included a quartet of Miami apartment
buildings: the Babylon (1979), followed by the Atlantis Condominiums (1982), the
Palace (1982), and the Imperial (1984). The Atlantis Condominiums, in particular,
captured international interest with their deconstructivist forms. This long and narrow
high-rise, with its single curved end, was designed to be seen from a moving vehicle. The
street elevation was a glazed curtain wall, whereas a large-scale, brilliant royal blue grid
defined the opposite facade. The element that attracted most attention for the firm was the
building’s sky court: a four-story-high opening punched clean through the center of the
building. By audaciously playing with a building’s fundamental sense of enclosure, the
Atlantis building was a success and was followed by numerous commissions within the
Miami region.

Some of Arquitectonica’s entertainment and retail projects, such as the All-Star Sports
and Music Resorts (1994) at Lake Buena Vista, Florida, play with popular imagery and
imagination. Designed for Disney World’s visitors, Arquitectonica used brilliantly
colored and oversized sports paraphernalia, such as basketballs and hoops, baseball bats,
sports pennants, and megaphones, to decorate these resort motels and ancillary facilities.
Eschewing subtlety in favor of the blatantly obvious, such motifs assault both the senses
and the imagination, yet manage to complement and enhance the visitor experience of
Disney’s fantasy world.

The Banque de Luxembourg’s headquarters (1994) respects the character of its owners
and its urban context. Situated on a site at the end of a homogenous range of traditional
European financial institutions, the Banque’s interlocked solid and transparent volumes
allude to both stability and progressiveness. The core section of the Banque is a dark
black parallelogram, enclosed on three sides by a stolid and rational cantilevered facade
of locally available Chassagne stone. The contrasting volume, a dark green, curved glass
tower, slices abruptly into its stone counterpart at the point where the Royal Boulevard
curves around the site. To keep within the footprint of the relatively small and angular
site and to conform with the profile of the existing streetscape, several office and parking
levels were constructed below grade. To the rear of the main building is a formal garden
linking it with a reception area in a house constructed to mimic others along the street.

Although the massive United States Embassy (1996) in Lima was designed according
to the stringent security and safety requirements required for American government
facilities in for eign countries, Arquitectonica’s designers enlivened a conventional
building type with multicolored brick, metal, and tinted glass, laid in complex geometric
patterns. The exposed portion of the entrance facade contains few windows, but behind a
high courtyard wall of Inca-style stone panels welded to steel plates, and at the rear of the
Embassy, an irregular arrangement of windows and squares of gold-plated metal,
interspersed with elongated strips of tinted glass, help to create an intricate geometric
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collage, intended to be reminiscent of a pre-Colombian textile. On this elevation, a
grandly scaled ceremonial entrance of alternating stone and metal frames steps out to the
face of the building.

Westin  Times Square Hotel, New York City, designed by
Arquitectonica (2002)
Photo © Norman McGrath
Arquitectonica’s first major commission in New York, the Westin Times Square Hotel
(2002), is but one component in a massive and, at times, controversial redevelopment
project called E-Walk. Even though the actual project site on 42nd Street is removed
from the Square itself, the lower levels of the hotel and entertainment complex emulate
the big and brassy commercial ambience of Times Square. The 47-story hotel is visually
split in two by a recessed convex chasm containing lighting systems that project a broad
swath of light skyward. One side of the structure is clad in blue glass panels, and the
opposite is covered with gold-tinted glass. Because the tower’s base is supported above
the lower entertainment complex, innovative seismic insulators were designed to enable
the tower to sway with the wind, whereas the lower building remains stationary.
RHODA BELLAMY
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ART DECO

The term is a now firmly established designation for an aesthetic of the late 1920s and
1930s that in its own day was called In architecture, the style took various forms, each
of which has prompted historians to devise different identifying terminology. In the
1960s, the more ornamental phase of popular modernism was dubbed Art Deco, echoing
the name of the 1925 Parisian where the style’s formal design motifs, patterns, and
decorative predilections were first observed. Recognizing in Deco a character both
modern and abstract but a style that nevertheless avoided the white, volumetric, and
planar reductivism of the emerging 1920s “Bauhaus Modern,” some historians referred to
the style as “modernistic,” that is, pseudomodern or approaching modern. These and
other design terms and stylistic labels have been applied to the several dimensions of Art
Deco architecture after the mid-1920s.

Inspired by the aerodynamic forms and kinetic lines emerging from the drafting
boards of industrial designers, a “Streamline Moderne” architectural style (dubbed
“nautical moderne” when marine imagery was most explicit) evolved as one of the



Encyclopedia of 20th-century architecture 124

quintessential styles of the 1930s. In architecture, it borrowed from the streamlining
evidenced in the forms of new transportation machines—planes, trains, ships, and
automobiles—and streamlining was most frequently applied to buildings that served
these transportation machines: air terminal buildings, bus terminals, marinas, and
especially such roadside buildings as diners, gas stations, and car dealerships.
Recognizing that streamlining’s paring down of moderne forms to the ultimate teardrop
was paralleled by a general economy of line and form and that this restraint was
considered appropriate in a period of economic depression, writers employed the term
Depression modern to describe elements of selected examples of the later Deco-era
aesthetic. Finally, when 1930s government architects looked to a restrained classicism to
communicate an image of authority and order, a Deco-era “modern classic” derivation
presented itself in county courthouses, New Deal-era post offices, and other government
architecture.

The Art Deco period in architecture, therefore, was polyglot and multifarious, an age
in which Progressivism and modernity were embedded in different forms in which the
more conservative Deco stylists, often traditional Beaux-Arts-trained designers, might
express their ornamental predispositions in more abstract modern terms. Likewise,
classicists might mollify earlier Edwardian enthusiasm for the baroque in favor of a new
monumentalism that was simpler, plain surfaced, and grand without being grandiloquent.
Finally, the more avant-garde modernists offered a populist, ornamental, and colorful of
recognized, albeit abstracted, motifs.

The Art Deco era was fundamentally a 20th-century machine age. In Deco reliefs and
architectural ornament, a knife-edged profile transformed human, animal, and plant forms
into lowrelief sculptural representations treated as faceted machine-cut patterns of light
and shadow. Similarly, a Streamline Moderne building’s curved corners, neon signage,
marquees, and “drivethrough” features, as found in diners, bus terminals, and gas stations
alike, merely borrowed forms from the period’s machine, especially from transportation
and industrial designs. Architecture was characterized by a transmogrification of
aerodynamic shapes and surfaces from streamlined fenders, curved car bodies, and
zephyrlike lines of speed that, by the 1930s, shaped and accented Chrysler Air Flows,
Hupmobiles, Cords, and other contemporary sedans and coupes of the day. Comparable
architectural elements emerged from designs first shaping airplane fuselages and wing
sections, from the aerodynamic shrouds enveloping the Pennsylvania S-1 locomotive or
bull-nosed Studebakers of Raymond Loewy, or from the hydrodynamic hull of a Norman
Bel Geddes futuristic ocean liner. Moreover, during the Deco era, technology (in the form
of steel-frame construction, reinforced concrete, and plate glass) provided the means to
build skyscrapers higher than ever before, making the Chrysler Building (1930), the
Empire State Building (1930-31), Rockefeller Center (1931-40), and indeed, the entire
skyline of New York icons of the age.

The period was also quintessentially an era of popular modernism. Cosmetic Deco and
moderne facades brought a face-lift to Main Street America by an applied architectonic
skin of colorful, glazed terra-cotta, Vitrolite, ceramic or gloss metallic panels, glass brick,
neon, and other Deco-era materials. At the same moment that European modernists such
as Le Corbusier, Walter Gropius, and Ludwig Mies van der Rohe were defining an avant-
garde modern style based on lack of or minimal color, no ornament, and an emphasis of
volume over mass, popular ornamentalists in America rejected the utilitarian for the
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visual, the intellectual for the sensual, the rational for the expressive, and the sociological
for the purely decorative. Art Deco was jazzy, bright, sexy, loud, and visually appealing.
If Bauhaus modernism and the International Style appeared to limit its focus to
functionalism at the exclusion of emotionalism or expressionism, Art Deco found its
appeal in the very color and excitement that polychromatic stylized facades, neon
lighting, and zigzag profiles communicated.

Recognizing Deco’s increasing presence on Main Street, in Kress and F.W.Woolworth
five-and-dimes, in arty neighborhood theaters with their sunburst splashed facades, and in
chic department stores and other commercial emporia, historians have characterized the
Art Deco style as transcending social class, as egalitarian and democratic, and as the
modern aesthetic of the people. Even today, a revived Art Deco is in evidence at populist
marketplaces as the preferred style of perfumeries and at the cosmetic displays of
department stores. This neo-Deco, both chic and cheap, parallels the rebirth in the 1980s
of the Streamline Moderne in roadside architecture as evidenced in nostalgic diners and
drive-through hamburger chains.

Landmarks of Art Deco architecture, therefore, are less often palaces of royalty,
cathedrals, or monumental institutional buildings and more often commercial, Main
Street, and roadside structures—indeed, department stores were nicknamed “people’s
palaces,” and skyscrapers of the period were called modernistic cathedrals of commerce.
Among the most noteworthy were Timothy Pflueger’s Paramount Theater (1929) in
Oakland, California; G.Albert Lansberg’s Warner Brothers’ Western (Wiltern) Theater
(1930) in Los Angeles; B.Marcus Priteca’s Pantages Theater (1929) in Hollywood; and
Donald Deskey’s Radio City Music Hall (1931) in New York. Only occasionally was the
style of cathedrals of commerce applied to genuinely religious edifices: First Church of
Christ, Scientist, in Perth, Western Australia, designed by Ochiltree and Hargreave, is a
notable late Deco church of 1939, although perhaps the best-known religious building of
the idiom is the 1929 Boston Avenue Methodist Episcopal Church in Tulsa, Oklahoma,
by Ada M.Robinson and Bruce Goff.

The true cathedral of commerce on Main Street, however, was the department store,
which ranged from such landmarks as Bullock’s Wiltshire store (Los Angeles, 1928) by
John and Donald Parkinson to scores of F.W.Woolworths, Kress fiveand-dimes, and
small boutiques in small towns nationwide. However, the vertical giants of commerce
were the skyscrapers. These were sometimes actually dressed in a Gothic Deco, as at
Atlanta’s City Hall (1930) by G.Lloyd Preacher. Generally, however, the Deco
skyscraper rose skyward to form towering commercial ziggurats and office buildings in
New York whose prominence advertised sponsoring companies. McGraw-Hill (1931,
Raymond Hood), Barclay-Vesey Telephone (1923-26, Ralph T.Walker), Chrysler (1930,
William Van Alen), and RCA Victor (1931, Cross and Cross) were the ultimate Deco
exemplars of capitalist architecture.
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Barbizon Apartment Hotel, Ocean Drive, Art Deco district, Miami
Beach
© Historic American Buildings Survey/Library of Congress

Indeed, the extensive construction of taller urban office buildings and apartment
towers during the Deco era has prompted some historians to label Art Deco the
“skyscraper style.” Distinctive zigzag setbacks brought Deco skyscrapers a jazz-aged
syncopated profile, a feature that was initially required by the 1916 zoning ordinance in
New York but soon developed as a style. Beyond the New York landmarks cited
previously, Manhattan’s Deco masterpieces included the Waldorf Astoria Hotel (1930,
Schultze and Weaver), the Chanin Building (1927-29, Sloan and Robertson), the
Panhellenic Tower (1929, John Mead Howells), and the Film Center Building (1928-29,
Ely Jacques Kahn). The 450 Sutter Building (1928, Timothy Pflueger) in San Francisco
and the W.W.Orr Building (1930, Pringle and Smith) in Atlanta are two medical office
buildings whose relief panels and ornament reflect the popular modern style, the former’s
decoration employing Mayan elements, the latter a Decoesque serpent and staff of
Asclepius. Among the ornamentalists enriching Deco buildings were muralists and
sculptors. Among the most representative period murals were those executed between
1934 and 1943 for 1,100 local post offices under the sponsorship of the U.S. Treasury
Department’s Section of Painting and Sculpture (later known as the Section of Fine Arts).
Most notable among Deco sculptors was Lee Lawry, whose relief carvings and sculpture
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may be seen at the Nebraska State Capitol (1919-32, Bertram G.Goodhue), the Louisiana
State Capitol (1930-32, Weiss, Dreyfous, and Seiferth), and Bok Tower (Mountain Lake
Singing Tower, 1929, Milton B.Medary) as well as at Rockefeller Center.

In southern Florida, Miami Beach preserves an entire historic district of Art Deco
hotels, apartment buildings, and other period landmarks by architects Henry Hohauser,
L.Murray Dixon, Anton Skislewicz, and others. Notable works include Hohauser’s Hotel
Park Central (1937) and Hotel Cardozo (1939), Dixon’s Marlin Hotel (1939) and Ritz
Plaza (1940), and Skislewicz’s Breakwater Hotel (1939) and Plymouth Hotel (1940).
These works synthesize modern and Art Deco elements into a unique blend of 1930s
ornament, streamlining, and ribbon windows accented in these oceanside structures with
local decorative references and regional themes, including waves, palm trees, fountains,
flamingos, fish, sails, portholes, ship bows, and rising bubbles. Since the 1980s,
revitalization of the beachfront Deco color palette on refurbished facades and in
rehabilitated hotel lobbies in a Postmodern vein has created a “tropical Deco” style that
has transformed an originally predominantly white architecture into a wash of pastels,
rainbow figure-ground profiles, and neon-enhanced pizzazz. In Los Angeles, Sunset
Towers (1929, Leland A.Bryant) is comparable in form to Miami Beach’s smaller-scale
residential blocks, and further echoes of this domestic Deco found its way into private
residences.

The only large collection of like Art Deco structures to rival Miami Beach is the town
of Napier, New Zealand, substantially destroyed by an earthquake and rebuilt within a
short period of the 1930s. Both a Mediterranean or Spanish Mission style and a Deco-
informed international modern informed nearby Hastings, New Zealand, but the
rebuilding of the commercial district of Napier provides an unusual concentration of
period architecture in a city well off the beaten track. Moreover, a remarkable body of
Art Deco architecture survives in major Australian cities including theater architecture by
William Leighton (Windsor, 1937, in Nedlands and Perth) and Samuel Rosenthal
(Beacon, 1937, South Fremantle) as well as Deco office buildings in Sydney (City
Mutual Building, 1934-36, Emil Sodersten) and Melbourne (ACA Building, c.1936,
attributed to Hennessy and Hennessy). A strong presence of streamlining and flatroofed,
ribbon-windowed modernism informed this region’s international Deco, with Australian
architects achieving designs of additional interest when ornamental accents included
kookaburra birds and other native references. Australia’s quintessential Art Deco
landmark, however, is a monumental Deco classic: C. Bruce Dellit’s powerful Anzac
Memorial in Hyde Park, Sydney, dating from 1934. Embodying the monumental form,
decorative detail, and spirit of the best formal, public side of the Art Deco style, the
Anzac Memorial, like smaller monuments of the period nationwide, is an emotionally
charged memorial to the Australian and New Zealand fallen from the world wars.

Such a restrained yet monumental modern classic was foreshadowed in the World War
I memorials by British architect Sir Edwin Lutyens, including his Whitehall Cenotaph
(1919-22) in London and reflected in the work of Paul Cret (Folger’s Shakespeare
Library, 1929-31, Washington, D.C., and National Naval Medical Center, 193941,
Bethesda, Maryland). The Palais de Chaillot (1937) by Carlu, Boileau, and Azéma is
Paris’s best example. In the United States during the same period, the modern classic
phase of Art Deco architecture is represented by Goodhue’s Los Angeles City Hall
(1922), San Francisco’s Veterans Hospital (1934, designed by the U.S. Treasury
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Department’s supervising architect), and Atlanta’s Federal Post Office Annex (1931-33,
A.Ten Eyck Brown).

The modern classic and Depression modern character finds its way into Holabird and
Roche’s Chicago Board of Trade Building (1929-30) and the same architects’ Chicago
Daily News Building (1929). However, it is given its most evocative representation in
Hugh Ferriss’s renderings of dramatic urban towers, as published in his of 1929, whose
images appeared immediately brought to fruition in Buffalo’s City Hall (1929-31) by
George J.Dietel and John J.Wade. Indeed, Ferriss’s influence is seen as late as the 1990s,
as evidenced by Rabun Hatch and Associates’ GLG Grand (1992) in Atlanta.

The 1939 New York World’s Fair closed the late moderne era with clear evidence that
the decade had been dominated by streamlining. At the fair, the General Motors
Highways and Horizons Exhibit, including the Futurama, presented the World of
Tomorrow as envisioned by Norman Bel Geddes, a world of and for the automobile
encouraging the free-flowing movement of goods and people across the continent. In
1932 Bel Geddes had published his industrial designs (particularly planes, trains, and
cars) in  The streamlined phase of Art Deco focused the attention of designers on
roadside architecture. W.W. Arrasmith of Louisville, Kentucky, designed bus depots for
Greyhound, including those for Evansville, Indiana (1938), Washington, D.C. (1939),
and Atlanta (1940), the latter now hidden under a hideous “modernization” two decades
ago. George D.Brown’s Atlantic Greyhound Bus Terminal in Columbia, South Carolina,
shows the influence of Arrasmith’s streamlining that informed such structures nationally.
Similarly, Texaco commissioned Walter Dorwin Teague to design standardized service
stations, and variations on five models were sited at prime corner building sites
nationwide.

In private and public realms alike, electronics, transportation, radio communication,
and other scientific and technological ad vances were viewed as signs of the progress of
the age, and images of these modern marvels adorned murals and ceiling paintings and
shaped neon outlines in signage and advertising. Representations of the machine
informed industrial photography, motion picture and theater sets, and the sharp-edged
profiles of Charles Sheeler landscapes and Ferdinand Leger figures. In architecture, the
Deco-era design impulses, in Streamline Moderne, modern classic, or faceted Art Deco
style, were a synthesis of tradition and Progressive design, nature and the machine, and
the ornamental as well as the abstract. In all, Art Deco architecture was both modern and
popular, and although associated with known designers and stylists, some of its most
ubiquitous forms are anonymous and found along the roadside.

ROBERT M.CRAIG
Bauhaus; Chrysler Building, New York City; Empire State Building, New York
City; Movie Theater/Cinema; Roadside Architecture; Rockefeller Center, New York City
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ART NOUVEAU (JUGENDSTIL)

Art Nouveau was a vibrant but short-lived phenomenon that flourished but from 1890 to
1910 and touched on all the visual arts. Fashion and furniture, pots and paintings, books
and buildings, no object was too small or too large, too precious or too ordinary, to be
shaped by the designer working according to the ideals—moral and social as well as



Encyclopedia of 20th-century architecture 130

aesthetic—associated with the Art Nouveau, even though these ideals were never
codified in a coherent manifesto and were inflected according to the place wherein they
were practiced.

Although historians may question the extent, chronologically and geographically, as
well as the very validity of an Art Nouveau style, several characteristics that bind its
representatives together may be credibly summarized: first, a desire to avoid the
historicism so dominant during the 19th century, using as inspiration Nature in all its
fertility and heterogeneity; second, an emphasis on the expressive power of form and
color and an aspiration to refine and elevate the material world; third, a determination to
erase the distinction between the fine and the applied arts, between the designer and the
craftsperson, between art and every-day life; and fourth, a willingness to experiment with
materials, transforming the character of traditional ones, like stone, stained glass, and
mosaic, and inventing new uses and shapes for recently developed ones, above all cast
and wrought iron. In architecture and the decorative arts, there is a heightened
appreciation of the role of ornament, but ornament that was novel in its formal character
and was not merely applied to, but integrated with, structure.

If there were influences from the distant past in time and space, they did not lead to
the imitative revivals so typical of the 19th century. Although Japanese, Islamic, and
Javanese art, medieval architecture, and rococo interiors were studied, the lessons learned
were assimilated into a creative synthesis intended to respond to the dawning of the new
century. More immediate sources were the critic-theorists of the Gothic Revival, notably
John Ruskin (1819-1900) and E.E.Viollet-le-Duc (1814-79), and figures associated with
the English Arts and Crafts and Aesthetic Movements, such as William Morris (1834—
96). If their goals were at times interpreted in contradictory ways, the social and
professional reforms these thinkers embraced anticipated many aspects of the positive
revolution in design accomplished under Art Nouveau’s aegis.

The drive to embrace the new and to break from the past is embodied in the very
names that designate this phenomenon: in France, in Germany, in Spain, the
Netherlands, in Russia, and Art Nouveau in English-speaking lands. Its antiacademic
stance is embodied in the term  used in Austria and Eastern Europe. The two Italian
designations identify sources: suggesting both the quest for freedom and the English
influence (the shop, Liberty’s of London, was one of the earliest purveyors of goods that
appealed to Art Nouveau sensibilities), and  implying formal genesis in the world of
plants. Its detractors may have dubbed it the (Netherlands) or the Spook Style (Great
Britain), but these epithets did not prevent its widespread adoption.

Art Nouveau was at once international and regional. The principles of originality,
organic integrity, and symbolic employment of ornament were translated according to
national traditions. Especially in Scandinavia, Scotland, Switzerland, Russia, and Eastern
Europe, National Romanticism was a component of Art Nouveau, and stylized peasant
and vernacular motifs as well as the memory of local medieval buildings flavored its
productions. Yet another principle of differentiation is whether the language is
predominately curvilinear or rectilinear. In Belgium, France, and Spain, the curvilinear
branch, where symmetry and repetition were assiduously avoided and sinuous vegetal
shapes informed both structure and ornament, held sway; the rectilinear, where geometry
controlled the stylization of natural forms, was preponderant in the Netherlands, the
Austro-Hungarian empire, Scotland, and the United States. Nevertheless, one can
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instantly recognize in the particular national or local permutations the visual and tactile
elements associated with the Art Nouveau.

Art Nouveau architects sought the challenge of unprecedented building types, like
rapid transit stations and department stores, and did not confine their commissions to
domestic architecture, although private houses—Hill House, Helensborough (1902-04)
by Charles Rennie Mackintosh (1868-1928); the David Gamble house in Pasadena
(1908) by Greene and Greene (Charles Sumner [1868—1957] and Henry Mather [1870—
1954])—and blocks of flats—Castel Beranger, Paris (1895-97) by Hector Guimard
(1967-1942); Majolikahaus, Vienna (1898-99) by Otto Wagner (1841-1918)—provide
some of the most noteworthy examples. Thus, the Paris Metro employed Guimard, and
the Viennese Stadtbahn commissioned Wagner to create appropriate structures for this
most contemporary of urban facilities. La Samaritaine, Paris (1903-05) by Frantz
Jourdain (1847-1935) and Carson, Pirie, Scott, Chicago (1899—1904) by Louis Sullivan
(1856—1924) testify to Art Nouveau’s commercial attraction for shoppers.

Various paradoxes complicate the definition of Art Nouveau. Fantastic

elements have led commentators to dub its disciples

Art Nouveau lithograph poster for the opening of The Glasgow
Institute of the Fine Arts, designed by Frances Macdonald ( 1985)
© Library of Congress
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“irrational,” yet many of the architects were rationalist in their sophisticated approach to
technology, just as most were motivated by a wish to democratize society. Some of its
acolytes were fiercely individualistic, yet others worked cooperatively in communes and
workshops. Its products frequently were extravagantly luxurious and made to order for
rich patrons, yet many were mass-produced, and the vocabulary, as manifested in posters,
tableware, and textiles, appealed markedly to popular taste. The antagonism between the
machine-made and the handcrafted that raged during the 19th century was to some extent
reconciled in the Art Nouveau.

It was one of the first movements to be disseminated via specialized periodicals that
enhanced its reach:  (Brussels-Antwerp, 1892), (London, 1893), (Berlin, 1895),
(Munich, 1897), (Darmstadt, 1897), (Paris, 1898), and (Vienna, 1898) are only a
few of the magazines that proselytized for Art Nouveau architecture and design.

The concept of the  (total work of art) was more potent than at any time since the
18th century. Thus, designers and artisans in many media played a crucial role, although
the architect, who controlled the overall setting, was especially powerful. One of the most
striking cases is the Belgian, Henri van de Velde (1863—1957), who began his career as a
painter and in 1895, at his home in Uccle, established an influential decorating enterprise.
He designed not only the building but everything within: furniture, table settings,
wallpaper, lighting fixtures, tapestries—even his wife’s clothing. Van de Velde went on
to provide Samuel Bing, the entrepreneur whose Parisian shop was called “Art Nouveau,”
with many of his trend-setting furnishings. A member of the avant-garde Belgian
organization, (Les XX), which had ties to French symbolism and the English Arts and
Crafts, Van de Velde was an important link between the various groups that fed into Art
Nouveau; in 1897 he moved to Germany and helped to crystallize the nascent His
career illustrates the cosmopolitan character of Art Nouveau.

One of the engines for the rapid spread of the Art Nouveau was the international
exhibition. The expositions at Paris in 1900 and Turin in 1902, where almost every
pavilion and its contents proclaimed Art Nouveau’s ascendency, may be considered the
high point of the movement. Other means of dissemination were the schools and
museums of the applied arts founded during the late 19th century, educating artisans and
the general public about the significance of the built environment. The Folkwang
Museum in Hagen, Germany, and the Austrian Museum of Applied Arts in Vienna
followed the lead of London’s Victoria and Albert Museum, established in the wake of
the first international (Crystal Palace) exposition, of 1851, to display decorative arts
worthy of emulation.

A curiosity of the movement was the tendency for some of its adherents, including
patrons, to launch workshops, firms, and even communities of like-minded souls. The

(Munich, 1897),  (Amsterdam, 1900), and the (Vienna, 1903) all produced
decorative objects based on Art Nouveau principles. Colonies where artists could jointly
pursue the ideal of the initiated including the at Darmstadt, Germany, where Grand
Duke Ernst of Hesse in 1899 invited a number of designers to live and work.

Arguably the birthplace of mature Art Nouveau is Brussels, and the figure
most associated with its brilliance is Victor Horta. His Tassel House
(1893) is widely accepted as the first example of Art Nouveau

architecture: the sinuous curves of the organic two- and three-dimensional
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ornament and the artful blending of masonry and metal, tile and stained
glass, were imitated throughout the continent. Horta’s greatest work, the
Maison de Peuple (1895-99; demolished), demonstrated the popular
aspect of the style. Not only could wealthy industrialists indulge their taste
for it, but their employees too recognized that it evoked their aspirations.
Thus the Belgium Social Democratic Workers’ Party elected the Art
Nouveau as the appropriate language for its new headquarters. The
striking building, emblazoned with the names of Karl Marx and other
socialists, seems to grow from its hilly site, its contours undulating as if to
conform to contextual dictates. The iron frame used in combination with
brick and stone permits a free plan with spaces of varied heights and
dimensions, perfect for accommodating the program’s differing functions,
revealed on the exterior through the individualized fenestration; nothing is
regular or repetitive. The main door resembles a mysterious cave or mouth
that draws one into its recesses, empathy being a quality exploited by
many Art Nouveau architects.

Majolikahaus, Vienna, designed by Otto Wagner (1898-99)
© GreatBuildings.com

Comparable in terms of naturalistic appearance, irregular footprint, and bold exploration
of kinesthetic and emotional responses to form and space are the Casa Mila (1906-10) in
Barcelona by Antonio Gaudi, and the Humbert de Romans building in Paris (1897-1901;
destroyed) by Guimard. Like the Belgian, the Catalan and the Frenchman were indebted
to Viollet-le-Duc, especially his projects using the new material of iron, but where Viollet
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was still in thrall to his Gothic sources, this later trio subsumes them into a totally novel
vocabulary derived from flora and fauna. The devout Gaudi believed that “nature is
God’s architect” (Collins, 1960), whereas Guimard saw Nature as “a great book from
which to derive inspiration,” replacing the archaeological tomes of the revivalists.

The more rectilinear version of Art Nouveau retains nature as the basic source of
imagery but emphasizes the geometric substructure underlying organic forms, as
described with particular insight by the German theorist Gottfried Semper (1803—79), and
symmetry is not rejected. Works by H.P.Berlage, Wagner, Olbrich, and Josef Hoffmann
belong in this camp, as do those by designers in Britain and the United States with roots
directly in the Arts and Crafts movement (e.g., C.R.Ashbee, Mackintosh, Charles
Harrison Townsend, Frank Lloyd Wright, and the brothers Greene). Right angles and
straight lines prevail, the stylized decorative motifs are less intuitive and more cerebral,
and metal structure, although occasionally present, is subordinated to more conventional
materials like wood, stone, and brick, the latter often plastered.

Most of the architects of High Art Nouveau turned away from the style by the end of
the first decade of the 20th century, those from the curvilinear branch toward
Expressionism, those practicing the rectilinear version toward modernism or
academicism; in France and Austria, the Art Nouveau smoothly metamorphosed into Art
Deco. In the second half of the 20th century, sporadic Art Nouveau revivals have
occurred. Short its reign may have been, but Art Nouveau’s spell endures.

HELEN SEARING
Arts and Crafts Movement; Casa Mila, Barcelona; Gaudi, Antoni
(Spain); Greene, Henry M. and Charles S. (United States); Hoffmann,
Josef (Austria); Horta, Victor (Belgium); Mackintosh, Charles Rennie
(Scotland); Metro Station, Paris; Olbrich, Josef Maria (Austria); van de

Velde, Henri (Belgium); Vienna Secession; Wagner, Otto (Austria)

Further Reading

After its decisive rejection in the first decade of the 20th century, scholarly and popular
interest in Art Nouveau evaporated (although the course of Art Deco in many ways
recapitulated that of Art Nouveau), thanks in part to a revival of historicism but more
definitively to the triumph of international modernism, with its proscription against orna-
ment. Then in 1959 came the groundbreaking exhibition at New York’s Museum of
Modern Art. Whether renewed attention was driven by the exhibition or whether the
show itself was prompted by a sudden collecting frenzy for Art Nouveau objects is
difficult to ascertain, but what is clear is that the Art Nouveau gradually achieved a
respectability that it has not relinquished. The MoMA catalogue was important also
because it included architecture, although most subsequent publications continued to
emphasize the decorative arts until 1979, when Frank Russell edited a volume devoted to
architecture. Since then, the vital significance of architecture to the movement as a whole
has been recognized, and surveys do not fail to include buildings that fit within the canon.
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ARTS AND CRAFTS MOVEMENT

Although the Arts and Crafts movement dominated England between the years 1860 and
1915, its effects were felt around the world, especially in Western Europe and the United
States, well into the 1920s. Artwork associated with the Arts and Crafts movement is
characterized by a handcrafted aesthetic that embodied the principles of its English
founders: C.R.Ashbee, W.R. Lethaby, and William Morris, among others. The
philosophy these men advocated centered on their belief that the Industrial Revolution
had produced substandard goods with little artistic merit. In response to this situation,
they sought to reintroduce handmade products to the arts and to elevate the craftsman to a
more prominent position in the design professions. In refocusing the production of art
away from machines and toward individual designers, Arts and Crafts leaders hoped to
reform society by changing the way art was created, patronized, and appreciated in
English society.

The Arts and Crafts movement promoted the idea of truth in architecture, meaning that
a building should clearly express its structure, function, and material. An uncluttered
exterior and interior, without applied decoration to obscure the structure, was considered
the ideal, partly because the aesthetic was easily achieved without machines. This idea of
truth and clarity in architecture contrasted sharply with the Victorian aesthetic currently
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in vogue in England in which elaborate and ornate decora-tions, usually multicolored and
machine-made, dominated architectural design. Ashbee, Lethaby, and Morris believed
that Victorian interiors hid truth and clarity from the viewer by obscuring the forms and
shapes of a building. To this end, the simpler aesthetic of the Arts and Crafts returned
truth to architecture and contrasted with the “false” art created by the machine.

The idea of a simple aesthetic had regional, national, and historic overtones. Leaders
of the Arts and Crafts movement argued that the corrupted state of artistic production
resulted from the negative influence of industrialization on Western, particularly English,
society. Therefore, artistic production could be reformed by reviving methods of art and
craft that predated the industrial era. As viewed by the Arts and Crafts founders, the
period that best exemplified the preferred mode of artistic production was the age of
English medieval architecture. Not only did English medieval architecture fully embody
the Arts and Crafts ideal of a simple and truthful aesthetic, but buildings of the style were
local and easily available for study. Most important, the forms of English medieval
structures were already synonymous with the English architectural identity, and therefore
reviving English medieval art and craft promoted the English national identity through
architectural form. In using English medieval models, Ashbee, Lethaby, and Morris made
direct connections between the past and the present and between the historic and the
modern to make the Arts and Crafts aesthetic pertain directly to England.

The use of English medieval models also embodied the vision of craftsmen working
for a truthful aesthetic, which Arts and Crafts leaders strenuously advocated. In general,
English medieval structures had been constructed by laborers who worked with hand
tools to build a collective monument from honest artistic labor. Ashbee, Lethaby, and
Morris argued that because the work of these craftsmen was not mass-produced, it had
not been corrupted by the machine. Therefore, English medieval models served as
examples of how the individual craftsman could enhance the design of an aesthetic
masterpiece by ensuring that every part of the design received individual attention and
that every form was designed and created by hand. Ashbee, Lethaby, and Morris
envisioned groups of craftsmen, metalworkers, stonecutters, and carpenters working
together toward a finished product that combined a variety of different media. Inspired by
these medieval models, Arts and Crafts leaders believed that artistic production could
separate itself from the mechanized methods of the Victorian age to create a detailed and
truthful expression of its time and place.

Attention to detail resulted in an idea that was fundamental to the Arts and Crafts
movement: that of a total work of art. The Arts and Crafts aesthetic was not limited to
any one particular medium; in fact, Ashbee, Lethaby, and Morris argued that all arts
should be used to create a complete effect such that the whole became more than the sum
of its parts. Every aspect of an Arts and Crafts interior or structure, whether it was art or
architecture, was considered relevant to the design, and in this way the entire
environment was subject to consideration by a designer or a design team. To this end,
many Arts and Crafts workers began to experiment with processes that machines had
performed for decades, and crafts such as fabric dyeing and printing experienced a
renaissance as new methods were investigated and new objects produced.

Because the Arts and Crafts movement is a movement largely of ideas, it is difficult to
single out particular designers or works, or to identify particular forms as characteristic of
the Arts and Crafts style. In terms of architecture, Philip Webb’s Red House, in Upton,
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Kent, commissioned by Morris in 1859, serves as one outstanding example of Arts and
Crafts architecture in England. Taking its name from its red brick construction, the design
of the Red House avoided all decoration that recalled a direct model and instead followed
the functional needs of Morris and his family. Murals, wall hangings, tapestries, and
wallpapers together created a homey and medieval ambience through natural motifs that
included animals, birds, flowers, and trees, all of which were native to the area or to
England. Designed and crafted by Morris, his wife Jane, Philip Webb, and Morris’s
friend Dante Gabriel Rosetti, the Red House expressed a relaxed and informal medieval
atmosphere where different artistic media conveyed a total aesthetic.

Arts and Crafts architecture relied on historic local and regional influences
to ensure that each house would wholly be a product of its place. Looking
back to earlier examples of Scottish domestic architecture, Charles Rennie
Mackintosh intended his 1903 Hill House, in Helensburgh,
Dunbartonshire, Scotland, to connect with the Scottish medieval past
through a re-use of medieval and local forms. Like that at the Red House,
Hill House’s facade is plain, with limited applied ornament. The exterior
consisted of smooth stucco with low, protective eaves; deep windows and
porches; and buttresses that were borrowed

Interior designs of Hill House, Helensburgh, Scotland, designed by
Charles Rennie Mackintosh ( 1903)

© Howard Davis/Greatbuildings.com

from nearby examples of the medieval country church. Inside, Hill House embodied the
same idea of a total work of art in its consideration of all aspects of the space. Dark wood
shaped in simple and linear forms decorated the walls, while the beams supporting the
upper stories were left open to view. Handcrafted furniture and plain, white walls created
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a cozy effect, while the lighting filtered through wooden screens and lampshades to warm
the room. Mackintosh’s appreciation for the materials and his honest expression of the
structure through planar forms made Hill House fully represent the goals of the Arts and
Crafts movement.

The Arts and Crafts movement had greater impact on craft than on architecture, as
craftsmen were encouraged to incorporate many different artistic media into a single
product. Many Arts and Crafts designers worked in groups or partnerships, with each
partner specializing in a different process, such as printing or metalwork. Morris’s firm,
Morris, Marshall, Faulkner and Company, founded by Morris in 1861, serves as an
excellent example of this diversity, as the firm could produce wallpaper, furniture,
murals, stained glass, carvings, metalwork, and tapestries. The inclusion of different
artistic media not only added to the overall effect of the Arts and Crafts interior but also
recalled the idea of a medieval system in which different artists worked together, each
providing an essential and necessary component that enhanced the overall product.

The Arts and Crafts ideology and aesthetic was not limited to English and Scottish
designers. The reform efforts of Ashbee, Lethaby, Morris, and Mackintosh resonated
with designers of other nations, many of whom struggled with the issue of artistic
national identity, the impact of the machine on society, and the economic effect of
mechanized art. Each nation, however, tended to isolate and incorporate different aspects
of the ideology of the Arts and Crafts movement as they related to each nation’s context.
In the United States, for example, Morris’s ideas were complemented by the efforts of
Gustav Stickley, who promoted an agenda similar to Morris’s through his magazine,
For Stickley, a return to a handcrafted aesthetic not only promoted art and social reform
but also educated the public and provided many with the means to earn their own living.
Unlike the English Arts and Crafts leaders, Stickley was less concerned with evoking a
medieval atmosphere in his designs, especially because the medieval did not have a
connection to the American past. Instead, Stickley argued that the simple Arts and Crafts
aesthetic could enhance the social conditions of the worker. As a result Stickley chose to
harness the power of the machine in favor of the worker rather than at the worker’s
expense. Ultimately, Stickley’s more famous designs, such as the 1903 Morris chair,
were produced by his own workers using machine technology.

Outside of Stickley’s magazine and furniture empire, other American designers
worked to apply Arts and Crafts principles to American design. One team of designers,
Charles Sumner Greene and his brother, Henry Mather Greene, experimented with native
materials in the design of the 1908 David B.Gamble House in Pasadena, California.
Aesthetically, the Gamble House explored craftsmanship through a new venue that
merged nature with handcraft, such that the Gamble House expressed its total work of art
through a strong connection between building and landscape. In contrast to the Greene
Brothers’ design is the work of Frank Lloyd Wright, who used machines to create a
similar effect. The Robie House (1908) in Chicago is an example of Wright’s efforts to
use simple forms and low-hanging eaves to evoke a sense of movement between parts.
Like most other Arts and Crafts designers, Wright carefully considered the appearance of
the interior, using rich materials and patterns to create a sumptuous yet planar aesthetic.
Although Wright’s interiors relied on machines for their production, his interest in
promoting a unified interior and the straightforward use of natural materials resembled
ideas from the English Arts and Crafts leaders.
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Like American designers, European designers placed more and less emphasis on
different aspects of the Arts and Crafts ideology. In Belgium and France, the Art
Nouveau movement, spearheaded by Samuel Bing, Victor Horta, and Hector Guimard,
sought to strike a new balance between modernity and handcraft through an emphasis on
naturalistic forms. In Barcelona, Spain, Antoni Gaudi explored regional identity through
the native materials he used to create an imaginative and unique architectural style.
Likewise, in Austria, the Vienna Secession movement, under the leadership of Otto
Wagner, advocated an artistic break from the past and experimented with simple forms
and planar volumes. All the products—art, architecture, and crafts—produced by French,
Belgian, Spanish, and Viennese designers in these movements borrowed from the Arts
and Crafts ideology, even if their work resulted in vastly different forms.

By 1914 the Arts and Crafts movement had faded from the architectural scene, and
new ideas moved into its place, taking English, American, and Western European
designers into the machine aesthetic and the International Style. Scholars recognized that
the Arts and Crafts movement had important links with the Modern movement, which
had first promoted the idea that architecture could reform society. Some designers, such
as Walter Gropius and Frank Lloyd Wright, had direct connections with Arts and Crafts
ideology and partook in the Arts and Crafts revolution of form, helping to refocus artistic
production from its classical roots to its modern agenda. Without the simplicity of the
Arts and Crafts movement and its emphasis on social reform, the Modern movement
would have lacked a certain strength and vigor. The Arts and Crafts movement represents
an important precursor to subsequent movements and the development of new forms for
architectural production.

CATHERINE W.ZIPF
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Further Reading

A good overview of the movement and the crafts it produced appears in Naylor 1989.
Cumming includes a more theoretical description of the ideas involved in the production
of Arts and Crafts goods. For biographical information on Morris, see Stansky. For
biographical information on Stickley, see Sanders. For women’s participation in the Arts
and Crafts movement, see Callen.
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ARUP, OVE 1895-1988

Architectural engineer, England

Ove Arup was arguably one of the greatest engineers of the 20th century. Born in
1895 in Newecastle upon Tyne in England to Scandinavian parents, he first studied
philosophy and graduated from the University of Copenhagen in 1916. Six years later, he
received a second degree in engineering. This wide-ranging interest and curiosity was to
influence both his own work and that of others with whom he consulted. Throughout his
life—his practice Ove Arup and Partners grew to include more than 50 offices in 40
countries with a staff of almost 4,000—he retained a speculative yet rigorously
questioning approach to design.

Having qualified as a civil engineer and with a special interest in reinforced concrete,
Arup joined the Danish company Christiani and Nielsen in 1922, a company that
designed and built civil engineering structures. He worked in Hamburg before moving to
their London office, where he became chief designer in 1925.

With this experience not only in the design but also in the construction of structures,
Arup became increasingly interested in developing a holistic approach to design. His
particular skill in the use of a new material, reinforced concrete, created opportunities for
him to work with other designers who were committed to the ideals of the Modern
movement. Collaborating with Tecton (a group of young architects in London) and with
Berthold Lubetkin in particular, Arup was to play an influential role in the design of a
several iconic buildings of the period. The first was the Gorilla House (1933) at the
London Zoo, followed by the Penguin Pool (1934). Both explored the fluid forms made
possible by using reinforced concrete. He went on to work with Lubetkin on the design of
Highpoint One. This residential building in London was also built in reinforced concrete
but explored the potential of the material to create an eight-story tower.

The construction of Highpoint coincided with Arup’s move in 1934 to join J.L.Kier
and Company, the contractors who built the scheme. This project was especially
significant because it allowed Arup and Lubetkin to work on a design that required the
complete integration of architecture, structure, and building method. As a result, Arup
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became increasingly enthusiastic about collaboration between the professions in building
design, an enthusiasm that motivated his own practice.

Established in 1946, the practice was formerly called Ove Arup and
Partners, Consulting Engineers, in 1949, flourishing

Finsbury Avenue Offices, London, designed by Ove Arup and
Associates (1984)

© Don Barker/GreatBuildings.com

in the postwar period with the reconstruction of cities and the design of numerous new
buildings and improved infrastructure. Arup was sought out by an increasing number of
architects, especially those who were interested in innovative forms of engineering,
integrative design, and the use of new materials. His work at this time included the
Brynmawr Rubber Factory (1952, Gwent) in Wales, designed with Architects Co-
Partnership; Michael Scott’s Bus Station and Offices (1952) in Dublin; and the
Hunstanton School (1954, London), designed by Alison and Peter Smithson. After the
young Danish architect Jorn Utzon won the competition to design the Sydney Opera
House in Australia in 1957, he asked Arup to collaborate on the design. Arup played a
central role in the translation of the architect’s early sketches into an outstanding building
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defined by the famous series of elegant vaulted roofs. After the building opened to
acclaim in 1973, the material research and design studies established Arup’s reputation as
an engineer of great creativity and international standing.

Arup designed a number of significant civil engineering projects, including the
Kingsgate Footbridge (1963) over the River Wear in Durham, England. He brought
together structural and civil engineers, environmental engineers, building economists, and
architects in a parallel partnership, Arup Associates, to design buildings and engineering
structures. Ove Arup and Partners grew as a multidisciplinary consultancy and became
one of the largest engineering design practices in the world. This collaborative,
interprofessional way of working enhanced talent and made the practice a center for
design innovation and research. After the Sydney Opera House, Arup and his colleagues
worked with the German engineer Frei Otto on the development of lightweight structures,
studies that were to result in projects such as the Garden Pavilion (1975) in Mannheim.
Collaboration with Richard Rogers and Renzo Piano on their competition entry for the
Centre Pompidou in Paris was awarded first prize in 1971. In 1979 a further collaboration
with Richard Rogers and another with Norman Foster resulted in successful designs for
limited competitions for new headquarters buildings for Lloyds of London (1979-85) and
the Hong Kong and Shanghai Bank (completed in 1986) in Hong Kong. Arup also
continued to work with Renzo Piano on numerous projects, including the Menil Gallery
(1984) and Kansai International Airport (1988-94).

Arup advocated a way of working that not only brought together many of the
disciplines to generate ideas at the beginning of the design process but that also created
multidisciplinary teams that directed projects through to completion. Many other
significant engineers emerged from the practice, including Jack Zunz, Ted Happold, Tom
Barker, Peter Rice, Jane Wernick, Chris Wise, and Cecil Balmond.

Arup received the Royal Gold Medal for Architecture in 1966 and in 1971 was
knighted by the queen of England for his services to architecture and engineering. His
inspiration created a practice that has been central to the development of outstanding
architecture and structural design worldwide. He remained actively involved in practice
until his death in 1988.

BRIAN CARTER

Kansai International Airport Terminal, Osaka; Lubetkin and Tecton
(Great Britain); Piano, Renzo (Italy); Rogers, Richard (Great Britain);
Smithson, Peter and Alison (Great Britain); Sydney Opera House

Biography

Born in Newecastle upon Tyne, England, to Danish parents, 16 April 1895. Studied
philosophy and mathematics, University of Copenhagen, Denmark; bachelor of arts 1916;
studied civil engineering, Royal Technical College, Copenhagen 1916-22; bachelor of
science 1922. Married Ruth Sorenson 1925:3 children. Designer 1922-25, chief designer
1925-34, Christiani and Nielsen, Hamburg, Germany; chief designer, J.L.Kier and
Company, London 1934-38. Director, Arup Designers Ltd., London and Arup and Arup
Ltd. with cousin 1938—46; consultant engineer to the Air Ministry, London 1938-45;
private practice as engineering consultant, London 1946-49; senior partner, Ove Arup
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and Partners, London from 1949; senior partner, Arup Associates, London from 1963.
Visiting lecturer, Harvard University, Cambridge, Massachusetts 1955; Alfred Bossom
Lecturer, Royal Society of Arts, London 1970. Founding member, MARS (Modern
Architecture Research Group), London 1933; fellow, Institute of Structural Engineers
1940; fellow, Institute of Civil Engineers 1951; chairman, Society of Danish Civil
Engineers in Great Britain and Ireland 1955-59; fellow, American Concrete Institute
1975. Commander, Order of the British Empire 1953; Gold Medal, Royal Institute of
British Architects 1966; Knight Bachelor 1971; Chevalier 1965, Commander 1975, Order
of the Dannebrog, Denmark; Aga Khan Award for Architecture 1980. Died in London,
England, 2 February 1988.

Selected Works

Gorilla House, London Zoo, 1933
Penguin Pool, London Zoo, 1934
Highpoint I Apartment Building, Highgate, London, 1936
Brynmawr Rubber Company Factory, Gwent, Wales (with Architects Co-Partnership),
1952
Bus Station, Dublin, 1952
Hunstanton School, London, 1954
Kingsgate Footbridge, Durham, England, 1963
Sydney Opera House (first prize, 1957 competition; with Jern Utzon), 1973
Garden Pavilion, Mannheim, Germany (with Frei Otto), 1975
Centre Georges Pompidou (first prize, 1971 competition; with Renzo Piano and Richard
Rogers), Paris, 1977
Finsbury Avenue Offices, London, 1984
Menil Gallery, Houston (with Piano), 1984
Lloyds of London Headquarters (first prize, 1978 competition; with Rogers), London,
1985
Hong Kong and Shanghai Bank (first prize, 1980 competition; with Norman Foster),
Hong Kong, 1986
Kansai International Airport, Osaka (with Piano), 1994

Selected Publications
1939
1940
1941
1986
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ASHBEE, C.R. 1863—-1942

Architect, England

C.R.Ashbee was one of the best-known figures of the British Arts and Crafts
movement. He was born on 17 May 1863 in Spring Grove, Isleworth, on the western
fringe of London. Ashbee attended Wellington College from 1877 to 1882 and graduated
from King’s College, Cambridge, in 1886. At King’s College, Ashbee became exposed to
the thoughts of Ruskin, which were to influence his lifelong commitment to the Arts and
Crafts. Among Ashbee’s noteworthy accomplishments were the founding of the Guild of
Handicraft; a series of houses on Cheyne Walk, London; the development of the Survey
of London; and his role as civic adviser to the city of Jerusalem during renovations to the
old city.

Following King’s College, Ashbee joined the architectural firm of Bodley and Garner,
the leading English church architects of their day. For the next two years, Ashbee lived at
Toynbee Hall, meeting William Morris for the first time on 4 January 1886. Ashbee drew
on his experiences at Toynbee Hall in founding his own School and Guild of Handicraft,
inaugurated on 23 January 1888. The School and Guild grew in part from Ashbee’s
reading class on Ruskin in the winter of 1896-97 and a later class on drawing and
decoration (both at Toynbee Hall). Ashbee rented for two years the top floor of a
warehouse on Commercial Street, which served as a combined workshop and
schoolroom. The primary goal of the School and Guild, observed Ashbee, was “the
application of Art to Industry” (Burrough, 1969, p. 85). The School lasted only until
1895, but the Guild (which produced furniture, silver and metalwork, jewelry, and later,
books) was Ashbee’s constant focus until it began to decline in 1905. Shortly after its
inauguration, the Guild’s work was favorably received at the first exhibition of the Fine
Arts and Crafts Exhibition Society in September 1888. After William Morris’s death in
1896, the Guild purchased and operated his Kelmscott Press. For most of his career,
Ashbee maintained an architectural office as well as the Guild of Handicraft. His first
architectural office opened in September 1890 at 15 Lincoln’s End Fields, London. Soon
the volume of work required a larger space, and the firm moved to Essex House on Mile
End Road in 1891.

A major undertaking of Ashbee’s career was the large-scale movement of the Guild of
Handicraft, its workers, and their families to Chipping Campden in the Gloucestershire
countryside in 1902. Inspired by Ruskin’s 1882 explanation of his St. George’s Guild,
focusing on the value of rural life, work, and community, Ashbee and his Guild
renovated buildings in the small rural town for their purposes. Chief among the renovated
buildings was the old Silk Mill (1902, woodshed and engine house; 1909, pottery kilns),
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which became the center of the Chipping Campden site. By 1905, however, the Guild
was in decline. Its distance from London made marketing its wares more difficult, and
competitors, such as Liberty, began to produce comparatively inexpensive copies of its
silver work. The dismal economic times and remote location of the Guild made letting
workers go an impractical solution to these problems. Instead, the Guild began to
liquidate its assets in 1907. Despite the Guild’s eventual demise, it served as a model for
other socially conscious projects, such as Jane Addams’s Hull House in Chicago.

In addition to his work with the Guild, Ashbee designed, built, and
renovated many houses, including several on Cheyne Walk, London,
where his work is perhaps best known. He combined the ambiance of old
London, brickwork, and an asymmetrical arrangement of elements to
produce simple and functional houses appropriate for their riverside
setting. In 1893 Ashbee began work on the first house—The Ancient
Magpie and Stump at 37 Cheyne Walk—which became his mother’s
house and was Ashbee’s first executed design. He then bought land that he

38 Cheyne Walk, London, designed by C.R.Ashbee (1898-99)
© Philippa Lewis, Edifice/CORBIS
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was interested in developing, designed houses for the land, and showed the homes to
friends, colleagues, and real estate agents to attract a clientele. Ashbee created drawings
for 21 sites, often designing multiple schemes simultaneously. Other homes in the area
with which Ashbee was involved as architect or renovator were 24 Cheyne Row (1895)
and the following structures on Cheyne Walk: 72-73 (1896-97), 118-119 (1897-98), 74
(1897-98), 38-39 (1898-99), and 75 (1901-02). Of these houses, only 38—39 survives.

Ashbee also made significant contributions to architecture and the study of its history
through two additional projects. In 1894 he began work on the Survey of London, one of
his most enduring legacies to English architectural history. The aim of this ambitious
project was to record all historic buildings in London. Today, the Survey of London is a
continuing and scholarly record. Following the Guild’s demise, Ashbee was appointed
civic adviser to the city of Jerusalem to survey the old city and to begin the restoration
process. Ashbee worked on the restoration of Jerusalem between 1919 and 1922, when he
resigned and retired to Godden Green, Kent.

In addition to his architectural and crafts pursuits, Ashbee traveled and lectured
extensively in the United States in 1896 and 1900-01 (the East and Midwest) and in
1908-09 (California), visiting some 14 states on his coast-to-coast tour. Some time in late
November or early December 1900, Ashbee met Frank Lloyd Wright, with whom he was
to keep up a lifelong correspondence and friendship. During his 1909 visit to California,
Ashbee met Charles Sumner Greene and was impressed by the architectural and furniture
work of the firm, which was just completing work on the Blacker and Gamble Houses in
Pasadena, California.

Ashbee died on 23 May 1942. His multidimensional life had been dedicated to his
belief that “the things which made for good craftsmanship were in the end neither
technical nor aesthetic, but moral and social” (Crawford, 1985, p. 213).

CYNTHIA DUQUETTE SMITH

Arts and Crafts Movement; Greene, Henry M. and Charles S. (United
States); Wright, Frank Lloyd (United States)

Further Reading

The most comprehensive and authoritative examination of Ashbee’s life and work is
provided by Crawford (1985). MacCarthy (1981) focuses on the social aspects of
Ashbee’s family and Guild life and the movement of the Guild to the Cotswolds.
Burrough’s (1969) two-part article in  offers a thorough overview of the Guild’s history
carrer. and handicrafts, but less focus on the architectural aspects of Ashbee’s
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ASPLUND, ERIK GUNNAR 1885-1940

Architect, Sweden

Erik Gunnar Asplund was among the most important Scandinavian architects of the
first half of the 20th century. His early work evolved from National Romanticism through
the sparse Nordic classicism of the World War I period and by 1930 embraced canonic
modernism. At the time of his death in 1940, his work assumed a personal direction,
influenced more by traditional architecture and a desire for symbolic content than by
contemporaneous design tenets. Asplund had a unique ability to create a sense of place in
his architecture, to manifest directly the context in which his works were situated through
manipulating landscape elements as forcefully as architectural ones. His untimely death
at age 55 occurred at the height of his creative powers and productivity.

Born in Stockholm, Asplund studied architecture at the Royal Institute of Technology.
After traveling to Germany on an Institute Scholarship, he returned to Stockholm and
helped establish, with some fellow students, the Klara School, an independent academy
of design. Supplanting the more normative neoclassical training of the period, the Klara
School, under the tutelage of Carl Bergsten, Ragnar Osberg, Ivar Tengbom, and Carl
Westman, proposed a Romantic sensibility incorporating the influence of Scandinavian
vernacular design and handicrafts. The inclusion of vernacular and traditional sources of
expression had influenced Nordic architecture since the turn of the century, creating a
style known as National Romanticism. The National Romantic influences of Westman
and Osberg, and especially Osberg’s ability to combine symmetrical facade composition
with informal plan organization, informed Asplund’s early work: examples include the
villa project for Ivar Asplund (1911), the Karlshamn School competition entry (1912),
and the Villa Ruth (1914). These works are characterized by a vernacular imagery created
through using traditional board and batten siding, tilecovered gable-roof forms, and
carefully placed and proportioned window openings.

Asplund, while continuing to use vernacular imagery, began to use
classical motifs in his work, as witnessed in the first-place competition
entry for the Woodland Cemetery (1915, Stockholm; in collaboration with
Sigurd Lewerentz) and his Woodland Chapel (1919, Stockholm), which
blends Romanticism and Classicism. The simple, steeply pitched chapel
roof recalls Swedish vernacular buildings, whereas the austere Doric
portico, domed interior space, and white-rendered stucco walls reference
classicism. The Villa Snellman (1918), located in Djursholm, a Stockholm
suburb, continues Asplund’s dialogue between classicism and

Romanticism, as does the Lister County Courthouse (1921, Solvesborg).
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In the Courthouse, however, the detail qualities of the building become
somewhat idiosyncratic, even exaggerated, in execution. Three
competition entries for urban projects entered during the period 1917—
22—the Gota Square (1917) and the Gustaf Adolf Square (1918), both in
Goteborg, and the Royal Chancellery (1922) in Stockholm—indicate that

Woodland Chapel, Stockholm, Sweden, designed by Erik Gunnar
Asplund (1919)
© Earl Moursund/GreatBuildings.com

Asplund’s sensitivity in designing buildings within the historical context of the city is
equal to that within the natural landscape.

Paralleling the development of classicism in Scandinavia during the 1920s, the
classical-Romantic duality of Asplund’s earlier work gave way to a more explicit
expression of classical principles. The work of this period represents a serious attempt at
innovation within the context of classicism rather than a nascent eclecticism. Two
buildings in Stockholm, the Skandia Cinema (1923) and the Public Library (1928),
demonstrated his leadership position in this pan-Nordic movement. Whereas the Skandia
Cinema projects a certain playful and idiosyncratic use of classical elements, motifs, and
images, the Public Library has a simplicity and austerity reminiscent of the neoclassical
architecture of the French Enlightenment. Although the initial design for the library was
explicitly classical, with coffered dome, columnar entry porticos, and -like facade
treatment, the built work, while maintaining the organizational was abstracted into two
simple volumetric elements: cube and cylinder. Preceded by a large reflecting pool, the
building sits slightly rotated in its parklike setting, further enhancing the monumentality
of the austere volumes. The cylinder houses a great rotunda, which contains the tiered,
open-stack lending hall. It is a monumental clerestoried space that recalls the work of the
French 18th-century architect Etienne-Louis Boullée. Exterior and interior surfaces are
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rendered in stucco, with finely proportioned openings and excellently crafted and
integrated sculptural detail that provide the building with a subtle power.

The Stockholm Public Library marks the end of Nordic classicism, for
“functionalism,” as modernism was termed in Scandinavia, had appeared in Sweden.
Asplund’s 1930 Stockholm Exhibition celebrated the emergence of functionalism in
Sweden and represented a fundamental change in sensibility for the architect. The design
for the Exhibition complex underwent three phases, the last occurring after Asplund
traveled to the Continent to visit extant examples of the new “modern” architecture. The
Stockholm Exhibition not only epitomized the mechanistic aesthetics of modernism but
also served as a propaganda instrument for illustrating its social programs. However,
unlike many modernist compositions that were isolated objects sitting in green, parklike
settings, Asplund’s complex assumed a more dense, urban configuration. The light,
machinelike pavilions were tied together by such traditional urban elements as squares,
concourses, cul-de-sacs, and garden courtyards. Here, space was as important as form.
The tall, constructivist-inspired advertising mast was a light, steel structure that held
signs and flags and provided a festive and energetic quality to the Exhibition.

Although Asplund’s Bredenberg Department Store (1935, Stockholm) was

a functionalist work, the State Bacteriological

Woodland Chapel, Stockholm, Sweden, interior, designed by Eric
Gunnar Asplund (1919)
© Earl Moursund/GreatBuildings.com

Laboratories (1937, Stockholm) signaled a move away from the canons of modernism. In
his last two major commissions, the Goteborg Law Courts Annex (won in competition in
1913, redesigned in 1925, and completed in 1936) and the Woodland Crematorium
(1940), Asplund’s reaction to functionalism solidified. The addition to the Law Courts,
which were designed by Nicodemus Tessin in 1672, was initially conceived of as a direct
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extension of the original facade. In the final design, Asplund attempted the difficult
proposition of developing a facade that would create a contrasting yet harmonizing
tension between the old and the new. The result extends the rhythm of the original facade
with a modern vocabulary while containing classical inferences. The central interior
atrium, composed of a delicate concrete framework and staircases and superbly detailed
wood paneling, has a timeless quality that transcends stylistic preferences.

Asplund’s final major work, the Woodland Crematorium, is a composition dominated
by the manipulation of the naturalistic qualities of the landscape, making the buildings
seem secondary on approach. Yet the positioning of the primary architectural elements of
loggia, wall, and cross actively gathers the surrounding landscape into a dynamic,
emotional experience. The complex contains references to traditional, classical, and
modern architecture: the planar quality of the buildings stems from modernism and the
loggia and from classical sources, whereas the material usage and landscape design root
the building to its Nordic context. The integration that Asplund achieved in the complex
through the synthesis of modern with classical and vernacular precedents makes the
Woodland Crematorium, in the final analysis, one of the truly compelling buildings of the
20th century.

WILLIAM C.MILLER

Classicism; Stockholm Public Library; Stockholm, Sweden

Biography

Born in Stockholm, Sweden, 22 September 1885. Studied architecture at the Royal
Institute of Technology, Stockholm 1905-09; attended the Klara Academy of
Architecture under Carl Bergsten, Ivar Tengbom, Carl Westman, and Ragnar Osberg
1910-11; studied the architecture of Italy and Greece 1913—14. Married (1) Gerda
Sellman (divorced); married (2) Ingrid Katarina Kling 1934. Worked for 1.G.Clason,
Stockholm 1910-11; private practice, Stockholm 1911-40; -editor, magazine,
Stockholm 1917-20. Founded the Klara Academy with six others, including Sigurd
Lewerentz and Osvald Almquist 1910; assistant lecturer, Royal Institute of Technology,
Stockholm 1912—13; special instructor in ornamental art, Royal Institute of Technology,
Stockholm 1917-18; professor of architecture, Royal Institute of Technology, Stockholm
1931-40. Died in Stockholm, Sweden, 20 October 1940.
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1915

Gota Square (competition project), Goteborg, Sweden, 1917
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Villa Snellman, Djursholm, Sweden, 1918
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Stockholm Exhibition, 1930
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Woodland Crematorium, Stockholm, 1940

Selected Publication

(with W.Gahn, S.Markelius, G.Paulsson, E.Sundahl, and U.Ahrén), 1931
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Interest in Asplund’s work has increased over the last quarter-century, as architects look
to designers who were able to synthesize, during the late 1930s, a number of competing
architectural traditions in a compelling and personal manner. This, coupled with
Asplund’s understanding of the interactive relationship between built elements and the
landscape and the creation of appropriate urban spaces, forms, and additions, has
stimulated more in-depth analysis of his work. This interest is witnessed by the number
of publications that have appeared on his work since 1980.
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AT&T BUILDING

Designed by Philip Johnson; completed 1984 New York, New York

As arguably the first Postmodern building designed on a monumental, commercial
scale, the AT&T Building (completed in 1984 by Philip Johnson) generated sufficient
popular interest to be front-page news in the on 31 March 1978 and the cover story in
on 8 January 1979, which portrayed the architect Philip Johnson cradling a model of the
proposed design. In legitimizing Postmodern style and ideas, it reversed almost three
decades of modern principles espoused by Mies van der Rohe that Johnson himself had
practiced with the master in the Seagram Building (1958). Gone are the open plaza (the
externalization of universal space); the understated, monochromatic, almost mute metal-
and-glass curtain wall; and the nonconformist, neo-Baroque setback from the avenue.
Instead, Johnson’s building presses directly against the site line along the entire block of
Madison Avenue between East 55th and East 56th Streets and introduces a newer type of
urban amenity: a glass-canopied atrium with retail establishments. Several similarities to
the Seagram Building remain, however, in the deeply recessed ground-story lobbies,
overall floor plans, and steel construction. In fact, the plan is typical of postwar high-rise
office buildings, comprising a sizable service core of elevators, emergency stairwells, and
rest rooms, with resultant narrow office spaces.

Discussions for the design began in the mid-1970s with AT&T, ironically one of the
world’s largest corporations before its divestiture only shortly after the erection of the
building. At a cost of $200 million, the 648-foot-high, 37-story building dedicated ten of
its stories to its eponymous corporation, with the remaining rented as general office
floors.

Its two central Postmodern features are the selection of a masonry enclosure, a light
pink granite, and the addition of a crowning broken pediment. The latter feature fueled
the nickname the “Chippendale” skyscraper, presumably because of its association with
Thomas Chippendale’s highboy chest-on-chests rather than with its actual but much rarer
architectural source in 18th-century Georgian entrances. Because of the density of the
location, the pedestrian experiences the building at two scales: from the street, the
ground-level arcades, and from a considerable distance, the signature broken pediment.

Originally, the ground level of the tower comprised open arcades around
the small entrance lobby and service core. The unenclosed public space
beneath the tower, compared to an Egyptian hypostyle hall by one
historian, was intended to mitigate the intensive use of the site and to
repay the absence of setbacks in the tower. At the rear of the site, a glass-
canopied galleria in the spirit of Milan’s Galleria Vittorio Emanuele
(1867) contains a three-story row of shops. A quarter of a barrel vault, the
canopy is supported by quarter-round arches, not un-
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Top of the AT&T Building showing Chippendale detail, designed by
Phillip Johnson and John Burgee (1984)
© Mary Ann Sullivan

like the Romanesque tunnel-vaulted nave of St.-Sernin (1100) in Toulouse, France.
Concentric diamond and chevron patterns animate the granite floors. In 1994 Gwathmey
Siegel and Associates, in an effort to respond to criticism of insufficiently sheltered
public spaces, enclosed both the public arcades beneath the tower and the galleria, which
was extended into one bay on either side of the elevator core. By creating deep shadows,
Gwathmey Siegel’s bay windows for storefronts retain the feeling of depth in the arcade
openings.

The most tactile experience occurs at the street level, where the flame-finished pale
pink Stony Creek granite cladding meets the ground. Above substantial square column
bases rise piers with reentrant corners, and quarter pyramids mark this articulation.
Johnson has claimed that the entrance composition, with its central arch flanked by
narrower trabeated openings, recalled Filippo Brunelleschi’s Pazzi Chapel (1429) at
Santa Croce, Florence, although critics did not hold both in equal esteem. Following the
rhythm of openings established at the ground level, uninterrupted vertical bays contain
granite mullions between piers, anchored underneath to steel tubes and originally
intended to be round sectioned. Cost containment prevented the materialization of this
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feature, and in combination with the insufficient suppression of windows into the wall,
AT&T’s resultant thinness has been a frequent source of criticism, which compared the
building unfavorably with Louis Sullivan’s Wainwright Building (1891) in St. Louis,
Missouri, admired for the expressive qualities of its brick masonry and molded terra-
cotta. More successful, however, are the upper-level executive floors, where deeper
suppression of the glazing and round-sectioned mullions were realized. Also lamented
were the bare expanses of granite between the entrance arcade and the office floors as
well as between the upper-level executive office floors and the sloping edges of the
pediment, the subtle cornice of which, however, was praised.

At the main entrance, a suppressed glazed entrance arch, with an oculus
above, echoes the narrow 116-foot central arch. Lavish detailing of the
material includes a diamond pattern, or in the apron around the openings
and fully threedimensional articulated moldings around the arch and in
corners. Capped with a gilded cross vault that springs from corner
brackets, the compact but well-proportioned 65-foot-tall lobby has a
black-and-white marble floor pattern recalling Durbar Hall (1931) at the
Viceroy’s House in New Delhi, India, designed by Sir Edwin Lutyens.
Lined with granite walls as well, the lobby precedes a barrel-vaulted
elevator hall; columns with abstracted Byzantine capitals demarcate the
two spaces. Among the renovations supervised by Gwathmey Siegel and
Associates, black glass replaced the diamond-patterned granite in the blind
lobby arches. Bronze elevator doors, set in a blind arcade, repeat the
arched forms. The regilded sculpture  (1916), by Evelyn Beatrice
Longman, known popularly as from the top of the earlier headquarters,
was replaced, after the Sony Corporation purchased the building, by an
untitled nonobjective Joel Shapiro (1941-) sculpture.

Called the “sky lobby,” the main reception area sits one level above ground behind the
entrance oculus. Its veined Breccia Strazzema marble forms a central aedicule enclosed
by halfround arches springing from linteled openings. Gwathmey Siegel and Associates
softened surfaces with wood panels, black glass, and murals. In the middle section of the
building, there are 27 standard office floors, with ten-foot heights, and the executive
offices occupy the 33rd and 34th floors. In them, Johnson specified molded wood panels
and a double grand staircase connecting the two levels. Ventilation is diffused between
vinyl-clad metal acoustical ceiling panels, and task lighting illuminates each workstation.

Considered flamboyant and arbitrary by some, frivolous and stylistically promiscuous
by others, the building design generated ample criticism. Its historical references, reduced
to two dimensions, were said to lack symbolic weight. Still, in its superficial use of the
grammar of architecture, the AT&T Building expresses a perhaps unconscious camp
quality, and as an object of the resentment of Postmodernism for its esoteric references
and ad hoc assembly of historical images, AT&T represents at the same time the

overthrow of orthodox modernism.
PAUL GLASSMAN
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Gwathmey, Charles, and Robert Siegel (United States); Mies van der
Rohe, Ludwig (Germany); Postmodernism; Sullivan, Louis (United
States)
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Periodical literature published when the building was completed provides the strongest
analyses and most insightful critical responses.
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ATHENS CHARTER (1943)

The “Athens Charter” was the name given by Le Corbusier to his version of the results of
the fourth congress (1933) of the Congres Internationaux d’Architecture Moderne
(CIAM). This congress was organized on the theme of the “Functional City,” a concept
developed in part by the Dutch town planner Cornelis van Eesteren, who became
president of CIAM in 1930. In contrast to what he called the “cardboard architecture” of
classical urbanism, van Eesteren and other CIAM members advocated an approach to city
planning based on the most rational siting of functional elements, such as workplaces and
transportation centers. This idea was linked to the belief that city planning should be
based on the creation of separate zones for each of the “four functions” of dwelling,
work, recreation, and transportation. At the fourth congress, held on a cruise ship
traveling from Marseilles to Athens and back in July-August 1933, CTAM members from
Eastern and Western Europe analyzed the samescale plans of 33 existing cities prepared
by CIAM members according to guidelines developed by the Dutch CIAM group. At the
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end of the congress, the CIAM members present had planned to draw conclusions from
these analyses and to issue resolutions about how cities should be reorganized according
to CIAM principles. Disagreements over whether CIAM should call for the expropriation
of existing property for such a reorganization and over Le Corbusier and others’
promotion of high-rise housing delayed the issuing of these resolutions. In the fall of
1933, the congress instead published what it termed preliminary (Observations) in
French and (Findings) in German.

In both the French and the German versions, which were not completely consistent
with each other, the text emphasized that cities are part of an economic, social, and
political system. Under “Dwelling,” CIAM found that population densities were typically
too high in historic centers and that open spaces were lacking. It demanded that housing
districts should occupy the best sites and that a minimum amount of solar exposure
should be required in all dwellings. For hygienic reasons, CIAM asserted that buildings
should not be built along transportation routes and that modern techniques should be used
to construct high apartment buildings widely spaced apart to free the soil for large green
parks. Under “Leisure,” CIAM found that existing open areas were generally insufficient
for recreation or not well situated to benefit the inhabitants of dense central areas. It
called for the demolition of these central areas so that they could be turned into green
spaces, with schools and other collective facilities sited in them. Under “Work,” CIAM
found that the relationship between dwelling and places of work was not rational, as it
usually required long commutes. It determined that travel distances should be reduced to
a minimum and called for the separation of industrial quarters from housing, buffered by
a neutral zone of green areas and sports fields.

Under “Transportation,” CIAM found that most cities had street patterns that had
become unsuitable for modern means of transportation, such as streetcars and
automobiles. It proposed that rigorous statistical methods be used to establish rational
street widths, classified according to the speed of different modes of transport. Under
“Historic Districts of the City,” CIAM stated that historic monuments should be
respected when they “are a pure expression of previous cultures and are of general
interest” and when their conservation did not mean that their inhabitants had to live in
unhealthy conditions.

In the CIAM concluded that the chaotic conditions of present cities do not
correspond to the “primordial bio-logical and psychological necessities of the
population.” It declared that the city should be organized according to the four functions
and that city plans should conform with these biological and psychological needs. CIAM
also emphasized that urbanism was “a three-dimensional science” and that the “element
of height” could be used to solve traffic problems and efficiently create green spaces for
leisure.

Le Corbusier’s  published in Paris in 1943, is an expanded version of the that was
published in various European journals in 1933 and later. Le Corbusier began to call the
results of the fourth congress “La charte d’Athénes” in his “Pavilion des Temps
Nouveaux” at the 1937 Paris Exposition. In 1941, while serving on an urbanism
commission of the Nazi-controlled Vichy government, he began to prepare a new
publication of the By November 1941, as Vichy officials grew increasingly hostile to
him, he decided to publish the Athens Charter anonymously. He also established a new
French CIAM group, ASCORAL (Assemblée de Constructeurs pour une Renovation
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Architecturale), which began to issue a series of publications on urbanism in anticipation
of postwar reconstruction. One of these publications, authored by “CIAM-France” (later
Le Corbusier), was
Although the book was based on the issued after the fourth congress, the immediate
inspiration for it had been Le Corbusier’s involvement with the reconstruction committee
in Vichy, where it was intended to provide a basis for legislation governing postwar
reconstruction. By publishing it with its 1941 introduction by Jean Giraudoux, the book
linked Le Corbusier and ASCORAL to the pre-Vichy era and paved the way for its
acceptance by the government after liberation. Although the text maintains the same
sectional headings (the four functions and the “Historic Districts of the City”) as the
original 1933  much new material was added, and existing points were significantly
modified. For example, the first point on the city in the original text is expanded into an
eight-point section called “The City and Its Region” in the Athens Charter, and what had
been simply termed “Summing Up” is retitled the more directive “Points of Doctrine.”
Without Le Corbusier and his associates’ urban plans, which are the text’s absent
illustrations, the Athens Charter is less clear than the terse 1933 CIAM  and it often
reads as a series of platitudes. Nevertheless, it was widely referred to in postwar Europe
as the key text of the urbanism of the Modern movement. Later, it became the focus of
much of the Postmodernist reaction against this brand of urbanism.
ERIC MUMFORD

Corbusier, Le (Jeanneret, Charles-Edouard) (France)
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AULENTI, GAE 1927-

Architect, Italy

Gae Aulenti is one of Italy’s best-known architects and one of the leading female
architects in the world. She has made her reputation in a versatile career that has
combined architecture with designs for theater, furniture, museums, exhibitions,
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showrooms, gardens, and city-planning projects. In this way, she is very much a product
of Milan in the 1950s, 1960s, and 1970s, when many architects, such as Vittorio Gregotti,
combined architecture with design.

Aulenti graduated from the Faculty of Architecture at the Milan Polytechnic
University in 1954. From 1955 to 1965, she was an editor in charge of layout at
magazine in Milan, directed by Ernesto Rogers, her mentor. She was a member of a
group of disciples of Rogers that included Vittorio Gregotti and Aldo Rossi, both of
whom also were editors at Her career as an architect began with a series of designs for
showrooms: Olivetti (1967) in Paris; Olivetti (1968) in Buenos Aires; Knoll International
(1970) in New York; and Fiat (1970) in Brussels, Zurich, and Turin. She also designed
offices, such as Max Mara (1965) in Milan. She designed a traveling exhibition (1970)
for Olivetti and participated in the exhibition, “Italy: The New Domestic Landscape,” at
the Museum of Modern Art in New York (1972). In the 1960s, her interior designs are
kaleidoscopic explosions of forms into space, though later they become calm and
restrained, with curvilinear, surreal, and suggestive forms. The early showrooms are
experiments in the breaking up of space without interfering with its functional use.

During the 1980s, Aulenti’s attention turned toward the design of museums and
exhibition spaces. Her best-known project is the design of the Musée d’Orsay (1980-86)
in Paris, made in collaboration with a team of French architects and the lighting designer
Piero Castiglioni. This beautiful museum combines the iron structure and stucco
decoration of a railway station into a modern architectural composition. Aulenti also
worked on exhibition spaces for the National Museum of Modern Art at the Georges
Pompidou Center in Paris (1982-85), the National Museum of Catalan Art in Barcelona
(1987-95), and the Palazzo Grassi in Venice (1985-93). She designed “The Italian
Metamorphosis 1943—68” exhibit at the Guggenheim Museum in New York (1994). The
museum and exhibition designs always take into account, according to Aulenti, how the
art is viewed by the visitor from different perspectives and combinations. Her exhibitions
develop contrasts between open and closed spaces as well as between the autonomy and
integration of spaces.

Throughout the 1980s and 1990s, Aulenti designed a series of stage sets for theatrical
productions. These include sets for Rossini’s ~ (1981-89), Rimski-Korsakov’s at the
Teatro alla Scala in Milan (1988), Strauss’s in Milan (1994), and Shakespeare’s at the
Teatro Argentina in Rome (1995). Aulenti’s stage sets contain beautiful dreamlike
imagery that juxtaposes color and evocative forms that transgress the rules of perspectival
construction. Aulenti sees the theater as a space of continuous transformation, where a
relation between time and space is enacted.
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Museé d’Orsay, Paris, France, designed by Gae Aulenti (1986)
© Michael S.Lewis/CORBIS

During the 1990s, Aulenti received several commissions for residences and public
buildings. The residences include a villa (1990) at Saint-Tropez, where four autonomous
cubic structures are arranged on a square plan and connected in various ways, opening
between interior and exterior. The public commissions include the entranceway to a train
station in Florence, a college in Biella, and the Italian Pavilion at Expo ‘92 in Seville. At
the Italian Pavilion, Aulenti emulates Mies van der Rohe in the aesthetic refinement and
use of materials. Aulenti’s architecture always combines the application of an aesthetic
order and the synthetic analysis of space. The designs take into account how space is
experienced and how spaces and masses are combined. She experiments with relations
among materials, distances, measurements, and equilibriums: primarily concerning how
the body is experienced in the space.

In Ttaly, Aulenti’s work has been the subject of important critical essays by Ernesto
Rogers, Vittorio Gregotti, Aldo Rossi, Manfredo Tafuri, and Francesco Dal Co. Although
she is Italy’s most famous woman architect, Aulenti’s work has had very little influence
on architectural practice in Italy and no theoretical influence in the architecture schools,
as opposed to her peers Vittorio Gregotti and Aldo Rossi.

JOHN HENDRIX
Gregotti, Vittorio (Italy); Mies van der Rohe, Ludwig (Germany);

Museum of Modern Art, New York; Rossi, Aldo (Italy)

Biography

Born in Palazzolo dello Stella, Italy, 4 December 1927. Graduated from the School of
Architecture, Milan Polytechnic 1954. In private practice, Milan from 1954; exhibition
and industrial designer since 1954; member, editorial staff, = Milan 1955-65; member,
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board of directors, Venice from 1974. Assistant professor of architec-tural
composition, faculty of architecture, University of Venice 1960—62; assistant professor of
the elements of architectural composition, faculty of architecture, Milan Polytechnic
1964-67; visiting lecturer, the College of Architecture, Barcelona and the Cultural
Center, Stockholm 1969-75. Member, Movimenti Studi per I’ Architettura, Milan 1955—
61; member, from 1960, vice president, 1966, Associazione per il Disegno Industriale,
Milan; honorary member, Italian National Society of Interior Designers 1967; honorary
member, American Society of Interior Designers 1967; joint executive member, Milan
1977-80; corresponding member, Accademia Nazionale di San Luca, Rome from 1984;
honorary member, Bund Deutscher Architekten 1990; honorary fellow, American
Institute of Architects. Chevalier, Legion d’Honneur 1987; Commander, Ordre des Arts
et Lettres 1987.
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AUSTRALIA

The 1901 federation of sovereign states and territories that formed the Commonwealth of
Australia centralized cultural developments. A new nationalism subdued regional
differences. A new federal capital, Canberra was chosen, as it was equidistant between
the cities of Melbourne and Sydney. These two metropolitan cities became the primary
settings for major 20th-century architectural movements, although many gems have been
built throughout the whole country: the modernist Education Department Building (1982,
Perth, Western Australia), by Cameron Chisholm and Nicol; Student Union Building,
University of Adelaide (1973, South Australia), by Dickson and Flatten; St Ann’s
Geriatric Hospital (1979, Hobart, Tasmania), by Heffernan Nation Rees and Viney;
Queensland Art Gallery (1982, Brisbane), by Robin Gibson and Partners; and the
contextual “Pee Wees at the Point” restaurant in tropical Darwin (1998, Northern
Territory), by Troppo Architects. The most beautifully crafted building in the nation is
the Postmodern Parliament House complex in Canberra (1988, Australian Capital
Territory), by the Italian-American Romaldo Giurgola (Mitchell Giurgola and Thorpe),
nowadays a resident of Canberra.

The architectural forms of the vast terminal buildings for the suburban electric railway
networks in Melbourne and Sydney were indicative of fin-de-si¢cle tension between Arts
and Crafts Movement principles and a shift to rational Classicism. The ornate Flinders
Street Station (1911, Melbourne), by J.W.Fawcett and H.P.C.Ashworth, was an
Edwardian Baroque masterpiece and emulated not only buildings in London but also
some in Otto Wagner’s Vienna. The entry on a diagonal to the street intersection has a
generous semicircular arched opening below a band of squat columns compressed
between a heavy lintel and sill, both being familiar tectonic elements in Henry
H.Richardson’s and Louis Sullivan’s Chicago of the 1880s. The sedate facade of the
Central Railway Station in Sydney (1908), by Walter Liberty Vernon, has a heavily
rusticated base in front of an austere neoclassical elevation.

Garden suburbs grew rapidly, starting early in the twentieth century. The detached
house in its own garden became the norm. The middle classes abandoned their 19th-
century innercity terrace houses, renting them to industrial workers of the inner belt of
factories and warehouses. Brick-walled and terracotta-roofed Federation Style bungalows
that amalgamated English and American Queen Anne traits dominated the new grids of
Melbourne’s tree-lined streets. Typically, the Arthur Norman house (1910, Kew), by
Ussher and Kemp, combined elements of Richard Norman Shaw’s English Domestic
Revival and the American Shingle Style and included the latter’s diagonal compositions
in plan and silhouette.

Exceptions in Melbourne were Robert Haddon’s Art Nouveau red brick Anselm
(1906, Caulfield) and Harold Desbrowe Annear’s half-timbered Chadwick House (1903,
Eaglemont), with inventive Arts and Crafts details and curved forms. In Sydney,
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W.Hardy Wilson revived an elegant Regency colonial domestic architecture, Eryldene
(1913, Gordon), which has his famous Chinese garden pavilion. During the late teens and
the 1920s, architects led the way with the ubiquitous California bungalow-type homes in
the suburbs of both cities. The major central city buildings at this time were the
reinforced concrete Capitol House office block and the adjacent Capitol Theatre (1924,
Melbourne), with its crystalline plaster ceiling. This complex was designed by Walter
Burley Griffin and Marion Mahony Griffin, who had settled in Australia in 1914 to
achieve the realization of their 1911 competition-winning design for the city of Canberra.

After the Great Depression, the images of modernism were embraced in Australia in
the mid-1930s. Initially, the styling of the outer fabric of the suburban house was
affected, rather than its planning. Having visited the United States, Harry A.Norris
employed an expressive Jazz Moderne for the reinforced concrete house Burnham
Beeches (1933, Sassafras, Victoria). Roy Grounds, in designing Portland Lodge (1934,
Frankston, Victoria), showed fascination with the linear timber houses of William W.
Waurster of California. Having worked in England, Sydney Ancher, in the Prevost House
(1937, Bellevue Hill, New South Wales) incorporated the open living room idea and the
curved dining screen element found in Ludwig Mies van der Rohe’s Tugendhat House
(1930, Brno, Czechoslovakia). Ancher’s younger office colleague in the post-World War
IT years, Glenn Murcutt, took as his exemplar the Farnsworth House (1950) by Mies and
consequently created a vibrant series of climatecontrolled universal-box houses (1985,
Magney house, Bingy Point, New South Wales) that also reflect Alvar Aalto’s
involvement with materials and their potential for exquisite empathetic detailing.

In Melbourne’s central business district, Marcus Barlow in the Manchester Unity
office block (1932) displayed his enthusiasm for the work of Raymond Hood, for this
example providing a corner marker based on the Chicago Tribune Tower (1922), with
Chicago Gothic verticality in the two street elevations. Norman Seabrook in the
MacPherson Robertson Girls High School (1934, South Melbourne) gave testimony to a
pilgrimage often made by Australian architects to the Frank Lloyd Wright-inspired
Hilversum Town Hall (1931) by Willem Marinus Dudok of the Netherlands.

Despite the privations of World War II, a large, reinforced concrete block of flats of
great sculptural power, Stanhill (1950, Queens Road, Melbourne), by the Swiss-trained
architect Frederick Romberg, was eventually completed. The irregular plan and block
massing, reminiscent of the superstructure of an ocean liner, was composed of
International Style figures in an accomplished and idiosyncratic fashion. This compares
with the rationally simple indented crescent of “urban co-operative multi-home units” in
reinforced concrete (1951, Potts Point Sydney) by Aaron Bolot, a former employee of the
Griffins.

The estate of three family houses at Turramurra, on the out-skirts of Sydney, by the
Gropius- and Breuer-trained, Austrianborn Harry Seidler, reformed and consolidated
International Modernism in Australia. The Rose Seidler House (1950, Wahroonga) is
similar in plan to the American East Coast houses created by his teachers, and its
appearance also reflected De Stijl principles. However, Seidler imaginatively overlaid
aspects of Le Corbusier’s 1920s imagery, specifically, of the white cube thrust up on thin

the cube cut and sliced, and the ramp as an element of the architectural promenade.
Seidler, in his own house (1967, Killara), enriched the idea of circulation, and the forms
became robust and muscular in reinforced concrete.
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Counter to Seidler’s international rationalism, Peter Muller, a University of
Pennsylvania graduate, and Bruce Rickard independently created site-sensitive houses
around Sydney that were largely based on the characteristics of the Usonian houses of
Frank Lloyd Wright. Muller composed Kumale (1956, Palm Beach) out of circles, and
Rickard formed Mirrabooka (1964, Castle Hill) of rectangles. Hoyts Cinema Centre
(1969, Bourke Street, Melbourne) was designed by Muller. Melbourne architects
Chancellor and Patrick also referred to American organic sensibilities, but in their former
ES&A Bank (1960, Elizabeth Street, Melbourne), the massive corner piers and vertical
concrete ribs were typical of the Griffins’s work, not Wright’s.

Daring use of tensile steel proved to be more feasible than fanciful shell concrete
conceptions for the Olympic Swimming Stadium (1956, Flinders Park Melbourne), by
Kevin Borland, Peter Mclntyre, John and Phyllis Murphy (1982, Borland Brown
alterations), and the Sidney Myer Music Bowl (1959, Kings Domain, Melbourne), by
Yuncken Freeman Brothers Griffiths and Simpson (1999, Gregory Burgess
refurbishment). Inspired by expressionistic works by Eero Saarinen, Bruce Goff, and Paul
Rudolph, structural experiments and formal adventures by Melbourne architects in the
1950s were discerned as a “Melbourne School” by the prolific Melbourne commentator
and architect, Robin Boyd. In “The State of Australian Architecture” (1967), Boyd also
identified a “Sydney School” of “nutty crunchy textures,” referring to a disciplined but
picturesque firsthand interpretation of English Brutalism by architects such as Ken
Woolley. His own house (1962, Mosman) consisted of exposed timber-floor terrace
levels stepping down a heavily vegetated natural bush site, enclosed by klinker-brick
walls and terracotta Roman roof tiles.

Boyd was a staunch advocate for the Modern movement and used absolutes derived
from the writings of Walter Gropius to measure and criticize his contemporaries. He grew
to understand, however, that eclectic diversity was real. His The  (1965) reviewed the
plurality of theories and solutions in the world architectural scene. Sharing Gropius’s
belief that Japanese architecture of the 1960s fulfilled the dream of a universal modern
architecture possessing a regional flavor, Boyd wrote (1962) and (1968).

The Sydney Opera House commission, in an international competition judged by Eero
Saarinen, was won by the Danish architect Jorn Utzon (1957). He proposed free-form
layered roof shells, which proved to be structurally indeterminate. Utzon developed a
reinforced concrete ribbed structural system finished in curved white ceramic tiles, each
“shell” being a segment of a sphere. Political maneuvering soon deprived Utzon of design
control, and he resigned in 1963. The interiors and glass walling were finished by Hall
Todd & Littlemore (1973).

Australian architects have built abroad, including Sydneytrained John Andrews. His
seminal Scarborough College (1965, Toronto, Canada), and Gund Hall, Graduate School
of Design (1968, Harvard University, Cambridge, Massachusetts) are like rigourous
zoning and circulation diagrams realized in elegantly detailed reinforced concrete and
glass. Another significant geometrically abstract work was Seidler’s Australian Embassy
in Paris (1977), dominated by two curved-in-counterpoint blocks of office suites. Ken
Woolley assembled relaxed reinforced concrete pavilion forms in a tropical garden in the
Australian Embassy, Bangkok, Thailand (1985, Ancher Mortlock Woolley). Embassy
architects from Melbourne have included strong architectural references to the host
countries. Daryl Jackson, for the Australian Chancery complex, Riyadh (1989, Saudi
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Arabia), used grillwork-shaded courts and robust heavy walls. Denton Corker Marshall in
Beijing (1992, Peoples Republic of China) used as a theme Chinese courtyard houses,
with solid wall enclosures and large-scaled square openings. Their design for Tokyo
(1991) is a sparkling assembly of metal blockforms reflecting the vitality of new
Japanese architecture. Hank Koning and Julie Eizenberg from Melbourne successfully
practice in Los Angeles, California.

The dichotomy of geometric-abstract versus free-style modes still haunts Australian
architectural production. Giurgola, in the new parliament buildings in Canberra (1988),
integrated a classical severity and repose, with an “itinerary” of “fragments” embedded in
a hill. With the RMIT University Building #8 (constructed on top of a low-rise student
union building by John Andrews [1982]), Edmond and Corrigan (in association with
Demaine Partnership [1994]) introduced a variety of pop figures into the ground of
rectangular block wall facing the major Melbourne thoroughfare of Swanston Street.
Peter Corrigan studied at Yale University during the Charles Moore and Robert Venturi
era, enhancing his predilection for startling shapes and juxtapositions, polychromy, and
contrasting patterns. Next door is the restoration and additions for Storey Hall (1995,
former Hibernian Hall, RMITU) by Ashton Raggatt McDougall, which contributes
another masterpiece in the tradition of Melbourne expressionism. Pea-green and purple
paint was sprayed on the multifaceted raw concrete facade, to which a network of
castbronze computer-generated geometric figures was attached. These two buildings
contributed compatibly to the wall of the streetscape.

The values of craftmanship and organicism have also survived in current work by
architects in various cities. Rex Addison, in his own house (1999, Brisbane), freely
interprets the regional qualities of the typical timber and corrugated-iron 19th-century
tropical Queensland house. Richard Leplastrier in a house for the Australian novelist
Peter Carey (1982, Bellingen, New South Wales) provided an airy elevated timber
pavilion beside a native forest. Gregory Burgess lived on site with aboriginal people
before designing their Brambuk Cultural Centre (1990, Halls Gap, Victoria), a birdlike
undulating corrugated-iron roofscape supported on peeled tree-trunk poles in-filled with
timber-clad framing. Similarly, Gregory Burgess designed the aboriginal landowners’
information centre at Uluru (1998, Northern Territory), an icon for Australia at the end of
the millennium.

JEFF TURNBULL
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AUSTRIA

Despite enduring the disruption of two world wars and decades of political, social, and
economic turmoil, Austria has been among the most fertile centers of 20th-century
architecture. From Otto Wagner at the beginning of the century to Co-op Himmelb(I)au at
its end, Austrian architects have often been at the forefront of the struggle to confront the
rapidly changing dictates of the modern age. Those efforts have been marked less by
technical innovation than in many other countries—until recently Austria’s building
industries lagged behind those of most other European nations—but rather by a
remarkable openness to new forms and ideas. On the one hand, modern Austrian
architecture has been characterized by a strong inclination to embrace novelty, to
originate and develop innovative expressions. But Austrian architects have also exhibited
exceptional skill in manipulating and re-using elements from the past, engaging, in the
process, in a sophisticated dialogue with history. In the works of many of the best
Austrian architects, these two tendencies have been combined to yield designs of unusual
power and expressiveness. Often the results have been quite distinctive: the works of
figures like Adolf Loos or Gustav Peichl remain uniquely individual and parochial, even
while they have drawn worldwide attention. And when Austrian architects have followed
wider tendencies, their works nonetheless frequently show original adaptations to culture
and place.

The origins of 20th-century Austrian architecture stem in great part from Otto Wagner.
In his roles as practitioner, revolutionary, and teacher, Wagner inaugurated the headlong
search for the new. His call for an architecture suited to “modern life” and “new materials
and the demands of the present” proved decisive in shaping the distinctive look of the
Viennese at the beginning of the century. Yet Wagner, like many of those who came
after him, never fully abandoned the past; even his most spare works are redolent of
Austria’s rich building history, especially its legacy from the Renaissance and the
Baroque. Early on, Wagner developed a new form language that mixed freely the
curvilinear lines of the Art Nouveau (Jugendstil) with classical features, compositional
strategies, and planning. By 1904, however, he had begun to pursue a more rectilinear,
abstract style that brought together elements of the old and new. The resulting fusion of
the classical and the modern characterized his most famous works, including the Postal
Savings Bank (1904-05) and the Church am Steinhof (1902-07).

Wagner’s many protégés and followers, although often tracing their own special paths,
continued to investigate the possibilities of innovation and historical revivalism. Joseph
Maria Olbrich, who worked in Wagner’s atelier around the turn of the century, sought a
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new architectonic ideal in the florid lines and patterning of the Jugendstil. But Olbrich
was simultaneously drawn to archaic, Asian, and Near Eastern motifs, resulting in a
discernible note of exoticism in his designs, a tendency that has reappeared in the works
of many later Austrian architects. Josef Hoffmann, another of the architects who was
influenced by Wagner, sought to foster a new idiom from the language of rectilinear
geometry: the —the square style—that Hoffmann pioneered along with the graphic artist
and designer Koloman Moser, became the most widely admired—and imitated—images
of early Austrian modernism. Yet Hoffmann, after his brief flirtation with a geometric
purism, returned to employing elements from former times, experimenting at various
times with the Biedermeier, Baroque, Rococo, folk art, and Anglo-American traditions.
Many of Wagner’s former students from the Academy of Fine Arts in Vienna, among
them Hubert Gessner, Franz Gesser, Karl Ehn, and Rudolf Perco, adopted this same
approach in the 1920s and 1930s, combining features of Wagner’s modernized classicism
and other historical imagery.

A parallel, but equally important strain of Viennese modernism is descended from
Adolf Loos. During the early years of the 20th century, Loos formulated an alternative
vision of modern architecture based on his own idiosyncratic ideas of culture and form.
He rejected the Jugendstil as contrived and inappropriate, calling instead for an
architecture that would reflect honestly the inherent modernity he found in contemporary
urban life. This approach led Loos toward a new architecture of complexity and pluralism
most brilliantly expressed in his Goldman and Salatsch store on the Michaelerplatz in
Vienna (1910-11). Loos’s renunciation of the notion of a universal modern style was also
embraced by a number of Vienna’s younger generation of modernists, most notably
Oskar Strnad and Josef Frank, who in the years prior to 1914 developed their own
progressive critique of the Viennese

The implications of Loos’s ideas extended beyond traditional concepts of style.
Inspired by the linguistic and ethical writings of his friend Karl Kraus, Loos sought to
establish a modern architectonic language that would articulate his notions of propriety
and civility without sacrificing older conventions of material comfort. In his Goldman
and Salatsch Building, Loos also began to investigate a new spatial idea, the or
spaceplan, a system of interlocking rooms on multiple levels. In a series of later designs,
most notably the Moeller (1927-28) and Miiller (1929-30) houses, he raised the
concept to a high art, creating some of the most extraordinary spatial assemblages of the
modern era. Both of these notions—the concept of linguistic “appropriateness” and the
idea of intricate spatial play—exerted a strong influence on Loos’s followers and later
Austrian architects, including the philosopher-builder Ludwig Wittgenstein, Josef Frank,
and Hermann Czech.

World War I marked a caesura in the development of Austrian architecture. After
1918 the prosperity and stability of the prewar years gave way to a long period of
economic hardship and political uncertainty that ended only after 1945. Vienna, which
before the war had been the capital of an empire of 60 million inhabitants, was reduced to
a provincial city in a country of barely 6 million. The centerpiece of Austrian building
activity in the interwar years was a massive program launched by the Social Democratic
municipal government in Vienna to combat the city’s severe postwar housing shortage. In
contrast to similar housing programs in Germany and the Netherlands, however, the
Viennese experimented little with new construction technologies, relying instead on
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conventional, labor-intensive building practices as a means of ensuring employment for
as many workers as possible.

With few exceptions, the Austrians of the interwar years also showed a decided
aversion to the modernist purism of Le Corbusier and the Bauhaus. The vast majority of
the Vienna communal housing projects were the work of the former Wagner students,
and their buildings, like Karl Ehn’s massive Karl-Marx-Hof (1926-30), reflected older,
traditional ideas of massing and composition. Even those architects like Ernst Lichtblau
and Walter Sobotka who subscribed to the general ideas of the Modern movement
exhibited a notable tendency in the 1920s and early 1930s to introduce historical forms
and complex patterning into their designs.

Among the few Austrians of the interwar period who conformed to tenets of the so-
called International Style were Ernst Plischke, Lois Welzenbacher, and Richard Neutra.
Plischke’s Liesing Labor Office in Vienna (1930-32) and Welzenbacher’s Turmhotel
Seeber in Solbad Hall (1930-31) both brilliantly encapsulated the best features of the
functionalist idiom, but neither architect was able to realize more than a handful of
works. Far more successful was the young Neutra, who immigrated to the United States
in the early 1920s and settled in California where he practiced for a time with Rudolph
M. Schindler, another Viennese-trained modernist. Together with Frederick Kiesler, who
moved to New York in the mid-1920s, the three architects would have a decisive impact
on American modern design, but their work exerted little, if any, influence in their
homeland.

The period between 1933 and 1938 formed the second major break in the history of
20th-century Austrian architecture. With the rise of the conservative Austrian clerical
party and the later German annexation of Austria, many of the country’s leading
architects were forced to flee. Josef Frank moved to Sweden and Clemens Holzmeister to
Turkey, but the majority of Austrian exiles—among them Felix Augenfeld, Victor Gruen,
Ernst Lichtblau, and Bernard Rudofsky—sought refuge in the United States. Very few of
these exiles returned to Austria after 1945, depriving the country of some of its best
architectural talent.

The arduous task of rebuilding Austria after World War II fell to a small group of
mostly middle-aged architects who had been trained in the 1920s and 1930s. The most
significant of these figures were Holzmeister, who promoted an older, traditional, and
popular approach; Oswald Haerdtl, Hoffmann’s former assistant, whose buildings and
interiors carried on the tradition of a distinctive Austrian modernism; and Roland Rainer,
who developed a rational, decidedly antihistoricist architectural idiom. But it was a new
generation, most of whom had been students of Holzmeister at the Vienna Academy of
Fine Arts, including Friedrich Achleitner, Johann Gsteu, Hans Hollein, Wilhelm
Holzbauer, Friedrich Kurrent, Josef Lackner, Gustav Peichl, Anton Schweighofer, and
Johannes Spalt, who took the lead in shaping the direction of Austrian architecture after
the late 1950s. Gsteu, Holzbauer, Peichl, and the others sought to reestablish the links
with Austria’s prewar modernist tradition while at the same time responding to
contemporary trends abroad. The result was a more resolutely modernist and
constructivist architecture, one that for the first time began to explore fully the
possibilities of the newest construction methods. Also important in this development was
Karl Schwanzer, whose Museum des 20. Jahrhunderts (1959-62) and Philips Building
(1962—64) were widely admired.
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In the midst of this fascination with technology and tectonics, Hollein, in his Retti
Candle Shop (1964-65) and subsequent works, demonstrated a renewed interest in
aestheticism, one that pointed firmly in the direction of Postmodernism. Like Holzmeister
before him, Hollein probed the potential of symbolism and representation, articulated not
only in formal terms, but also through materials and space. Other Austrian architects of
the 1960s, among them Haus-Rucker-Co (Laurids Ortner, Manfred Ortner, and Giinther
Zamp), Co-op Himmelb(l)au (Wolf D.Prix and Helmut Swiczinsky), and Missing Link
(Adolf Krischanitz, Angela Heiterer, and Otto Kapfinger), rebelled against the avant-
garde of the previous decade, seeking to substitute a new architecture—visionary,
dynamic, and socially responsive—in the place of the dominant modernist
monumentalism of the time.

By the 1970s, the works of both the old and the new avantgarde began to attract
worldwide attention. Many of the old avant-garde—including Gsteu, Hollein, Kurrent,
Lackner, Peichl, and Spalt—received academic appointments, and both groups found
increasing numbers of commissions in Austria and abroad. Their position was challenged
in the mid-1970s by two new movements that arose outside Vienna, the Vorarlberger
Baukiinstler (Vorarlberg architect-builders) and the Grazer Schule (Graz School). The
former, concentrated in Bregenz near the border with Switzerland and represented by
Carlo Baumschlager, Dietmar Eberle, Roland Gnaiger, and Hermann Kaufmann, stressed
structural refinement and clear tectonic expression; the Graz School, led by Giinther
Domenig, Volker Giencke, and Klaus Kada, took an almost diametrically opposite
approach, emphasizing the organic and expressive aspects of building.

The designs of the Vorarlberger Baukiinstler, in spite of their use of regional, Alpine
elements, followed the broader development of late modernism. The work of the Graz
School, on the other hand, suggested a much more radical reinterpretation of 20th-century
architecture, at once nervous, irrational, complex, and sometimes even disturbing. Forged
at a moment when the faith in modernism had been broken, the architects of the Graz
School and their counterparts in Vienna, including Coop Himmelb(l)au and Helmut
Richter, challenged conventional notions of functionality, compositional form, and spatial
enclosure. Domenig’s Zentralsparkasse branch bank in the Favoriten section of Vienna
(1975-79), perhaps the most significant example of the early phase of the Graz School,
proffered a trembling assemblage of forms, evoking allusions to biomorphism. The more
recent works of Giencke, Kada, and the others evince this same interest in visual
dynamism, but add to it a greater formal and geometric complexity. Coop
Himmelb(l)au’s Falkenstrasse Roof Construction Project in Vienna (1983-88), among
the most celebrated Austrian designs of the last two decades, introduced not only a potent
construction-based aesthetic, but also a novel kind of space that is both challenging and
inspiring.

Austria in the 1990s presented an unusually rich and diverse architectural scene. At
one extreme were the buildings of Rob Krier, Heinz Tesar, and Hans Hollein, which
sought to reintroduce historical concepts and forms into the contemporary discourse
about urbanism and place. Hollein’s Haas House in Vienna (1985-90), among the most
controversial buildings of the era, demonstrated the long-standing Austrian attitude
toward combining and blending varied elements of the past and present. Hermann Czech
and Gustav Peichl, by contrast, made more specific allusions to the past, drawing in
particular from the early Austrian Others, like Wilhelm Holzbauer, Adolf Krischanitz,
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and Boris Podrecca, worked more or less within the codes of late modernism, albeit also
with occasional backward glances. Younger architects, such as Florian Riegler and Roger
Riewe, designers of the Graz Airport (1992-94), sought to frame a new austerity within
the wrappings of technology. At the same time, Ortner & Ortner, Coop Himmelb(])au,
Volker Giencke, Klaus Kada, Helmut Richter, and their followers continued to challenge
the old orthodoxies, even while their buildings had become firmly positioned within the
mainstream.
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AUTOMOBILE

At the close of the millennium, many local and national politicians admitted what many
architectural critics and planners had noted for years: the landscape of post-World War II
America had been planned around automobiles more than around people. Reflecting the
nation’s great enthusiasm for automobility, the 20th-century landscape integrated this
transportation infrastructure and allowed it a defining influence. In some ways, this
dominance snuck up on many Americans; yet such change is more attributable to blinded
free choice than to naiveté: the 20th-century American lived under the spell of the open
road.

Although the United States seized the invention, the automobile was first developed in
Europe in the 1890s. French manufacturers marketed the first successful automobile in
1894. Inconvenience from a lack of roads and infrastructure as well as a dependence on
transportation technologies such as trolleys precluded Americans from rapidly accepting
the new “horseless carriage.” The manufacturing and marketing efforts of Henry Ford
and others changed this attitude by 1913, when there was one motor vehicle to every
eight Americans. Mass production made sure that by the 1920s, the car had become no
longer a luxury but a necessity of American middle-class life. The landscape, however,
had been designed around other modes of transport, including an urban scene dependent
on foot travel. Cars enabled an independence never before possible, if they were
supported with the necessary service structure. Massive architectural shifts were
necessary to make way for the automobile, as architects and planners reconfigured urban
street forms or designed new building types to accommodate the automobile. Congested
streets forced motorists to park and store their automobiles in a new building, the parking
garage. Early garages included mechanical systems and elevators to carry cars into tall
skyscraperlike garages. Smaller garages affiliated with hotels or commercial districts
proliferated. After World War II, motorists could select garages with attendants or, more
commonly by the 1970s and after, they could use self-park garages. By the 1990s,
architects were designing tall garages for hundreds of cars. With retail storefronts at the
pedestrian level, many urban garages were designed to blend in with neighboring
buildings and styles.

Although the motorcar was the quintessential private instrument, its owners had to
operate it over public spaces. Who would pay for these public thoroughfares? After a
period of acclimation, Americans viewed highway building as a form of social and
economic therapy. They justified public financing for such projects on the theory that
roadway improvements would pay for themselves by increasing property-tax revenues
along the route. At this time, asphalt, macadam, and concrete were each used on different
roadways.

By the 1920s, the congested streets of urban areas pressed road building into other
areas. Most urban regions soon proposed express streets without stoplights or
intersections. These aesthetically conceived roadways, normally following the natural
topography of the land, soon took the name “parkways.” Long Island and Westchester
County, New York, used parkways with bridges and tunnels to separate these express
routes from local cross traffic. The Bronx River Parkway (1906), for instance, follows a
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river park and forest; it also is the first roadway to be declared a national historic site. In
addition to pleasure driving, such roads stimulated automobile commuting,.

The Federal Road Act of 1916 offered funds to states that organized highway
departments, designating 200,000 miles of road as primary and thus eligible for federal
funds. More important, ensuing legislation also created a Bureau of Public Roads to plan
a highway network to connect all cities of 50,000 or more inhabitants. Some states
adopted gasoline taxes to help finance the new roads. By 1925 the value of highway
construction projects exceeded $1 billion. Expansion continued through the Great
Depression, with road building becoming integral to city and town development.

Robert Moses of New York defined this new role as road builder and social planner.
Through his work in the greater New York City area (1928-60), Moses created a model
for a metropolis that included and even emphasized the automobile as opposed to mass
transportation. This was a dramatic change in the motivation of design. Historian Clay
McShane (1994) writes, “In their headlong search for modernity through mobility,
American urbanites made a decision to destroy the living environments of nineteenth-
century neighborhoods by converting their gathering places into traffic jams, their
playgrounds into motorways, and their shopping places into elongated parking lots.”

Outside of cities in the United States, major efforts were underway to knit
the nation together on a larger scale. In the 1910s, motorists and
commercial forces joined in the good-roads movement to establish early
national highways, such as the Lincoln Highway and the Dixie Highway.
Route 66, stretching southwest from Chicago through Illinois, Missouri,
Kansas, Oklahoma, Texas, New Mexico, Arizona, and California, ending
at Los Angeles, was to become the most celebrated interstate roadway.
While the road supplied an exodus for many Dust Bowl sufferers in the
1930s, Route 66 became even more important as a symbol. “Get your
kicks on Route 66 echoed through many musical moments as well as in
minutes of personal longing. For Americans, “America’s Main Street”
opened up westward and ushered in a period of comfortable cruising in
American automobiles. Probably more than any other roadway, Route 66
allowed the automobile to become a means for expressing the American
tradition of independence and freedom. Planners, designers, and
entrepreneurs sought methods to stimulate and take advantage of this new
American passion.
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Aerial view of a housing development in Levittown, New York, under
construction

© Collection of New York World-Telegram and the Sun Newspaper
Photograph Collection (Library of Congress, United States). Photo by
Thomas Airviews, Bayside, New York

Drivers through the 1930s often slept in roadside yards, so developers soon took
advantage of this opportunity by devising the roadside camp or motel. Independently
owned tourist camps graduated from tents to cabins, which were often called “motor
courts.” After World War II, the form became a motel, in which all the rooms were tied
together in one structure. Still independently owned, by 1956 there were 70,000 motels
nationwide. Best Western and Holiday Inn soon used ideas of prefabrication to create
chains of motels throughout the United States. Holiday Inn defined this new part of the
automobile landscape by emphasizing uniformity so that travelers felt as if they were in a
familiar environment no matter where they traveled.

The automobile landscape, of course, needed to effectively incorporate its essential
raw material: petroleum. The gas station, which originally existed as little more than a
roadside shack, mirrors the evolution of the automobile-related architecture in general.
By the 1920s, filling stations had integrated garages and service facilities. These facilities
were privately owned and uniquely constructed. By the mid-1930s, oil giants, such as
Shell and Texaco, developed a range of prototype gas stations that would re-create the
site as a showroom for tires, motor oil, or other services. The architectural style clearly
derived from the International Style, with a sleek, white appearance. While carefully
dressed attendants were a vital part of the experience at many service stations, George
Urich introduced the United States’ first self-service gas station in California in 1947. By
the 1990s, this form had been further streamlined to include convenience stores and the
opportunity to pay at the pump. The gas station experience would steadily become less
personalized.
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As automobiles became more familiar in everyday Americans’ lives, planners and
developers formalized refueling stations for the human drivers as well. Food stands
informally provided refreshment during these early days, but soon restaurants were
developed that utilized marketing strategies from the motel and petroleum industries.
Diners and family restaurants sought prime locations along frequently traveled roads;
however, these forms did not alter dining patterns significantly. White Castle (1921)
combined the food stand with the restaurant to create a restaurant that could be put almost
anywhere. Drive-in restaurants would evolve around the idea of quick service, often
allowing drivers to remain in their automobile. Fast food as a concept, of course, derives
specifically from Ray Kroc and the McDonald’s concept that he marketed out of
California (1952). Clearly the idea of providing service to automobile drivers had created
an entire offshoot of the restaurant industry.

Whereas most roadside building types evolved gradually, the drive-in theater was
deliberately invented. Richard M.Hollingshead Jr., of New Jersey, believed that
entertainment needed to incorporate the automobile. Hollingshead patented the first
drive-in in 1933, but the invention would not proliferate until the 1950s. Viewing outdoor
films in one’s car has become a symbol of the culture of consumption that overtook the
American middle class during the postwar era. Of course, it also established the
automobile as a portable, private oasis where youth could express their sexuality as well
as experiment with drugs and alcohol.

Most of these developments redefined the local landscape while creating few national
thoroughfares. President Dwight D. Eisenhower changed this in the 1950s. In 1920 he
had led troops across the American road system in a military call for new roads. Then he
had witnessed the spectacle of Hitler’s Autobahn firsthand. When he became president,
he worked with automobile manufacturers and others to devise a 1956 plan to connect
America’s future to the automobile. The interstate highway system was the most
expensive public works project in human history. The public rationale for this hefty
project revolved around fear of nuclear war: such roadways would assist in exiting urban
centers in the event of such a calamity. The emphasis, however, was clearly economic
expansion. At the cost of many older urban neighborhoods—often occupied by minority
groups—the huge wave of concrete was unrolled that linked all the major cities of the
nation.

With the national future clearly tied to cars, planners began perfecting ways of further
integrating the automobile into American domestic life. Initially, these tactics were quite
literal. In the early 20th century, many homes of wealthy Americans soon required the
ability to store vehicles. Most often, these homes had carriage houses or stables that could
be converted. Soon, of course, architects devised an appendage to the home and gave it
the French name “garage.” From this early point, housing in the United States closely
followed the integration of the automobile and roads into American life.

Upper- and middle-class Americans had begun moving to suburban areas in the late
1800s. The first suburban developments, such as Llewellyn Park, New Jersey (1856),
followed train lines or the corridors of other early mass transit. The automobile allowed
access to vast areas between and beyond these corridors. Suddenly, the suburban
hinterland around every city compounded. As early as 1940, about 13 million people
lived in communities beyond the reach of public transportation. Because of these
changes, suburbs could be planned for less wealthy Americans.
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Modeled after the original Gustav Stickley homes or similar designs from  and other
popular magazines, middle-class suburbs appealed to working- and middle-class
Americans. The bungalow became one of the most popular designs in the nation. The
construction halt of the Great Depression set the stage for more recent ideas and designs,
including the ranch house. The basic features of the ranch house—its simple, informal,
one-story structure; its low-pitched eaves; and its large expanse of glass that included
“picture” windows—were fused in the public mind with the easygoing lifestyle identified
with the Southwest and West Coast.

Planners used home styles such as these to develop one site after another with the
automobile linking each one to the outside world. The world of Levittown (the first of
which was constructed in 1947) involved a complete dependence on automobile travel.
This shift to suburban living became a hallmark of the late 20th century, with over half
the nation residing in suburbs by the 1990s. The planning system that supported this
residential world, however, involved much more than roads. The services necessary to
support outlying, suburban communities also needed to be integrated by planners.

Instead of the Main Street prototype, the automobile suburbs demanded a new form.
Initially, planners such as Jesse Clyde Nichols devised shopping areas, such as Kansas
City’s Country Club District (1922), that appeared a hybrid of previous forms. In Lake
Forest, Illinois, Howard Van Doren Shaw designed Market Square (1916), perhaps the
first shopping center planned to address the automobile. Soon, however, the “strip” had
evolved as the commercial corridor of the future. These sites quickly became part of
suburban development in order to provide basic services close to home. A shopper rarely
arrived without an automobile; therefore, the car needed to be part of the design program.
The most obvious architectural development for speed was signage: integrated into the
overall site plan would be towering neon aberrations that identified services. In addition,
parking lots and drive-through windows suggest the integral role of transportation in this
new commerce.

These developments culminated in the shopping mall, which quickly became a
necessary portion of strip planning. By the 1970s, developers’ initiatives clearly included
regional economic development for a newly evolving service and retail world.
Incorporating suburbs into such development plans, designs for these pseudocommunities
were held together by the automobile. The marketplace for this culture quickly became
the shopping mall. Strip malls, which open onto roadways and parking lots, were
installed near residential areas as suburbs extended further from the city center.
Developers then perfected the self-sustained, enclosed shopping mall, which became the
symbol of a culture of conspicuous consumption that many Americans have criticized
since its first appearance. Try as they might, developers could never re-create the culture
of local communities in these new artificial environments.

Critics such as Jane Jacobs and James Kunstler identified an intrinsic bias on the
American landscape in the 1970s. Kunstler writes, “Americans have been living car-
centered lives for so long that the collective memory of what used to make a landscape or
a townscape or even a suburb humanly rewarding has nearly been erased.” The 1990s
closed with the unfolding of the new politics of urban sprawl. “I’ve come to the
conclusion,” explained Vice President Al Gore on the campaign trail in 1999, “that what
we really are faced with here is a systematic change from a pattern of uncontrolled sprawl
toward a brand new path that makes quality of life the goal of all our urban, suburban,
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and farmland policies.” During the 20th century, planners and designers gave Americans
what they wanted: a life and landscape married to the automobile. A divorce will require
an entirely revised architectural program.
BRIAN BLACK
Roadside Architecture; Shaw, Howard Van Doren (United States);

Shopping Center; Suburban Planning
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AVANT-GARDE

Taken literally, the avant-garde refers to the front part of a marching army, the scouts that
first head into unknown territory. As a metaphor, the word has been used from the 19th
century onward to refer to progressive political and artistic movements that considered
themselves to be ahead of their time. The avant-garde is struggling against the old,
heading toward the new. It is radical and controversial, fighting against consensus and
looking for disruption. The avant-garde radicalizes the basic principle of modernity: the
urge toward continual change and development. According to Matei Calinescu (1987), its
very radicality drives it to a conscious quest for crisis: Because the avantgarde attitude
implies the bluntest rejection of such traditional ideas as those of order, intelligibility, or
even success, its protagonists seek for an art that is to become an experience, deliberately
conducted, of failure and crisis. The most characteristic feature of the avant-garde,
therefore, might be the continuous cycling of short-lived movements that emerge and
whither away in rapid succession.
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As early as 1962, Renato Poggioli described the avant-garde as characterized by four
moments: activism, antagonism, nihilism, and agonism. The activist moment meant
adventure and dynamism, an urge to action that is not necessarily linked to any positive
goal. The antagonistic character of the avant-garde refers to its combativeness; the avant-
garde is always struggling against something—against tradition, against the public, or
against the establishment. Activism and antagonism are often pursued in such a way that
an avant-garde movement finally overtakes itself in a nihilistic quest, in an uninterrupted
search for purity, ending up by dissolving into nothing. The avant garde is indeed
inclined to sacrifice itself on the altar of progress—a characteristic that Poggioli labels
agonistic.

During the last decades, the term avant-garde has acquired a more precise theoretical
meaning because of the work of Peter Burger (1974). The avant-garde is clearly
distinguished from modernism in that it is confined to a more limited range of ideas and
movements. According to Burger, the avant-garde in the visual arts and literature was
concerned to abolish the autonomy of art as an institution. Its aim was to put an end to the
existence of art as something separate from everyday life—of art, that is, as an
autonomous domain that has no real impact on the social system. The avant-garde, says
Burger, aims for a new life praxis, a praxis that is based on art and that constitutes an
alternative for the existing order. This alternative would no longer organize social life on
the basis of economic rationality and bourgeois conventions. It would rather found itself
on aesthetic sensibilities and on the creative potentialities of each individual.

Avant-gardism has been most prominent in literature and the arts, whereas its use in
the context of architecture was less common. Nevertheless, there has been a tendency to
identify the Modern movement as the avant-garde in architecture. The theoretical fine-
tuning urged by Burger, however, necessitates a modification of this too-simple
identification. Biirger's work also brought about a growing consensus to distinguish
between the historical avant-garde, chronologically situated before World War 11, and the
neo-avant-garde, which is a more recent phenomenon.

The issues and themes around which the Modern movement in architecture
crystallized were surely related to the avant-garde logic of destruction of the old and
construction of the new. The Modern movement was based on a rejection of the
bourgeois culture of philistinism that used pretentious ornament and kitsch and that took
the form of eclecticism (Gusevich, 1987). In its stead, the movement gave precedence to
purity and authenticity. In the 1920s, these themes acquired a distinct political dimension:
The new architecture became associated with the desire for a more socially balanced and
egalitarian form of society in which the ideals of equal rights and emancipation would be
realized. The architectural vanguard, nevertheless, did not become as uncompromising
and as radical as its counterpart in art and literature. Most architects, for example, never
renounced the principle of rationality, even if it stood for a bourgeois value.

Therefore, it might be more productive not to speak of the Modern movement as
avant-garde but, rather, to distinguish certain avant-garde moments within its discourse,
for the movement was hardly a unified whole; rather, it consisted of widely differing
trends and tendencies. Manfredo Tafuri and Francesco Dal Co cite tendencies such as De
Stijl in Holland, Productivism and Constructivism in Russia, and the late Expressionist
currents of the Arbeitsrat fir Kunst and the Novembergruppe in Germany among the
architectural avant-garde. These movements, they argue, were inspired by an intensive
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exchange between visual arts and architecture and a new social reality that was based on
a new, artistic outlook on the world.

The early writings of Swiss historian and critic Sigfried Giedion testify to an
aspiration to abolish architecture as a typology or segregated discipline. In (1928;

), Giedion questions the very idea of an architecture with definitive boundaries, and
his implicit suggestion is that architecture no longer has anything to do with objects. If it
is to survive at all, it must become part of a broader domain in which spatial relations and
concerns are of central importance. Herewith, Giedion formulates as a goal for
architecture that it would break out of the limits imposed on it by tradition and by its
functioning as an institution.

Although Giedion did not develop these potentially subversive considerations in any
radical way in his consecutive work, they were not completely idiosyncratic, either. The
thought that architecture should no longer limit itself to the design of representative
buildings but rather should develop into a more comprehensive discipline that is focusing
on the whole of the environment and that merges with social reality and with life itself
was shared by many prominent modern architects from the 1920s. Avant-garde architects
such as Walter Gropius, Hannes Meyer, and Ernst May believed that their mission had to
do with the design of all aspects of life, and they aimed at a reconceptualization of the
whole process of building, including construction techniques, housing typologies, and
urbanism. One of the most radical interpretations of such beliefs was to be found in the
work of Walter Benjamin.

Benjamin thought that the destructive gestures of the avantgarde, which aimed at
purification, were necessary to free the way for a revolutionary future. The transparency
and openness of the new architecture pointed for Benjamin to a revolutionary, classless
society based on emancipation and flexibility. He interpreted this architecture as part of
the avant-garde’s attack on bourgeois culture. The new architecture schooled inhabitants
and users to adapt to new social conditions that prefigured the future transparent society.
Benjamin saw architecture as a discipline that was capable of stimulating people to align
their attitudes with those required by the new society to come (Heynen, 1999).

The alignment between modern architecture and politically progressive tendencies was
thus clearly present in the 1920s and the early 1930s, in the self-reflection of its
representatives as well as in the discourse of major critics. This avant-garde position
claimed a new, more open and more socially relevant mission for architecture. It was
Utopian and critical, believing that the new future could be reached only by starting from
scratch. This position, however, did not dominate very long. When HenryRussell
Hitchcock and Philip Johnson introduced modern architecture to the United States, they
presented it as the latest and most topical style, leaving aside any social or political issues
( 1932). Giedion himself gravitated toward a similar position with his later (1941).
In presenting the space-time concept as a “secret synthesis” that was capable of building
a unity across very different disciplines, Giedion no longer referred to social experiments
or to the revolutionizing aims of the new architecture. Instead, he strove toward the
formulation of a common denominator that could unite rather diverse trends under the
banner of one “modern architecture,” thus formulating a certain orthodoxy that was at
odds with the continuous longing for change characteristic of the avant-garde.

This tendency toward consensus and orthodoxy in modern architecture was only
reinforced in the postwar years, when modern architecture was accepted by many
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administrations as the most appropriate answer to the building needs of the
Reconstruction era. Modern architecture thus became institutionalized as part of the
establishment, and consequently, it took its leave from the avant-garde aspirations of the
1920s. It was therefore no coincidence that after World War II a gap opened up between
modern architecture and the avant-garde in the arts. They soon drifted quite apart. The
most vehement criticism that was leveled against modern architecture in the early
postwar years came from movements such as Lettrism and International Situationism
rather than from right-wing conservatives. International Situationism was based on the
program for a “unitary urbanism,” which consisted of a vigorous critique of current
modernist urbanism. Unitary urbanism rejected the utilitarian logic of the consumer
society, aiming instead for the realization of a dynamic city, a city in which freedom and
play would have a central role. By operating collectively, the Situationists aimed to
achieve a creative interpretation of their everyday surroundings, and they created
situations that subverted the normal state of affairs. The Situationists belonged to the neo-
avant-garde movements that formed an “avant-garde beyond modernism.” This neo-
avantgarde considered itself to be ahead of the masses in its search for the future but took
its distance from the more conciliatory, consensus-oriented mainstream modernism
because it was much more radical and Utopian.

Within the field of architecture, there were also groups, such as Archizoom,
Archigram, and Superstudio that moved beyond modernist ideas and could be called neo-
avant-garde. It is less clear, however, what the meanings of the terms “avant-garde” and
“neo-avant-garde” have become in the most recent decades. On the one hand, there is a
clear rejection of the avant-garde logic of destruction of the old and Utopian construction
of the new. It is stated that this logic is based on an ideology of progress, which has since
been proven to be false; that it gave rise to an elitist hermeticism that rendered its ideals
completely inaccessible to a general public; and that its supposedly radical innovations
and inventions nevertheless lend themselves all too well to appropriation by the culture
industry. This widely spread criticism would lead one to think that the avant-garde is
dead—a claim that has been made repeatedly. On the other hand, in the 1980s and the
’90s, the notion of a contemporary neo-avantgarde has resurged in the work of Peter
Eisenman, Bernard Tschumi, and others. It seems clear, however, that this use of the term

is based on a perception of their position within a discursive field and that its
application has nothing to do with how they, contentwise, think about architecture. The
avant-garde and its significance for 20th-century architecture rests, then, with the
constant obliteration of boundaries between the arts and architecture, image and text, and
the meanings of old and new.

HILDE HEYNEN

Further Reading

The theoretization of what the avant-garde was all about took place mostly in fields
outside architectural theory or history. Poggioli presented an early focusing on the
arts. Burger published his seminal work in 1974 (it was translated in 1984). He took his
clues mainly from surrealism and Dadaism in literature and in the arts. Biirger’s book
gave rise to an interesting debate in Germany, resulting in the publication of Lindner
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(1976) and of Miiller (1984). Calinescu (1987) offers a very interesting and reliable
source for clarifying terminological questions, but he does not focus on architecture.
Tafuri is the most important architectural historian who theoretically distinguishes
between avant-garde and modernism. Although there are no full-length books in English
dealing with the theme of architecture and avant-garde, there are some important
collections of essays (Ockman, 1988; Somol, 1997) as well as individual articles raising
interesting questions (Gusevich, 1987; Heynen, 1999). McLeod offers a feminist
criticism on the neo-avant-garde of the 1980s and the 1990s (1996).
Biirger, Peter,  Frankfurt am Main: Suhrkamp, 1974; as  translated by Michael
Shaw, Minneapolis: University of Minnesota Press, 1984
Calinescu, Matei, Durham: Duke University Press, 1987; revised edition of
Bloomington: Indiana University Press, 1977
Colomina, Beatriz and Joan Ockman (editors), =~ New York: Princeton Architectural
Press, 1988
Giedion, Sigfried, Leipzig: Klinkhardt and Biermann, 1928; as translated by
J.Duncan Berry, with an introduction by Sokratis Georgiadis, Santa Monica, California:
Getty Center for the History of Art and the Humanities, 1995
Gusevich, Miriam, “Purity and Transgression: Reflection on the Architectural
Avantgarde’s Rejection of Kitsch,” 10, no. 1 (Fall-Winter 1987-88)
Heynen, Hilde, “‘What Belongs to Architecture?” Avant-garde Ideas in the Modern
Movement,” 4, no. 2 (1999)
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BAIYOKE TOWER

Designed by Plan Architects; completed 1987 Bangkok, Thailand

Distinctive for its horizontal strips of rainbow color and a gableshaped roof, the first
Baiyoke tower in Bangkok, Thailand, was famously known as the one-time tallest
reinforced-concrete building in Asia. This skyscraper signified the start of Thai high-rise
architectural development. Land Development, a real estate company dominated by the
Baiyoke family, the project developer and landowner, proposed this 42-story building to
serve as both a commercial and a residential complex. The company turned the site on
Rachaprarob Road, which once had been occupied by a large-scale theater, into a
garment and cloth market and a residential tower for the Pratunam district. Not only did
the garment and cloth business inside the building fit in well with the neighborhood’s
business in general, but it also eventually became one of the most significant wholesale
cloth markets in Bangkok for years to come.

Although the Baiyoke tower established the Baiyoke family among Bangkok’s
business society, the tower itself promoted its design firm, Plan Architect, for their use of
bright color and the composition of geometric forms. The design team represented a
collaboration between Plan Architect and Inter Arkitek. Sinn Phonghanyudh, Plan
Architect’s executive architect, was in charge of the design team, which included
Theeraphon Niyom (firm owner), Krongsak Chulamorkodt (partner), Boonrit
Kordilokrat, Chenkit Napawan, Sapark Aksharanugraha, and Songsak Visudharom. Their
design won the 1984 competition sponsored by the Baiyoke family. The winning design
proposed the most functional exploitation of the limited site as well as the remarkable
concept of building the tallest building in the region.

On its completion in 1987, the building contained 55,000 square meters, including two
main parts: podium and tower. The large-scale column-and-beam reinforced-concrete
podium covered almost the entire site. Each floor was marked by different color, forming
a vertical rainbow in downtown Bangkok. The ground, first, and second floors were
devoted to the garment and cloth market. The third floor was originally designed as
offices for rent but later was turned, in part, into cloth shops to serve the growing market.
The fourth floor held a gigantic food center and several minitheaters. The next five floors
served as a parking garage for over 500 cars, an estimation approximated to
accommodate the high density of car drivers in Bangkok during the 1980s. Architects
designed the roof at the top of the podium as a recreation center, including a swimming
pool and health center, serving residents of the tower above. The residential floors were
eventually converted to a hotel complex. Its structure, supported by the shared structure
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of the podium, was erected with flat-slab layers of a cross shape. Each residential floor
combined eight units, each with a single shared wall. Four elevators at the tower core ran
from the ground floor to the top, separating the tower’s access from that of the podium.
Other facilities were likewise designed separately for serving the tower’s residents and
the users inside the podium area. Despite the shared structure of the podium and tower
parts, Baiyoke tower was designed as two very different buildings. In fact, this design
reflected a common trend of multifunction complex favored among Bangkok’s real estate
development during the late 20th century.

Shortly following the success of the project, the Baiyoke real estate developer decided
in 1988 to initiate a second project, Baiyoke II, with a similar publicized theme of
establishing another record for the world’s tallest reinforced-concrete building. This
follow-up project, however, was interrupted a few times during Thai financial turbulence
in the 1990s. The building was finally opened to the public in 1999, taking more than ten
years to complete. This long wait contrasted to the three-year construction period of its
fellow building, the first Baiyoke.

The Baiyoke II consisted of 172,000 square meters, more than three times the first
Baiyoke’s space. The project comprised 88 floors, 309 meters in total height above
ground (including the tower’s antenna but excluding the two underground floors). The
building functioned mainly as a hotel and included a shopping plaza and a parking
garage—an intrinsic element of contemporary Bangkok’s architecture. The ground floor
through the fourth floor served as retail shops, and the next ten floors consisted of
parking space. The hotel business occupied space from the 15th floor up, with the top ten
floors designed to serve as space for sky lounges, restaurants, and kitchen areas. The
main observation lounge for tourists and visitors was located on the 76th floor, whereas
access to the very top floors remained exclusive to hotel guests and the restaurants’
clients.

Unlike the first Baiyoke’s colorful theme, the Plan Architect design team
conceptualized the second Baiyoke building as a massive red block rising from the
ground, with a glittering gold roof that signified the golden roof of a Thai temple, an
omnipresent metaphoric symbol of Thai culture. In the design proposal of Plan
Architects, the design team once mentioned that the mass of colorful red sandstone
represented “the image of natural sandstone rising from the earth, punched out to provide
space for human’s various activities. The higher it goes, the more modernized and
sophisticated these various voids become.”

To be modernized or not remains an unfinished argument for which there is hardly an
answer, not only for both Baiyoke towers but also for contemporary Bangkok
architecture in general. The issues of “modern” and “modernity” have led many Thai
architects to confront problems in interpreting and defining designs to suit the terms.
Along with layers of interpretation and influences from foreign architectural
development, definitions vary and thus have brought up various designs. The Baiyoke
towers’ significant contribution to the city, with extension to the Southeast Asian region,
was essential in that they challenged the general geographic condition and virtually
turned Bangkok’s architectural development into a new phase of high-rise architectural
development.

VIMALIN RUJIVACHARAKUL

Bangkok, Thailand
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Further Reading

Association of Siamese Architects, research by Vimolsidhi Horayangkura, Kobkul
Indaravichitr, Santi Chantavilaswons, Veera Inpantang. (Development of
Architectural Form: The Past, Present, and Future), Bangkok: Amarintr Publishing, 1993

BAKER, HERBERT 18621946

Architect, England and South Africa

Herbert Baker’s prolific practice produced a wide variety of work in England and
abroad. His work ranged from country houses to ecclesiastical work and public buildings
and most notably includes the government Houses in both South Africa and India.
Indeed, Baker is credited with the creation of a South African architecture by giving
expression to the dreams of his great patron, Cecil Rhodes, who wished to create a
distinguished and permanent culture.

As a contemporary of Edwin Lutyens, Baker’s particular distinction lay in his ability
to range from Arts and Crafts in his domestic work, to a dignified monumental style,
sensitively modified to accommodate technology, and different national and climatic
conditions.

Baker was born in Kent, and attended the Royal Academy School, London, from 1879
until 1881, when he was apprenticed to his cousin, Arthur Baker. Between 1882 and
1887, he served as lead assistant in the office of celebrated domestic architects, George
and Peto, where he claimed to have gained invaluable experience. Emphasis was placed
on the importance of working drawings, sketching tours, and above all, respect for high
levels of craftsmanship. It was there that he met Lutyens, who was an apprentice with the
firm from 1887.

In 1892 Baker began his own practice in Cape Town, South Africa, where he met
Rhodes, who commissioned the restoration of his home, Groote Schuur. It was originally
completed in 1895 but destroyed by fire and rebuilt by Baker. The final design was an
adaptation of the old Cape Dutch style and alerted South Africans to the supremacy of
their 17th- and 18th-century buildings over recent 19th-century work. The interiors are
indebted to George and Peto, in Baker’s elaborate amalgamation of English Tudor and
Cape Dutch and in his employment of a consistent group of craftsmen.

Baker was appointed diocesan architect for Cape Town, and was responsible for
building many churches, including St. George’s Cathedral (1898, Cape Town), all of
which were characterized by a round-arched style that combined rough-hewn stone and
white plaster. A flow of both domestic and commercial buildings followed.

Baker designed many houses in Johannesburg built in response to the short-lived
mining boom. His style provided a synthesis of indigenous sources, including
Mediterranean vernacular, and English Arts and Crafts, which were emulated in
numerous suburbs.

In 1900 Baker retraced Rhodes’s steps while on a tour of Egypt, Greece, and Italy.
Rhodes’s tour had inspired him to a series of classical architectural dreams that sadly
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were to materialize only in his memorial, which was built by Baker at Mowbray, Cape
Town. Baker also designed memorials to the Shangani tribe for the Matabele War of
1897 and a monument, the  (1905), at Kimberley, Cape Province, that was inspired by
Rome and Agrigentum. Following Rhodes’s death in 1902, Lord Milner assumed
responsibility for reconstruction in the Transvaal and Orange River Colony after the Boer
War.

Baker and his partner, Francis E.Masey, produced government buildings, churches,
houses, and agricultural and mining settlements. Pretoria Cathedral was begun in 1905,
but was only partially completed. Government House (1907, Pretoria) and Pretoria
Railway Station (1909) heralded the Union Buildings style. The work was commissioned
by General Botha, South Africa’s first prime minister, and came as a result of the
legislature remaining in Cape Town; the Pretoria Union Buildings (1912) represent
Baker’s most important work in South Africa, and lend expression to his belief that a
nation should demonstrate pride by the creation of noble monuments. In this work,
traditional European Neoclassical forms were combined with a serious concern to adapt
to local materials and technology. Twin cupola towers, evoking Wren’s Greenwich
Hospital, were linked by a concave hemicycle to prevent them from dominating the low
ground that they crowned.

Lutyens recommended that Baker share with him in the building of the
new government buildings in New Delhi. Unfortunately a disagreement
over the leveling of the central King’s Way leading to Lutyen’s Viceregal
Lodge led to a long estrangement. Whereas Baker’s designs were
sympathetic to the Mogul tradition, those by Lutyens were rather more
dispassionate and individual. In 1913 Baker returned to England and, with
his subsequent partner, Francis Fleming, designed the twin-domed

Secretariat Building and the circular Legislature Building.

In 1917 the War Graves Commission invited Baker to make recommendations about
cemeteries and monuments that were designed to give expression to inarticulated grief.
Compared with Lutyens, who strove for abstract monumentality, Baker favored a more
literal symbolism, reveling in the intricacies of heraldry and literary quotation. His
designs included the Indian Memorial at Neuve Chapelle and the South African
Memorial at Deville Wood. He produced a formidable number of buildings in England

following World War I, culminating in South Africa House (1935) in London.

Following a distinguished career, Baker was knighted in 1926.

HILARY J.GRAINGER

Africa: Southern and Central Africa; Arts and Crafts Movement;

Lutyens, Edwin (Great Britain)
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Pretoria Railway Station, Pretoria,
South Africa (1909), photographed
designed by Herbert Baker

© Hulton-Deutsch Collection/CORBIS

Biography

Born in Cobham, Kent, England, 9 June 1862. Studied at the Royal Academy School of
Architecture, London 1879-81; apprenticed to cousin Arthur Baker, architect 1879-82.
Married Florence Edmeades 1904:4 children. Worked for Ernest George and Harold
Peto, London 1882-87. Opened office in Gravesend, Kent 1890; moved to Cape Town,
South Africa and was appointed architect to Cecil Rhodes 1892; opened office in
Johannesburg, South Africa 1902; formed partnership first with Willmott Sloper, then
Francis Flemming; returned to London in 1913 and continued practice until 1946; worked
with Edwin Lutyens in New Delhi, India 1913-31; principal architect to Imperial War
Graves Commission 1918-28; architect to the Bank of England from 1921. Fellow, Royal
Institute of British Architects 1900; founder and member, South African Society of
Architects 1901; associate, Royal Academy 1922; member, Royal Academy 1932.
Knighted 1926; Gold Medal, Royal Institute of British Architects 1927. Died in Cobham,
Kent, England, 4 February 1946.
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Selected Works

Groote Schuur (Cecil Rhodes House), Rondesbosch, South Africa, 1895; rebuilt after
fire, 1897
St. George’s Cathedral, Cape Town, 1898
Kimberley Siege Memorial, Cape Province, 1905
Pretoria Cathedral (incomplete), Pretoria, 1905
Government House, Pretoria, 1907
Cecil Rhodes Memorial, Mowbray, 1908
Railway Station, Pretoria, 1909
Union Buildings, Pretoria, 1912
Numerous war cemeteries and memorials, Belgium, France, England, 1918-28
India House, Aldwych, London, 1925
Secretariat Building, New Delhi, 1927
Legislative Assembly Building, New Delhi, 1928

South Africa House, Trafalgar Square, London, 1935

Selected Publications

(with Arthur Baker), 1888
1934
1944

Further Reading

There is no published monograph on Baker. For a complete account, including notes on
his assistants and partners, see Greig. Baker’s autobiographical work (1944; see above)
and Reilly provide an interesting contemporary context in which to locate Baker’s
practice. The following texts examine various aspects of his life, career, and individual
commissions.
“The Government Buildings of Pretoria, New Delhi, Rhodesia and Kenya,”
(December 1927)
Gradidge, Roderick, London: Constable, and New York: Braziller, 1980
Gray, A.Stuart, London: Duckworth, 1985; Towa City: University of lowa Press,
1986
Greig, Doreen E.,  Cape Town and New York: Purnell, 1970
Irving, Robert G., New Haven, Connecticut: Yale University Press, 1981
Le Roux, W.J. (editor), Pretoria: South Africa Department of Information, 1970
Reilly, C.H., London: Batsford, 1931; Freeport, New York: Books for Libraries
Press, 1967
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Stringer, P., “Sir Herbert Baker and His Collaboration with Sir Edwin Lutyens at New
Delhi” (M.Phil, thesis), Thames Polytechnic

BANGKOK, THAILAND

With the abrupt change that accompanied the arrival of European art and architectural
styles during the late 19th century, Bangkok of the 20th century emerged as an
international city, emulating Western urban formation and leaving behind its former
structure of canals and teak buildings along the riverside. “Venice of the East” was
effaced; replacing it are layers of different modern architectural styles, in which
“modern” is defined variously according to different contemporaneous Euro-American
architectural currents, imported into Thailand through different means. Over the century,
however, the fabrication of “the East-meets-West” architecture occasionally occurred.
But by the end of the century, the mass of concrete high-rise buildings has become an
unprecedented image of Bangkok’s skyline.

The proliferation of Western influence on Bangkok architecture during the first half of
the century was largely due to the sociopolitical reformation during the late 19th and
early 20th centuries. It began in the last decades of the 19th century when King Rama V
(Chulalongkorn, 1853-1910) officially introduced Western practices of both
sociopolitical structure and city formation. Given the government’s incentive to
modernize Thailand, the imported culture was no longer perceived as foreign practice,
but as fundamental composition of national modernization process, to which Western-
style practices were not only imposed on, but also adapted to, the existing condition of
Thai society.

By 1920 neoclassical architecture outshone other types of buildings, particularly in the
heart of the present-day Bangkok’s old town due to the large number of royally imported
Italian artists and architects. The Grand Palace’s new complex, including the
Barommabhiman Palace and the Royal Innercourt division, the Dusit Palace complex,
and a group of Ministries’ buildings along Rajdamnern Road, were among the foremost
evidences. Some of the outstanding Thai and foreign architects of the period included
Prince Narissaranuwattiwongs (Vimanmek Palace and Benjamabopitr temple), Carl
Dohring (Bangkhunprom Palace), and M.Tamanyo (Anantasamakom Palace).

As favor for European-derived architecture grew, foreign artists, architects, and
engineers flooded into the country to design new buildings, while many young Thai
scholars went aboard to study and also to experience the culture of the other hemisphere.
When they returned to Thailand, many of them reset the standard of the Thai lifestyle,
which in turn radically altered Thai mentality and daily life practices, and their influence
could be observed even more clearly in architecture of the later period; Western influence
was manifested not merely by the exterior, but more importantly through the use of space
and the emulation of Western daily life practices inside the building. Consequently, the
development of Thai architectural design from the 191 Os through the 1930s could be
called an experimental period, the moment in which Thai architects attempted to create
space that not only accompanied more “modern/civilized” practices, but also suited
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tropical weather. Different combinations of materials and technology gave rise to various
architectural styles and building forms, as can be seen in the architectural evidences of
the Marukkatayawan and the Klaikangvol Palaces.

Meanwhile, in 1934, seven professional Thai architects, Pra-
Sarojrattananimman, Luang-Burakarmkovit, Nart Pothiprasat,
M.J.Ithithepsan Kridakorn, M.J.Votayakorn Voravan, Sivavong Kunchorn
na Ayudthaya, M.J.Prasomsavat Suksavat, and Chitrasen Sanitwongs,
established the first national association of architectural professionals
under the name of Association of Siamese Architects (ASA). The book
one of a few comprehensive books on modern Thai architectural history,
mentioned that the designs of these seven architects, exemplifying that of
other contemporaneous Thai architects, were influenced largely by the
concept taught during the early 20th century at the Beaux-Arts School, a
place where many of them were trained. In fact, the omnipresent trend of
the Beaux-Arts school during the early 20th century was known for its
search for national identity within the formation of modern-style
architecture; consequently, an emulating political concept was indeed
gradually implanted and flourished among Thai architects during that
period of time.

Vimanmek Palace, Bangkok, designed
by Prince Narissaranuwattiwongs (
1900)

© Luca I.Tettoni/CORBIS
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Such political incentive in architectural design became even more solidified through the
rise of different political leaders after the political situations of the 1932 revolution,
which changed the national political structure from absolute monarchy to democracy, and
after the rise of nationalism during World War II. The political fragments unwittingly
geared Thai society toward a search for a unifying discourse, a way to express the
nation’s identity. The idea in designing public buildings shifted from the sole expression
of the government, as had occurred in the dynastic dynamic, to the representation of
collective identity—a “modern” identity of democratic Thailand. The elaborate
decorative styles became outdated as they were seen to symbolize feudalism; modern
architectural style of different trends in Europe were adopted as a solution for an identity
search, a situation resembling that of many other countries at the same period. The use of
simple geometric forms and a playful arrangement of both horizontal and vertical planes
became dominant. Although many of the contemporaneous buildings were destroyed
during the bombing of World War II, one could still find images of buildings built during
this period, such as the shophouse along Rajdamnern Road and that of the adjacent
neighborhoods including the former Chalerm-Thai theater.

Within the decades following, Bangkok grew from a small Asian capital into a
medium-size international metropolitan city. International economic growth during the
1960s and 1970s resulted in a surge of the importation of newer architectural influences
from abroad. The design goal in general was no longer to emulate Western modernity,
but to drive Bangkok to reach “the international standard,” as represented by other
metropolises. Modernism, particularly that of the International Style, became popular
among Thai designers and architects, outdistancing other styles. High-rise buildings with
sun-shading elements and cement blocks took on a major part in changing the cityscape.
New business districts emerged along Sukhumvit, Silom, Rama V, and Sathorn roads,
and the preceding ones around the old town began to fade away. All these changes
affected the general layout of Bangkok, as the city began to grow toward the East and the
North, while its old town, and the western part, including the Thonburi district across the
Chao Phraya River, were left remaining more or less with its former skyline.

Another interesting architectural movement during 1960s was the revival of traditional
Thai-style architecture. Several designs of M.J.Samaichalerm and M.R.Mitrarun for royal
buildings and temporary ceremonial stands reflected the preference of following
traditional architectural grammar, but with an adaptation of material and construction
technology. A similar attempt of Luang Visalsilpakarm could be seen in his designs of
several Buddhist temples, including the elegant Wat Amarintraram. A younger generation
such as Pinyo Suwankiri evoked and grounded concerns for traditional Thai architecture
in many schools of architecture in Bangkok. The design of traditional Thai architecture in
general, however, was utilized quite exclusively for royal and religious ceremonies and
related practices.

Despite the challenges of unstable politics and military interference, the period from
the 1970s to the 1980s was the beginning of the Bangkok real estate boom, which
continued into the next decade before it gradually slowed down by the mid-1990s. Given
the rapid growth of the population and the increasing number of immigrants from the
countryside, housing and land development predominated over other forms of real estate
investment. Agricultural land around Bangkok was developed into residential areas,
particularly that extending from the new business districts on the north and east sides.
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Newly developed and/ or rehabilitated villages sprang up and were eventually integrated
to become the city’s new districts. Consequently, Bangkok kept growing with no fully
restricting zoning control and proper transportation systems. In addition, the design for
Thai suburban real estate development suggested another challenging point in modern
Thai architectural development in that, to begin with, it generally reflected that Thai
architectural realm encompassed the most influential trend of the era, modernism, merely
through the use of materials and through the Western-replicating forms.

A slightly economic decline occurred during the end of 1970s and the beginning of
1980s when fears of Communism throughout Southeast Asia were compounded by
political disturbance, along with the energy crisis. Yet the city kept growing, and the
number of high-rise buildings in business districts eventually increased, following the
strengthening of Thai politics and international connections. By the end of the 1980s,
more than half of today’s high-rise buildings in Bangkok’s downtown were constructed.
The headquarters of banks and financial companies lined Silom, Sathorn, and Sukhumvit
Roads. The offices of Bangkok Bank on Silom Road, designed by Krisda Arunwongs,
and Thai Farmer Bank on Paholyuthin Road, designed by Rangsan Torsuwan, created a
stir in the Thai architectural design movement, as their designs were the very first
recognizable construction of the grand-scale high-rise office buildings. The completion of
an international award-wining robot-shape Asia Bank building, designed by Sumet
Jumsai, enhanced the world’s recognition of modern Thai architecture. The peak moment
of Thai high-rise building culminated with the completion of the one-time tallest
reinforced concrete building in Asia, Baiyoke Building, in 1987, designed in chief by an
architectural team from Plan Architect, underscoring a virtual transformation of
Bangkok’s skyline.

During the late 1980s, flat slab and glass wall construction came into favor in
designing Bangkok’s high-rise architecture. The growth of the Thai concrete and glass-
wall industries supported the movement. The general design of the trend’s new high-rise
buildings, such as Thai Airways Building, Sin Asia Building, and Orkarn Building, thus
differentiated itself from its predecessors with the surface design’s material and a more
elaborate interior decoration. To architects, designing with flat slab and glass wall
became, for some time, fashionably intrinsic to high-rise architecture. Yet, to the general
public’s perception, buildings with linear strips such as the two Headquarters of Bangkok
Bank and Shell Gas Company exemplified the majority of Bangkok’s architecture in the
1980s, but the cloud reflection on the mirror wall of the new Thai Airways office
building on Vipavadee Road induced their imagination of the future Bangkok.

Meanwhile, another architectural trend was introduced to Bangkok through the
Postmodernism influence. The neoclassical style Amarintr shopping plaza twisted the
atmosphere of Erawan Square, from a postwar-World War II modern architectural
environment to a reconstructed 19th-century European atmosphere. Yet, as time passed,
the Postmodernist trend lost its popularity among architects, but its influence was rooted
in the design of individual houses, luxurious housing development in particular.

The continuing escalation of the Thai economy during the early 1990s was a key to the
construction of many grand-scale buildings. The National Queen Sirikit Convention
Center, designed by Design 103 Architects firm, purposely built to serve as an
international convention center, shed light on the use of high-span structure and the
concern for energy conservation. The form itself exemplified other buildings in which the
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architects attempted to combine the form of traditional Thai architecture, the pointed roof
in particular, with modern architectural elements. Yet, even though the “East-meets-
West” situation has been a longtime concern of modern Thai architects, thus far it has not
yet been fully developed, either in terms of form or concept. The closest was that of Dan
Wongsprasat’s design of Regent Hotel on Sathorn Road; the architect integrated the
design for tropical weather with the simplified form of Thai Panya-roof house into the
design of the hotel building and its interior courts. Similar attempts, for example,
included Sumet Jumsai’s design of the Dome Building at the new campus of Thammasat
University and the Moblex Firm’s design of the Rajmongkol Conference Center inside
the Suang Luang Public Garden.

In contrast to the architects’ struggle in conceptualizing and refining modern Thai
architecture, traditional Thai architecture during the last half of the century is well
regarded and more developed. The complex of Ruen Thai architecture at Chulalongkorn
University, designed by Pinyu Suwankiri, has become a significant prototype for late-
20th-century central-Thai region’s architecture. Its elegant atmosphere and serene
landscape was occasionally epitomized as the essential characters of traditional Thai
architecture. Yet, other variations do exist, such as the sacred complex of the City Shine
in the old town center and the solemn Chalerm-prakiet-King-Bhumipol building in front
of the National Library.

Unlike the beginning of the decade, the economic crisis in 1997 turned Bangkok into
one of the most challenging moments, particularly for that of architectural development.
More than 70 real estate projects in Bangkok have been pending, some were sold to
foreign owners, but many were left with their half-built structure. The city was then
covered with the remains of unfinished construction projects, which yet waited to be
revived in times to come. As many noticed, most interruptions over the 200 years of
Bangkok’s growth often turned the city itself into a newer and better phase of
development.

VIMALIN RUJIVACHARAKUL

Baiyoke Tower, Bangkok
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BANHAM, REYNER 1922-88

Architectural historian and critic, England

Reyner Banham was an iconoclastic British architectural historian and design critic
whose irreverent writings spanned an enormous range of topics and audiences—
everything from traditional architectural history to discipline-bending academic studies,
from advocacy criticism for his avant-gardist contemporaries to journalistic popular
culture reviews. Trained first as an aeronautical engineer and only later as an architectural
historian under Nikolaus Pevsner at the Courtauld Institute in London, Banham was
fascinated by questions of technology and technological expression. Acting something
like modernism’s guilty conscience, he challenged mid-20th-century architecture to
realize its earlier unfulfilled promises of functionalism and machine aesthetics.
Simultaneously, he celebrated the actual technological achievements realized by the
popular cultures of the industrialized world. He turned a sharp eye toward the potato
crisp, cult films, surfboards, California air shows, and London Raves and found in them
the promises and achievements of a culture living at the speed of the machine.

After leaving behind his wartime career as an aeronautical engineer and a short-lived
career as a newspaper art critic, Banham enrolled in the prestigious Courtauld Institute.
There, he quickly won the admiration of Pevsner and within a few short years found
himself in dialogue with London’s most interesting architects and artists and on the staff
ofthe . Like many around him during the difficult postwar years, Banham developed a
strange joint infatuation—on the one hand obsessed with the inaccessible splendor of
U.S. consumerism and on the other admiring the late Surrealist and Abstract
Expressionist strategies of formlessness and material ineloquence. The fusion of these
two gave rise to the so-called Independent Group in London—a group of Pop-affiliated
artists and architects that included Banham, Peter and Alison Smithson, Eduardo
Paolozzi, Lawrence Alloway, Richard Hamilton, John McHale, and Nigel Henderson,
among others—out of which commenced Banham’s struggle to craft an  During this
period, he was the studio critic for the movement known as New Brutalism and
passionately endorsed its material and technological facticity and its proto-Pop interests
in American advertising.

With the publication of his doctoral dissertation in 1960, Banham
gave academic rigor to his earlier enthusiasms. In a rich and convincing
study, he outlined two competing tendencies within the history of the
Modern movement, one compositional and traditional, the other dynamic
and technological. Upending the familiar arguments, Banham claimed that
the International Style, often considered to be a functionalist architecture,
was in fact essentially a symbolic and aesthetic movement. In
contradistinction, Banham championed the work of the early-20th-century
Italian Futurists and Buckminster Fuller, whom he claimed had more fully
internalized the dynamism of machine-age culture. Quoting Fuller,

Banham characterized technology as “the unhaltable trend to constantly
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accelerating change.” He concluded  with a polemical challenge to the
profession:

The architect who proposes to run with technology knows now that he
will be in fast company, and that, in order to keep up, he may have to
emulate the futurists and discard the whole cultural load, including the
professional garments by which he is recognized as an architect. (Banham,
1960)

Extrapolating from the conclusions of =~ Banham wrote a number of essays in the 1960s
that examined the impact of “second” machine-age technologies on architecture. With an
eye toward things such as television, inflatable buildings, demountable geodesic domes,
mobile homes, and “architecture-less” drive-in movie theaters, Banham argued that the
traditional architectural virtues of permanence and monumentality were becoming
increasingly irrelevant. As he put it,

When your house contains such a complex of piping, flues, ducts, wires,
lights, inlets, outlets, ovens, sinks, refuse disposers, hi-fi reverberators,
antennae, conduits, freezers, heaters—when it contains so many services
that the hardware could stand up by itself without any assistance from the
house, why have a house to hold it up?... what is the house doing except
concealing your mechanical pudenda from the stares of folks on the
sidewalk? (Banham, 1960)

This line of argument reached its zenith, at least in an academic sense, with the
publication in 1969 of Banham’s discipline-stretching study . Discreetly posing as a
history of environmental technologies (for example, lighting, ventilation, heating, and air
conditioning) and loosely extrapolated from Sigfried Giedion’s canonical (1950), in
actuality Banham’s argument was a revisionist end run around the genealogy of
modernism, an attempt to imagine (and instigate) an architectural future.

However, any description of Banham would be only half complete if it ended with his
vision of the good life lived mechanically in a “polythene bag.” Just as surely as Banham
was a careful reader of science, he was also an enthusiastic reader of science fiction. His
was a pop sensibility as comfortable with robots and Martians and bikini-clad warriors as
with ventilator flows. From his earliest days with the Independent Group, Banham had
celebrated the excessive technological imagery of the American post-war consumer
boom. He wrote lovingly of Detroit’s baroque chrome ornament, the physiognomy of the
American hamburger, drag racing and custom-car culture, ice cream wagons, and even
Disneyland, Coca-Cola, and the Santa Monica Pier. Given these infatuations, it was
probably inevitable that Banham would find himself drawn to the United States, and after
several extended study and research tours in the mid-1960s, he eventually relocated for
good in 1976, first to Buffalo and then to California.

It was with the California dream of a tanned noble savage—that New World polyglot
of surfboards, rock and roll, balloon frames, freeways, “gizmos,” and mad scientists—
that Banham discovered his long-sought synthesis between the cultures of consumerist
affluence and technological potlatch. His brilliant 1971 book paints a celebratory
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picture of a city infused with the rhythms of bodies and cultures in motion. With its
bronzed warriors, endless sunshine, and endless freeways (which necessitated that he
learn to drive in order to “read Los Angeles in the original””), Banham had found at last an
urbanism in which “mobility outweighs monumentality” and that sparkled with the
fantasies of endless self-invention and renewal. For Banham, Los Angeles was “a
reasonable facsimile of Eden” (Banham, 1971).

The impact of Banham’s writings echoed into the second half of the 20th century. If at
times his critique of the profession of architecture seemed totalizing and radically
pessimistic, when he did discover architects whom he liked—figures as diverse as
Archigram, Bruce Goff, the Japanese megastructuralists, or James Stirling—Banham’s
wide-eyed enthusiasms proved disarmingly contagious. His obsessions with hygiene,
waste, and the nonvisual body undoubtedly will only continue to grow in theoretical
importance. His eloquence on behalf of the American techno-vernacular had, with the
exception perhaps of J.B.Jackson, no equal; and, if regrettably some of Banham’s
writings now seem compromised by an irreverent sensibility—long on the furry, the
puerile, and the machismo—the radical character of his scholarship and the eloquence
and playfulness of his pen guarantee that Banham will continue to provoke, please, and
astound.

RONN DANIEL
Archigram; Fuller, Richard Buckminster (United States); Pevsner,
Nikolaus (Great Britain); Postmodernism; Smithson, Peter and Alison

(Great Britain); Vernacular Architecture
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BANK OF CHINA TOWER

Designed by I.M.Pei and Partners; completed 1989 Hong Kong

Notable for its place in the late-20th-century skyline of Hong Kong, the Bank of China
Tower, the headquarters of the Bank in Hong Kong designed by I.M.Pei and Partners and
completed in 1989, is located two blocks away from the old bank building in central
Hong Kong island. Surrounded by major roads on three sides, the tower rises from a
square footprint placed at the center of the small two-acre trapezoidal site. Measuring
1,209 feet to the tip of the twin masts in 70 stories, the tower was the tallest structure
outside the United States at completion.

The building is acclaimed for its elegant form and structural ingenuity. The tower can
be divided into two parts: the curtain-walled shaft resting on a three-story granite-clad
base. The base, with a castellated top, is designed to give the building visual protection
from the chaotic surrounding of major roadways. The allusion to an ancient Chinese city
wall in the design of the base is unmistakable. As the site slopes up from north to south,
the base absorbs the slope and provides the building with two entrances at different
levels. The northern entrance has an arched opening that leads into a barrel-vaulted lobby
where elevator banks are placed for access to the office tower. The southern entrance at
the upper level leads into the banking hall. Located right above the base, the hall is
surrounded on three sides by a floor-to-ceiling curtain wall screened with heavy vertical
mullions. This screen wall, decorated with a diagonally placed squares motif used in
Pei’s Fragrance Hill Hotel in Beijing, helps to make the transition from the heavy base to
the light curtain-walled tower. Above the information counter in the hall is a 14-story
square atrium that brings daylight into the center of the hall. However, because of the
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narrowness of the atrium, very little light manages to filter into the hall. Around the
atrium are the offices for the bank, and above these floors are speculative offices. The
boardroom for the bank is located at the apex of the tower under sloped glass roofs
supported by massive steel trusses.

Although the building is set back from Victoria harbor by a block, its shimmering
facade never fails to attract attention from across the water, the principal vantage point of
the famed Hong Kong skyline. This is due entirely to the elegant form of the building.
The tower is made up of a square shaft cut by the two diagonals into four triangular
segments. Each segment terminates at a different height with a large sloping roof. The
effect is said by Pei to be like bundling four sticks of different heights together,
symbolizing rising bamboo stalks with its auspicious connotation in Chinese culture. The
form of the building is said to be the result of a long search by Pei for an appropriate
form for a late-20th-century skyscraper. Dissatisfied with the conventional rectangular
tower of the International Style and the neo-classical pastiche of Postmodernism, Pei
attempts to seek a new form in the Bank of China Tower that is structurally honest and
innovative while aesthetically genuine to its region. Because of the diagonal cut, the
building contains six facades tapering toward the tip, each face covered with silver-
coated reflective glass that catches light from different directions at different times of the
day, resulting in a glittering appearance.

Pei’s tower is similarly important for its structural inventiveness. Designed in
collaboration with Leslie E.Robertson, the main structure consists of four corner
composite columns of reinforced concrete that carry the building load to the ground. In
addition, a central column to support the four segments of the tower is placed between the
top of the building to the 25th floor, at which point the load is transferred to the corners.
The five-column tower is reminiscent of ancient Chinese pagoda forms with a heavy
central column and four supporting corner columns. It is at these corners that both
vertical and lateral loads meet and where vertical, horizontal, and diagonal steel members
meet in the encasing reinforced-concrete columns. Designed to withstand the severe
typhoon winds of Hong Kong, the structural frame was conceived by Robertson as a huge
three-dimensional space frame, a structural solution that is extremely efficient and less
costly than a conventional structural steel frame. In order to express the structure on the
facade, Pei first proposed a curtain-wall system that accentuated the structural frame,
resulting in a series of crosses on the elevations. This proposal was not accepted by the
client, who feared that the crosses might carry negative associations. Pei then modified
the design to recess the horizontal elements of the bracing system and turn them into
steel. This design, explained by Pei as a series of diamonds, seamlessly integrates the
structure with aesthetics.

The meaning of the building’s form has been a subject of intense

speculation in Hong Kong society. The four triangular
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Bank of China Tower, Hong Kong,
designed by [.M.Pei

© GreatBuildings.com

shafts of the building resulted in sharp corners. According to the principles and beliefs of

the ancient Chinese art of reading the house form for auspicious or bad influences, these
edges are regarded as exerting malignant forces on the occupants of facing buildings.
Thus, the building is said to have a negative impact on neighboring buildings. For
masters, the corners are like sharp knife blades, and devices must be placed in
surrounding buildings, including the Government House (the residence and office of the
colonial Governor of Hong Kong), to ward off negative influences coming from the
tower.

The taller and more elegant Bank of China Tower has always been compared to the
Hong Kong and Shanghai Bank Headquarters by Norman Foster. However, what Pei has
ultimately achieved in the tower, his last skyscraper, is a modernist statement of
structural integrity and honesty of expression in a multifaceted sculptural form. The
tower remains one of the most prominent landmarks in Hong Kong’s skyline and
represents an innovation in skyscraper form, a key building type in 20th-century urban
architecture.
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BANK OF LONDON AND SOUTH
AMERICA, BUENOS AIRES

Designed by Clorinda Testa; completed 1966

The Bank of London and South America, located on a congested corner of Bartolomé
Mitre in Buenos Aires, is one of the most significant buildings in Argentina and a
landmark achievement in concrete construction. Designed by Clorindo Testa in
association with SEPRA architects, the introverted building presents a robust concrete
facade that belies a seductive and subdued labyrinthine interior. Set within a context of
formal neoclassical architecture from the 19th century, the cleverly orchestrated design
mediates between the busy and crowded Argentinian streets and the methodical operation
of the bank headquarters. It compliments the urban fabric in a manner that is both
charismatic and controlled.

The building was constructed at a time of tremendous economic turbulence in
Argentina, resulting from political changes internally and the rampant tension across
Latin America that had culminated in the Cuban revolution of 1959. The election of
Arturo Frondizi as president of Argentina in 1958 had introduced sweeping reforms to
the economic, political, and cultural policy of the country, designed to dispel discontent
and to reform the inward-looking Argentine economy. Frondizi instigated an urgent
program of westernization, targeting rapid development through increased levels of
foreign investment and the growth of local industry. The new headquarters for the Bank
of London and South America was the first by-product of this new economic policy. The
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building was to represent a rekindling of ties between Britain and Argentina that had
gradually been eroded since the beginning of World War II. As a mark of sincerity
toward this objective, the foundation stone for the building was laid by Prince Philip, the
Duke of Edinburgh, in March 1962.

The building already on the site, the former headquarters of the bank (designed in
1867 by the architects Hunt and Schroeder), was demolished in May 1961. The first stage
of construction was begun in December 1962, and the inauguration of the building took
place in August 1966. The design of the building was the outcome of an invited
competition undertaken by four Argentinian practices between January and May 1960.
The commission was awarded to the well-established local firm SEPRA (Santiago
Sanchez Elia, Fredrico Peralta Ramos, and Alfredo Agostini), who had collaborated with
the local artist and architect Clorindo Testa in their design proposal. Testa, who was more
than a decade younger than the other three members of the design team, had previously
worked with SEPRA on numerous urban projects for the city and became instrumental in
the design and realization of the finished building.

Occupying the corner of a busy intersection in the historical business district of
Buenos Aires, the building responds to the demanding neoclassical context by filling the
rectangular site with a chiseled, extruded block measuring 45 by 75 meters in plan. The
massive structure is hewn from concrete, which, unlike steel, could be produced locally
and required a less-skilled workforce. The two public facades of the building are
protected by monolithic, layered concrete screens that curve outward at the top, providing
a more generous pedestrian area at the base. The fluid concrete walls are punctuated by
seductive rounded openings to allow light to enter. This acts as a curtain providing a
mediation between the narrow street and the cavernous interior of the bank. Behind the
dramatic concrete curtains, which carry the structural load of the massive roof, is another
layer of glazing, which provides a climatic and acoustic barrier from the street. The two
imposing skirts fold back at the corner to reveal the glazed curtain wall that marks the
entrance to the building. A large, unadorned concrete blade wall folds over at the roof
level in the manner of a giant eyelid, enclosing the outdoor foyer space and revealing the
underside of the vaulted canopy, providing a shaded undercarriage as a refuge from the
busy and confined street space beyond. The gesture at the corner addresses not only the
entry but also the opposing buildings of the intersection, disappearing seamlessly into the
urban context.

The building houses 1,500 employees of the bank and provides office space in excess
of 10,000 meters squared. The complex yet sculptural interior layout, dominated by
floating mezzanines and the powerful mass of the circulation cores, distributes the office
space over six levels. Services and car parking are contained in three subterranean floors.
The palette of materials consists of richly formatted reinforced concrete throughout, light
timber trimmings, and a deep red painted finish.

The interior of the building is open and uncluttered by structural supports. The floating
floor slabs are supported by the concrete core of the lift shafts, the separate banks of
stairs, and the sculpted columns that support the exterior walls, tapering at both the base
and apex. This adds a legibility to the structural system and also frees the plan of
intermediate supports, allowing for a fluid and unobstructed spatiality inside the building.
The fluid concrete beams on the underside of the floating intermediate levels taper back
to elegantly house lighting and airconditioning ducts.
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The monumental simplicity of the building has played an important role in the context
of architectural history not only in Argentina but across the world. The sculptural
building can be seen as influential to avant-garde movements such as Archigram,
Metabolism, and the Brutalism of Paul Rudolph and, more recently in the curvilinear
geometries of Neil Denari. In the last decade, the building, like Clorindo Testa himself,
has been the subject of international critical reappraisal, elevating the profile of the
building and its architect.

MICHAEL CHAPMAN
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BARCELONA, SPAIN

Barcelona, the capital of the Spanish province of Catalonia, was an epicenter of 20th-
century architectural vanguardism. The city’s geographic position on the northeast face of
the Iberian Peninsula—ostensibly with its back to the Castilian capital of Madrid and its
face toward the Mediterranean countries of Europe and North Africa—has sustained its
cosmopolitan dimensions throughout its history. From the century’s onset and the
separatist-regionalist concepts associated with Catalan Barcelona’s architectural
primacy has endured two dictatorships, the suppression of its people’s native language,
and the dramatic social upheavals associated with industrial expansion and rapid
population growth.

From the mid-19th century, Barcelona’s municipal authorities sought to cope with the
newly industrialized city’s adolescence. The socialist [ldefonso Cerda i Sunyer (1815-76)
created a Haussmannian solution for unifying Barcelona’s Old City with the independent
villages of the periphery (Cerda plan, 1859). He focused on building a new connective
corridor of regularized grids—the district known as the Eixample (“extension” or “new
town”’)—which he envisioned as the embodiment of the social panorama, where different
classes could coexist harmoniously and nonhierarchically. By the early 20th century, the
plan was deemed obsolete, and an international competition was announced to resolve the
city’s increasingly problematic geographic and demographic expansion. French Beaux-
Arts architect Léon Jaussely (1875-1932) won the competition and presented the city
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with a less radical attempt to address the city’s urbanization. This attempt was partially
implemented in 1917. Barcelonese philosopher Eugeni d’Ors (1881-1954) directly
observed the flowering of Catalonian culture during these years and proclaimed the new
Zeitgeist arebirth of ancient Rome’s legacy in the region.

The dynamically autonomous spirit of Catalonian architecture proclaimed itself in a
visual opponent of this heralded classicism: Barcelona’s version of Spanish . With
pronounced Art Nouveau influences combined with regionalist flair in both materials and
construction techniques, Catalan  became the province’s most political aesthetic
movement. Antoni y Cornet y Gaudi’s (1852—1926) highly charged, colorful, and poetic
combination of osteomorphic, zoomorphic, and baroque forms challenged the traditional
Herreran architecture that dominated the peninsula’s public commissions, thus asserting
the distinctiveness of Catalonian culture as anti-Madrilefio. Catalan ’s heart was
established along Barcelona’s wide Passeig de Gracia, a major artery leading from the
north corner of the city’s Plaga de Catalunya into, ironically enough, Cerda’s Eixample
district. Here, progressive middle-class patrons, following the lead of Gaudi’s Count
Eusebio Giiell (1847-1918), commissioned private homes from this new generation of
urban architects. The personalized visions of Gaudi’s Casa Batllo (1907), Lluis
Domenech i Montaner’s Casa Lled Morera (1906), and Josep Puig i Cadafalch’s Casa
Amattler (1900) contributed expressiveness to an otherwise neoclassical urban sector,
creating the district’s anticontextualist ~ (Apple of Discord).

One finds among the architects a romantic engagement with medieval vernacular
forms and local construction materials such as brick and ceramic tile, a rhetorical
vocabulary associated with cultural tradition, local topography, climate, and vegetation.
A distinctively Catalonian mode of vaulting was practiced by Gaudi, Doménech, and the
younger Josep Ma Jujol i Gibert (1879—1949): an elasticine fireproof vault comprised of
laminated layers of ceramic tiles bonded together with reinforced concrete that could be
configured into a variety of geometric or biomorphic forms and that could span
considerable widths without structural reinforcement. Jujol’s Church at Vistebella (1923)
near Tarragona and Montserrat Sanctuary (1936) and close to Montferri, abandoned at
the outbreak of Spanish civil war, employed Catalonian vaults in neo-Gothic formations,
combining local brick and ceramics with iron and concrete to result in religious spaces
imbued with poetic references to both God and nation.

Catalan effect on the city lessened in the 1920s, with the death of two of its major
exponents: Gaudi and Domeénech (d. 1923). By 1929 a new architectural language
affected the city by virtue of the International Exhibition. This exhibition was dictator
Miguel Primo de Rivera’s (1923-30) reconstitution of an Electrical Industries Exhibition
that had been conceived nearly a decade earlier. Mies van der Rohe’s epoch-making
German Pavilion (1929), built on the city’s acropolis Montjuic, introduced the city to the
Bauhaus idiom. Farther up the hill, Poble Espanyol (1928) presented the same exhibition
audience with an “ideal Spanish village,” an amalgamation of the peninsula’s traditional
architecture and the manifestation of the Viennese Camillo Sitte’s urban planning
schemes. The coexistence of structural purity and folkloric vernacular would reverberate
in Barcelona’s architecture for much of the century.

The 1930s saw the dissolution of Rivera’s dictatorship, the institution of a
new state government (the Second Republic, 1931-39), and the
reestablishment of a semiautonomous Catalonian government, the
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Generalitat (1932-39). The latter fostered an acceptance of Republican
ideals and created a climate hospitable to Catalonian architects interested
in using the state’s ideology as the basis for urban projects. Many of these
young builders were part of the Grupo de Arquitectos y Técnicos
Espafioles para la Arquitectura Contemporanea (GATEPAC)—

Casa Albert Lle6 i Morera, Barcelona,
designed by Lluis Domenéch
Montaner (1905)

Photo © Mary Ann Sullivan

the Spanish wing of the Congres Internationaux d’ Architecture Moderne (CIAM) and the
Comité International pour la Réalisation des Problémes d’Architecture Contemporaine
(CIRPAC)—which emerged with four distinctive regional groups: East, North, West, and
South. Grup d’Artistes i Técnics Catalans pe Progrés de 1’ Arquitectra Contemporania
(GATCPAC), the Barcelona-based East group, was arguably the most influential of them
all, establishing direct and enduring connections with its European counterparts to the
extent that Le Corbusier himself assisted in creating the Macia plan (1935), a massive
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and radical project for reorganizing this working-class city into a communal utopia of
high-density courtyard housing. GATCPAC’s seven-story Casa Bloc (1936, altered)
allowed the young architects to construct the distinctive type of urban dwelling associated
with the Macia plan and Le Corbusier’s housing.

Josep Lluis Sert (1902—-83), later the dean of Harvard University’s Graduate School of
Design, inaugurated GATCPAC’s rationalism both with his Muntaner Apartment
Building (1931), a variation on the theme of balancing the private and the public, and
most markedly with his Dispensario Central Antituberculoso (1938, by Sert, Joan
Subirana, and Josep Torres i Clavé), a leading exemplar of hygienic modernism and
architectural economy that made use of traditional Catalonian vaulting. Sert, who had
been an assistant to Le Corbusier in Paris from 1929 to 1931, closely emulated the
refined proportional relationships, sense of color, and texture that epitomized the Swiss
architect’s works. Sert’s Spanish Pavilion at the 1937 Exposition Internationale des Artes
et Techniques dans la Vie Moderne in Paris—which housed Picasso’s and populist
imagery in photomontages and other visual media—introduced the international
architectural community to the group’s dialectic and the Second Republic’s liberalist
stance. Despite GATCPAC’s visionary aims of urbanistic reform and their ability to
disseminate their ideals through the magazine (1931-37), resources were significantly
limited during the period, and thus the promise of socially driven rationalism remained
primarily a Utopian dream and not an actuality.

Spain’s civil war (1936-39) devastated the Iberian Peninsula and especially resulted in
destruction in the nation’s eastern provinces; in Barcelona, churches were damaged or
completely destroyed and building projects effectively halted. The victorious
authoritarian New Régime of General Franco (1939-75) associated the country’s various
avant-garde movements with left-wing political sensibilities, and subsequently, modernist
movement architecture was actively discouraged. In the nation’s urban centers, the new
official architecture prescribed to the legacy of grandiose neoclassical academicism; in
rural Spain, post-civil war architecture hearkened back to a whimsical folk vernacular.
Sert and other vanguard architects exiled themselves from their homeland; those who
chose to stay either sustained themselves by constructing “patriotic” buildings that
followed the state’s doctrines and guidelines, subsisted on the limited patronage of the
private sector, or stopped building altogether.

The reclusive José Antonio Coderch y de Sentmenat (1913-84) found work designing
Mediterranean villas of a regionalist and at times Expressionistic bent, such as his Ugalde
House (1952; Caldetes, Barcelona), and also sought vernacular approaches to Barcelona’s
explosive population growth in apartment buildings, such as the Pescadores Block
(1954), constructed for retired seamen in Barceloneta, a working-class port area of the
city. During the 1950s and 1960s, Coderch consistently developed an architectural idiom
that at its best was a subtle response to modernist “white architecture” harmonized with
local expression, climate, landscape, and culture.

Sert maintained contacts with architects and patrons in Spain, especially with those in
Catalonia and the Balearic Islands. His studio (1956) for the Surrealist painter Joan Mird,
located on the Mediterranean island of Majorca outside Palma, united the region’s
whitewashed rubble surfaces and sun-shielding perforated grilles with the formal
vocabulary of Le Corbusier and the hieroglyphic shapes of Miro.
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Spain’s isolationist tendencies dissipated during the 1950s, and interactions with
democratic nations invigorated the nation’s economy. Barcelona’s Group R (1952-58)
was founded in conjunction with the Colegio de Arquitectos de Cataluila y Baleares’s
municipal competition to tackle the city’s constant housing problems. Josep M* Sostres
Malaquer (1915-84) was the theoretical leader of the group and an ardent admirer of
Gaudi’s work. His own Casa Agusti (1955) in the nearby resort town of Sitges combined
a regional sensitivity to its seaside context with an understated rationalism, resulting in a
structure delicately imbricated with its nearby garden and protected by a double facade
from the sun’s penetrating heat. Group R mem-bers Oriol Bohigas Guardiola (1939-) and
Antonio Moragas Gallissa (1913—-85) entered into an exchange regarding the future of
Catalonian architecture and whether it should prescribe to the rationalist or neoclassical
idiom. The group’s formal interchanges resulted in an outlook that called for Catalonian
architects to reject neoclassicism because of its associations with Francoism and instead
to promote a regionalist architecture emerging from modernism, a reinterpretation of
craftsmanship and materials, of generic urban structures, and of avant-garde spatial
configurations. Group R espoused the belief that architecture should have a social
conscience to resolve sociological problems, and the group was particularly inclined
toward the rationalist architecture of the exiled Sert, the vernacular approach of Coderch,
and the neorealism of the Milanese. The group’s most noteworthy structure, Gustavo Gili
Publishing House (1961), constructed in the interior of the Eixample for vanguard
publisher Gustavo Gili by Bassoé and Gili, made use of an unadorned permeable glass
membrane wall raised on red and surmounted by a landscaped rooftop garden with
pergolas.

By the late 1950s, Francoist Spain had entered a period of sizable economic expansion
and unchecked urban development. Barcelona, Madrid, and Bilbao became the hubs of
this growth, and their historic centers and peripheral suburbs faced the same architectural
malaise that plagued many similar industrialized cities. Group R had grown significantly
larger and eventually was reconstituted as the so-called Barcelona School, a less formal
group of architects whose stylistic influences were markedly eclectic:  rationalism,
Brutalism, neorealism, and Neo-Expressionism. Architects Bohigas, Josep Martorell
Codina (1925-), and others came to reject modernism’s Utopian premises for a “poetic
realist” regionalism—an architecture that emphasized traditional building practices and
methods and a pragmatic knowledge of local history. The Barcelona School architects
sought to redefine and reinvigorate the role of architecture in its new socioeconomic and
technical context; the school thus became more politicized—more engaged with the
Milanese theoretical position that architecture should be a catalyst for significant social
change and that architectural practice should return to its traditional craft values. Bohigas
promoted the group’s ideas in a number of written works, including his influential
manifesto “Cap a una arquitectura realista” (1961; “Toward a Realist Architecture”).
MBM, Bohigas’s partnership with Martorell and British expatriate David Mackay (1933—
), focused on urban housing projects in the 1960s; their Casa del Pati Housing Block
(1964) and Avenida Meridiana Flats (1965) evidenced the prominent features that have
come to define the Barcelona School: tectonicity, tactile sensitivity, the so-called deep
plan, communal spaces, and sun-protective patios.

Coderch developed relationships with the international community of architects called
Team X, which had emerged from CIAM in 1956. He sought new humanistic solutions to
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urban domestic configurations in the 1960s with such projects as his Casa Uriach (1962)
and Casa Luque (1963), which introduced an especially marked sensitivity to the issue of
the privacy in their jagged plans, vertical window recesses, and prominent use of
Venetian blinds. His nonresidential Trade Office Building (1965) revealed his admiration
for Mies van der Rohe’s glass skyscraper project of 1921. From his Girasol Building
(1964) in Madrid and throughout the remainder of his life, Coderch also was engaged in
rethinking modern urban apartment projects by creating humanistic variations on the
theme, in which he sought a unified complex of distinctively autonomous apartments, a
quasi-ruralization of urban life (e.g. Calle Raset, 1974; Paseo Manuel Girona, 1975).

Nearly half a century of authoritarian rule ended with General Franco’s death in 1975,
and change became the nation’s credo. A new democratically elected government sought
the partial restoration of Spain’s historical autonomies and the creation of new public
authorities, including the Generalitat of Catalonia. Thus, the province’s distinctive culture
was revitalized, its regional language was no longer outlawed, and new museums to its
native sons were constructed. In 1976 Barcelona’s municipal officials created a new
schema for the city’s rehabilitation, the General Metropolitan Plan, in 1974 the Barcelona
School’s  published its first issue, and from 1976 until 1980 Bohigas was chairman of
the local school of architects. MBM continued to address Barcelona’s social concerns in
such projects as their more Brutalist-inspired Thau School (1975), a collaborative-based
educational environment rooted in a more centralized and open plan of multiuse spaces.
Ricardo Bofill’s (1939-) multidisciplinary studios, Taller de Arquitectura, founded in
Barcelona in 1962 and Paris in 1971, addressed urban renewal problems with a more
fervent ideological underpinning. The visual manifestation of their aims, Walden 7
(1975) in Sant Just Desvern, named after B.F.Skinner’s behavioralist utopia, consisted of
400 multileveled flats of various sizes in 12-story concrete towers prescribing to the
Barcelona School’s deep plan and sheathed in the region’s terra-cotta tiles.

In 1981 the Generalitat named Bohigas the director of urbanism for the City of
Barcelona and in so doing solidified the effect of the Barcelona School’s new typology
for urban renewal. He used the 1976 master plan as the basis for creating regulated
densities and for identifying the civic areas most in need of revitalization, although he
questioned the earlier plan’s implementation and rejected its motorway designs. His new
strategy included the establishment of a network of communal spaces—parks, plazas, and
public facilities—threaded into the city’s densest neighborhoods, or . Most important,
Bohigas advocated a pragmatic solution—a balance between modernity and historical
memory—to Barcelona’s urban problems by stressing the importance of collaboration
between civil servants and consultants, by selecting specific architects to resolve specific
problems, and by emphasizing local design projects over total civic transformation. The
first so-called (“hard” square), Alberto Viaplana (1933-) and Helio Pifién’s (1942-)
Plaza dels Paisos Catalans (or Plaza de la Estacion de Sants, 1983), was constructed as a
flat urban area with no protective boundaries and no contextualist references to the
surrounding architecture; instead, the minimalist design acknowledged the site’s
limitations and stark immediacy. Emblematically, Mies van der Rohe’s Barcelona
Pavilion was painstakingly reconstructed on Montjuic by Ignasi de Sola-Morales,
Fernando Ramos, and Cristian Cirici.

Barcelona’s selection as host to the 1992 Olympic Games focused international
attention on the city’s renovation projects, including Santiago Calatrava’s Bac de Roda
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Bridge (1987), Esteban Bonell and Fracesc Rius’s Horta Cycle Track (1984), Araka
Isozaki’s Sant Jordi Palace (1991), Norman Foster’s Coll serola Telecommunications
Tower (1992), and Richard Meier’s Museum of Contemporary Art (1995). Much of the
city’s water-front was rebuilt, Montjuic Park was remodeled, and new roads were
developed around the periphery. Municipal government supported these sizable projects,
and a sense of optimism pervaded among many of the city’s architects, including MBM,
who designed Novia Icaria (Olympic Village, 1992), an attempt to reconcile the 1859
Cerda plan with the renovation of the city’s formerly industrial coastal belt. Named after
a 19th-century socialist group, Novia Icaria became the culmination of Bohigas’s efforts
to redefine the city by balancing tradition and modernity.
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BARNES, EDWARD LARRABEE 1915

Architect, United States

The career of Edward Larrabee Barnes has encapsulated and contributed to the course
of modernism across the United States. Barnes entered the architectural profession in
concurrence with the arrival of Walter Gropius and Marcel Breuer into this country in
1937. He closed his office in 1994, just as a reinvention of modernism appeared to be
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launched. During the intervening years, Barnes crafted an array of private houses notable
for their clarity in plan, volume, and landscaping. The houses exist as a series of
education]l and cultural buildings, instructive for the sensitivity of their siting and
responsiveness to a larger context. Barnes’s body of work also includes several office
buildings, note- worthy for their dedication to Louis Sullivan’s theme of the tall building,
artistically considered.

Barnes was born in Chicago in 1915, to parents who were successful in their chosen
careers of law and writing. He attended preparatory school in the East, and received his
undergraduate education at Harvard College. Following a brief teaching stint, Barnes
returned to Harvard to study under Gropius and Breuer, graduating in 1942 with a
master’s degree in architecture.

Barnes’s wartime career included a year in Washington, D.C., at the Division of
Defense Housing and service as an architect with the Naval Reserve at Hunter’s Point in
San Francisco. At the close of the war, Barnes joined the offices of architect William
W.Waurster in San Francisco, and industrial designer Henry Dreyfuss in Los Angeles.
With Dreyfuss, Barnes designed a prefabricated house for Consolidated Vultee Aircraft,
scheduled for mass production. In 1949 Barnes returned East with his wife, Mary, and
opened an office in New York City.

Like a number of his Harvard contemporaries including Henry Cobb, Ulrich Frazen,
John Johansen, Philip Johnson, and I.M.Pei, Barnes entered the profession during a time
of rapid economic expansion, and increased demand for new construction at all levels,
including residential, institutional, and commercial. For Barnes and the others, the
national growth combined with talent, personal connections, and luck led to rapid
recognition and robust practices by the mid-1950s.

Barnes’s body of work, while infused with a modernist acknowledgment of the
specificities of each project, exudes no dogmatic or easily definable style. His legacy is a
dedication to an overall organizing idea derived from the complexities of each
commission, distilled in a rationally ordered plan.

The Osborn House (1949-51) in Salisbury, Connecticut, typifies a group of early
Barnes houses, with a site plan that creates a distinct precinct within an open meadow,
augmented by carefully considered connections between individual rooms and the
adjacent landscape. In time Barnes extended this strategy to increasingly individualized
spaces, suggesting villages with individual house designs. The plan of the Cowles House
(1959-63) in Wayzata, Minnesota, alludes to a farm assemblage, while sharp-peaked
roofs and bold modulations of surface and void simultaneously separate the residence
from the adjacent acreage.

By the late 1950s, Barnes had developed a portfolio of institutional work, with the
completion of two children’s summer camps for the Fresh Air Fund (Camp Bliss and
Camp Anita, 1953-55, Fishkill, New York). At the Haystack Mountain School of Crafts
(1958-63) in Deer Isle, Maine, Barnes combined a bold master plan—running down the
site’s 90-foot slope—with a typological layout and articulation of separate building
elements. Although the individual buildings at Haystack are one-story volumes
constructed of unfinished wood boards, their geometry and the system that orders their
arrangement direct attention to both the natural site and the school as a community,
making the experience of place an emotional and practical one. While Barnes described
his overriding concept as the construction of “a typical Maine fishing village” (minutes of
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the Board of Trustees, Haystack Mountain School of Crafts, 26 July 1959), the simplicity
and inevitability of such a conceit is the product of the architect’s thoughtful design
decisions. In 1994 Haystack Mountain School of Crafts received the American Institute
of Architects (AIA) award for an exemplary American building of 25 years of age or
more. It remains the masterwork of his career. Following Haystack, Barnes designed a
host of buildings for educational institutions, including dormitories at St. Paul’s School
(1959-61 and 1969) in Concord, New Hampshire; faculty apartments and a building for
the arts (1963—71) at Emma Willard School in Troy, New York; and master plans for the
State University of New York at Purchase (1966—68) and Yale University (1968—78).

With the Walker Art Center (1966—71, addition in 1984) in Minneapolis, Minnesota,
Barnes first tackled the program of an art museum; he arranged seven galleries and three
roof terraces around a central service core. The galleries, individualized by their
proportions and apertures, defer in authority to the artwork. Here, the architect
emphasized movement through space over discrete destinations. At the Dallas Museum
of Art (1978-83, additions in 1984 and 1993), a central passageway lends access to an
array of museum functions, accommodating expansion and the distinct schedules of
galleries, public spaces, and auxiliary operations. The linear arrangement reduces the
scale of the overall enterprise and, as with the early houses, allows the development of
independent relationships between interior galleries and exterior gardens.

Although Barnes was lauded in his commercial work, it was more for his articulation
of surface than for his design plan or volume; two towers stand out for the clarity of their
overall design. The New England Merchants National Bank (1963-71) in Boston,
Massachusetts, addresses a sloping site and a complex of disparate civic buildings at its
base, including the Old State House and the new city hall (1962—-67, Kallmann
McKinnell and Knowles). The articulation of the crown expresses the presence of a
restaurant and an executive office suite. In between, a tight surface patterned by ribbons
of window and wall convey repetitive office floors. At the IBM tower (1973—-83) in New
York City, a similar scheme provides for an entrance base, a clear tower shaft (here
sheathed in green granite), and a differentiated top. At the entrance, Barnes carved out a
triangle-shaped plaza from the first three floors, at the corner of Madison Avenue and
57th Street, over which he cantilevered the tower’s remaining 40 stories. The 1973
zoning law, which allowed increases in overall square footage of commercial buildings in
exchange for public amenities, made possible a greenhouse park planted with dramatic
copses of bamboo on the southwestern half of the parcel.

Barnes was widely recognized for his work and received awards from the AIA for the
Walker Museum of Art (Minneapolis, 1972), the Hecksher House (1977), and the private
home in Dallas (1986) in addition to the AIA Firm Award in 1980. He was elected a
fellow of the AIA in 1966, of the American Academy of Arts and Sciences in 1978, and
of the American Academy of Arts and Letters in 1991. Harvard awarded him a 350th
Anniversary Medal in 1986 and an Alumni Lifetime Achievement Award from the
Graduate School of Design in 1993. In addition to teaching stints at Pratt Institute, Yale,
and Harvard, Barnes served as a director of the Municipal Art Society, the American
Academy in Rome, and the Museum of Modern Art, where he remains a lifetime trustee.

Although he associated with partners over the years—namely, Alistair Bevington,
Percy Keck, and John M.Y.Lee—Barnes remained the signature designer of his
eponymous practice during its full 45 years. In his office, he trained a number of the
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leading American architects of the late 20th century, including Ivan Chermayeff,
Alexander Cooper, Bruce Fowle, Charles Gwathmey, Toshiko Mori, Laurie Olin,
Giovanni Pasanella, Jaquelin Robertson, and Robert Siegel.

Writing in early in his career, Barnes describes his design process as rooted in
exploration and discovery, followed by synthesis and discipline. He demands
consideration of function—both practical and psychological; site—both immediate
conditions and the larger environment; structure—whose implementation requires clarity
without dominance; and finally, the lasting legacy of the individual work. For all these
concerns, Barnes seeks unity. He notes, “We do not solve our problems by sheer genius
or sudden inspiration, but by a process of exploration and analysis” (Barnes, 1959).
Throughout his career, Barnes remains true to these conditions, producing a body of work
respectful of its programmatic role, expressive of its materials, structure, and volume,
disciplined in its articulation, and evocative of its larger humanistic purpose.

AMY S.WEISSER
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BARRACAN, LUIS 190288

Architect, Mexico

Luis Barragan was at the forefront of a generation of Mexican architects who followed
a fascination with European functionalist design; they endeavored to reconcile
modernism with the indigenous architecture of Mexico, in order to express a distinct
sense of place.

Barragén is best known for a small body of post-World War II buildings and
landscapes that merge modern materials and minimalist cubic form, with discreet
references to local culture, personal memory, figurative surrealist painting, and Mexican
and Mediterranean vernacular forms. These works are marked by frequent use of brilliant
saturated colors (pinks, blues, yellows, and reds are prevalent) and by a sophisticated
handling of space, texture, siting, and natural light. His most significant projects involved
speculative designs for residential subdivisions, and private houses for wealthy clients.
Among the former are the seminal Jardines del Pedregal (1945-50), which he called his
most important work; Las Arboledas (1958-59); and Los Clubes (1963-64), all in
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Mexico City. Among his private houses, key examples include the Gonzalez Luna and
Cristo houses (1928 and 1929) in Guadalajara, his private residence in Mexico City’s
Tacubaya district (1947), and houses for Eduardo Prieto Lopez (1950), Antonio Galvez
(1959), Folke Egerstrom (1967—-68), and Francisco Gilardi (1976), all built in Mexico
City as well. He also built other projects, including small chapels, such as the one for the
Capuchinas Sacramentarias del Purisimo Corazén de Maria (1953-55) again in the
Tacubaya district. There were also multifamily housing units, such as the apartment
house he designed with José Creixell and Max Cetto for Mexico City’s Plaza Melchor
Ocampo (1940); public sculptures, such as the Satellite City Towers (1957), with Mathias
Goeritz, for Mario Pani’s Ciudad Satélite subdivision north of the City; and semi-public
gardens, as those for the Hotel Pierre Marquez (1955) in Acapulco.

Barragan was born in Guadalajara to a large, wealthy, devoutly Roman Catholic
family. Following long stints on his family’s cattle ranch near the Jaliscan village of
Mazamitla, and preparatory school in Guadalajara, he received his civil engineering
degree in 1925 from Guadalajara’s Escuela Libre de Ingenieros. He later completed his
course in architecture there under Agustin Basave, who was a disciple of the French
Beaux-Arts master Hippolyte Taine, but the school closed shortly before his degree was
awarded. This formal study was followed by travel to Europe. In 1924-26, during the
first of two trips, Barragan was especially impressed by visits to the Alhambra, and the
Parisian where he first encountered works by Le Corbusier (whom he met there) and
French author, illustrator, and landscape gardener Ferdinand Bac. In 1930-31, he visited
Bac at his home, Les Colombiéres, in Menton, on the French Cote d’Azur. Bac
encouraged his interest in the poetic use of vernacular architecture and nostalgia. The
visual impressions and contacts he gained on these voyages were to nourish Barragan’s
thought process and practice for many years to come.

Barragén’s career can be divided neatly into three periods. The first lasted from 1927—
36, and included his work in and around Guadalajara. During this time, he completed
work on a city park, Parque de la Revolucion (1935), with his brother Juan Jos¢, and a
dozen villas and small rental houses. The houses, such as those for Efrain Gonzalez Luna
and Gustavo Cristo, are thick walled and cubic, with clay tile roofs, deep-set round-
arched voids, and complicated spatial arrangements, and reflect a formal vocabulary
indebted to Moorish and Jaliscan vernacular sources, and to Bac’s illustrated books and

(both published in 1925).

In 1936 Barragan moved to Mexico City, then booming after the cessation of a long
and devastating civil war. Over the next few years there, he built some 30 small houses
and apartment buildings. Most of these were speculative ventures that he financed
himself, and most were done in collaboration with other architects, such as Creixell and
Cetto. Like much of the architecture then being built in Mexico City, Barragan’s thin-
walled, glass and concrete buildings, with their roof terraces and factory windows,
borrowed heavily from the work of Le Corbusier. Buildings such as these, built by
Barragan, Juan O’Gorman, and others, were seen by many progressive Mexicans as
appropriately quick, cheap, efficient, and modern, and free of the historical and
ideological baggage of earlier revival styles.

During the early 1940s, Barragan slackened his professional pace. He
spent time designing a group of private gardens at his home in Tacubaya,
and on property that he had acquired in the rugged lava fields south of
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Mexico City. This last area, known as El Pedregal, or “the rocky place,’
provided the inspiration and the setting for the 865-acre Jardines del
Pedregal, the first major work of Barragan’s third and final phase. At El
Pedregal, he and his staff worked with or took inspiration from many
others, including Max Cetto, sculptor Mathias Goeritz, painters Diego
Rivera and Dr. Atl, financier José Alberto Bustamante, city planner Carlos
Contreras, and photographer Armando Salas Portugal—and designed
roads and water systems, public plazas and sculpture, demonstration
houses and gardens, and launched an extensive print and broadcast
advertising campaign. Roads, gardens, and modern, flat-roofed houses—
some bearing subtle, formal similarity to the walled courts and high-
beamed ceilings of Mexican colonial-era convents and haciendas—were
fitted

Cristo House, Guadalajara, Jalisco,
designed by Luis Barragan (1929)

© Barragan Foundation,
Switzerland/Artists Rights Society,
New York

amidst the swirling stone eddies and distinctive native vegetation of the site. Many of
Mexico’s best-known modern architects, including Francisco Artigas, Enrique del Moral,
and Felix Candela, built houses there. Barragan was criticized at times by his Mexican
colleagues for his work’s “scenography” and diversion from functional and politically
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progressive concerns, but during the early 1950s El Pedregal became a substantial
financial and international critical success.

Barragan’s subsequent projects, such as Las Arboledas and the Egerstrom and Gilardi
houses, carry the themes explored in El Pedregal forward. In them, one finds more
evolved versions echoing the play of light, shadow, water, and wall, its dramatic use of
color and varied textures, its startling juxtapositions of the old and the new, the local and
the imported, and the natural and the man-made. These designs capture scenography at its
best, stage sets for unspecified yet solemn rituals, thick with silence, time, and gravitas.

Although much of Barragan’s best work, including the Jardines del Pedregal, has been
insensitively modified or destroyed, his influence continues to be wide ranging. Many
younger Mexican architects, including Ricardo Legorreta, have treated his forms and
signature colors as the basis of a distinctly Mexican modern architecture. Outside
Mexico, designers as diverse as Tadao Ando and Mark Mack have attributed his work as
a source of inspiration.

In 1976 the Museum of Modern Art in New York presented a retrospective exhibition
of his work. This honor came as he was completing his last projects prior to suffering a
long and debilitating illness and brought him renewed attention after two decades of
neglect. Four years later, in 1980, he was awarded the Pritzker Prize.

KEITH L.EGGENER
Ando, Tadao (Japan); Candela, Felix (Mexico); Corbusier, Le (Jeanneret,
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BAUHAUS

Often misunderstood as a single entity with a consistent program and body of work, the
Bauhaus was an educational program that occupied three successive sites in post-World
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War I Germany: Weimar (1919-25), Dessau (1925-32), and Berlin (1932-33).
Distinguished by its changes in location, direction, and faculty, the program’s turbulent
history is reflected in the various articulations of the Bauhaus program that, although not
wholly distinct from one another, appeared as separate phases of development.

The first Bauhaus (literally, “house of building”), located in the legendary city of
German arts and letters, Weimar, was founded by the German architect Walter Gropius in
April 1919, several months after the surrender of Germany and the formation of the
Weimar Republic. Taking up residence in a building that formerly housed Henri van de
Velde’s School of Arts and Crafts, the “First Proclamation of the Weimar Bauhaus”
(officially known as the Staatliches Bauhaus Weimar) declared the formation of a new
school dedicated to the arts and crafts, a “new guild of craftsmen, without class
distinctions which raise an arrogant barrier between craftsman and artist.” Modeled on a
medieval guild, Gropius’s “new guild” would harbor artists and craftsmen who would
“together...conceive and create the new building of the future, [a new building that] will
embrace architecture, sculpture and painting in one unity and which will rise one day
toward heaven from the hands of a million workers like the crystal symbol of a new
faith.” The frontispiece of the program, a woodcut designed by Lyonel Feininger,
constituted an emblem of this new faith. Depicting a Gothic cathedral with three stars
radiating the light of the heavens, the symbol hearkened back to another age, an age
idealized in the literature and art of German Romanticism.

A director of the revolutionary group Arbeitsrat fiir Kunst (Work Council for Art),
Gropius’s early appointments to the Weimar faculty, or “Council of Masters,” indicate
his vision of an internationalist, pluralist program in which students and faculty alike
could share their views and aspirations for artistic and social revolution. Including
Gerhard Marcks, Adolf Meyer, Laszlo Moholy-Nagy, Georg Muche, Paul Klee, Oskar
Schlemmer, Lyonel Feininger, Johannes Itten, Lothar Schreyer, and Wassily Kandinsky,
the Bauhaus masters were supplemented by an “Honorary Council of Masters,” a group
whose members were drawn from countries across the whole of Europe. Ranging in age
from 17 to 40, students were from the north and south of Germany and Austria,
Czechoslovakia, Hungary, and the Baltic countries; two-thirds were men, and half had
served in the army.

Curricular studies included mural painting, sculpture, theater, dance, and music.
Reflecting the program’s affiliation with medieval guilds, students developed from
apprentices to journeymen in order to finally reach the title of “Master.” In accordance
with Gropius’s vision, the early years of the Bauhaus were marked by the engagement of
a variety of movements, styles, and pedagogical methods, including German
Expressionism, Dada, Russian Suprematism, and Constructivism. Aptly characterized by
Wolfgang Pehnt as an “expressionist art school,” the Weimar Bauhaus did in fact exhibit
a pronounced bias toward Romantic themes, including social unity, subjective artistic
expression, vernacular Christianity, and collective artistic expression, a tendency that was
modified over the course of the program’s evolution. The presence of Johannes Itten, a
practitioner of the Perozorastrian religious sect, further exaggerated this view. Charged
with teaching the required preliminary course Itten espoused individual expression over
collective responsibility while introducing his students to a cultlike way of living that
depended on the elevation of subjective visions, the rigors of individual self-discipline,
and bodily and spiritual purification. On the other hand, the empirical visualization
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techniques and allegorical figuration of Paul Klee and the Russian painter Wassily
Kandinsky, along with the other Bauhaus masters, mediated Itten’s influence.

Internal and external criticisms of the Bauhaus, a school never fully adopted by either
the citizens of Weimar or the government of the state of Thuringia (where Weimar is
located), were continual problems for Gropius, who spent most of his time defending the
program as the controversy increased. Both as a defensive measure and as a signal of the
evolving nature of the Bauhaus curriculum and aims, a new motto, “Art and Technics: A
New Unity,” and a new seal, Oskar Schlemmer’s “Constructed Man,” were adopted in
1922. Tempering Gropius’s earlier proclamation of social revolution through art, the
attempt to unify “art and technology” sought to counter what many Bauhé&usler, students
and faculty alike, perceived as the subjective and mystical excess of certain aspects of the
program. Officials of Thuringia regarded the program as a waste of resources and a
hotbed of foreign influence, a reading of Gropius’s original intentions that was not
dissuaded by the school’s new motto and seal. Students, dismayed by the constant
upheavals within the school and searching for an alternative to Expressionist drama, were
drawn to forms of Constructivism. Sensing an opportunity to achieve an even greater
impact for his own artistic ideas during the Dada-Constructivist Congress held in Weimar
in 1922, Theo van Doesburg, founder of the Dutch Constructivist movement De Stijl, set
up an atelier in Weimar. Students began to migrate to van Doesburg’s studio, perhaps in
search of an objective, delimited, and scientific (mathematical) approach to art, and this
inevitably led to the import of van Doesburg’s ideas and influence within the Bauhaus
itself. A master of compromise bent on sustaining his educational program, Gropius
approached the problem directly, hiring the Hungarian Dada-Constructivist Lazslo
Moholy-Nagy, a student and associate of van Doesburg, to teach the preliminary course.
This arrangement brought about a relative truce between van Doesburg and Gropius.

In further response to the criticism leveled by his peers and colleagues,
Gropius sought to assuage various factions, elaborating his views with the
publication of (Idea and Construction of the Weimar Bauhaus) in
1923. Although Gropius’s vision of the Bauhaus program had evolved into
a more comprehensive plan (including admissions policies, a program
constitution, and a more carefully articulated curriculum), retained
several ideas from his original vision, ideas now wedded to a focus on
demonstrating outcomes. The more abstract courses taught by Klee and
Kandinsky were supplemented by carpentry, stained-glass,
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BAUHAUS

Chair by Marcel Breuer (1925); poster
by Muriel Cooper © Library of
Congress, Prints and Photographs
Division

pottery, metal, weaving, stage, wall-painting, and architecture workshops. The 1923
Bauhaus exhibition—an event requested by the Thuringian Legislative Assembly—
provided a report of the Bauhaus’s accomplishments to date. The exhibition, spread
mainly throughout the school, featured a one-family house (“Haus am Horn”), built and
furnished entirely by the Bauhaus students, and included lectures, performances, and
“other entertainments,” such as the Bauhaus jazz band.

A whole greater than the sum of its parts, the Weimar Bauhaus program sought to
overturn the “decadence of architecture” and the “elitist and isolating effects of the
academy” with an “awareness of the infinite [that can only be] given form... through
finite means.” Uniquely combining Elementarist theory, nature study, representational
techniques and methods, and quasi-scientific experimentation with materials and
processes, the Bauhaus curriculum sought to promote a seamless integration of “practical
building, building experiments, and the engineering sciences.” Seeking a revolution of art
with the intention of providing a revolutionary impulse for humanistically based change,

5,

Gropius’s “guiding principle” was centered on “the idea of creating a new unity through
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the welding together of many arts and movements: a unity having its basis in Man
himself and significant only as a living organism.” The prolific output of Gropius and the
Bauhaus masters and students, coupled with the support of numerous critics, scientists,
architects, and artists, could not forestall the antagonisms and threats of the state
government (Thuringia). The decision to leave Weimar was made on 26 December 1924.
Students and masters of the Bauhaus finally vacated the premises of the Bauhaus at
Weimar in the first few months of 1925. By this time, 526 students had been trained at
the Bauhaus, although far more took only the preliminary course.

Fortunately, the close of the Bauhaus at Weimar did not represent the end of the
Bauhaus program. During the period of greatest controversy in Weimar, Gropius secured
permission from the mayor of the city of Dessau, Dr. Fritz Hesse, to transfer the Bauhaus
to Dessau, where it remained relatively free of state criticism for several years. Almost all
the former Bauhaus masters transferred to Dessau, and five former students—including
Josef Albers, Herbert Bayer, and Marcel Breuer—were appointed masters. Gropius
designed a new suite of buildings to house the program, moving the program from its
temporary quarters in Dessau in 1926. Sharing its premises with the Municipal Arts and
Crafts School, the Dessau Bauhaus included the technically innovative school building
(including a laboratory workshop, administration offices, and technical school) and a
dormitory with 28 studio apartments, baths, dining hall (which acted as an auditorium
and included a stage), and laundry for the students. Near the Bauhaus, Gropius designed a
series of houses for the Bauhaus masters and director, all of which were supplemented by
the Bauhaus workshops. The curriculum was modified as well, enlarging the architecture
program and adding a department of typography and layout. The principles were also
clarified, with the purpose of the Bauhaus defined as “l1. The intellectual, manual and
technical training of men and women of creative talent for all kinds of creative work,
especially building; and 2. The execution of practical experimental work, especially
building and interior decoration, as well as the development of models for industrial and
manual production.” A Bauhaus Corporation, chartered for the express purpose of
handling the business aspects of the various Bauhaus models, was also installed.

The Dessau Bauhaus continued to thrive. In 1926 Gropius received an additional
commission to design 60 housing units for a new housing community in Dessau, a
commission that grew to 316 houses by 1928, all of which were partly furnished by the
Bauhaus workshops. In 1926 the new generation of Bauhaus masters—Albers, Breuer,
and Bayer among them—began to elaborate the practical experiments of the Bauhaus,
producing furniture, typography, graphic design, photography, weaving, light fixtures,
and domestic objects that have come to be known as representative of the “Bauhaus
style.” Parallel studies in painting and sculpture also developed, with the figurative
lyricism of Klee and Schlemmer providing a foil for Kandinsky’s continued experiments
with analytic abstraction.

Because of the relative stability of the program, the over-whelming administrative
burdens placed on him in the position of director, and a substantial increase of
professional work, Gropius resigned in early 1928, recommending as his successor the
head of the Department of Architecture, the Swiss architect Hannes Meyer. Because of
various conflicts with municipal authorities, Meyer resigned in 1930. His replacement,
the German architect Ludwig Mies van der Rohe, moved the Bauhaus to Berlin in 1932,
continuing to oversee the program until it was closed by the reactionary National
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Socialist regime in April 1933. The closure of the Bauhaus, presaged by the program’s
original commitment to humanistically based change, pedagogical experimentation,
innovation, and internationalism, did not in fact spell the demise of the Bauhaus.
Guaranteed by the numerous graduates of the program and facilitated by its prominence
as a premier program for the study of the arts and architecture, the Bauhaus program was
incorporated into various design curricula throughout Europe and the United States.
Bauhéusler, including Mies van der Rohe, Moholy-Nagy, Gropius, and Albers, were
appointed to head schools of art and architecture, and many other members of the
Bauhaus received teaching positions in universities, colleges, and schools of art. Together
with their advocates, Bauhdusler revolutionized the way in which art and architecture
were taught while reinforming modern American business and commerce with new ideas
about modern life (domestic and corporate) and advanced methods of communication. As
Mies so deftly phrased the impact of the Bauhaus, it was not a style, an institution, or
even a program for study; rather, “it was an idea, and Gropius formulated this idea with
great precision.... The fact that it was an idea, I think, is the cause of this enormous
influence the Bauhaus had on every progressive school around the globe. You cannot do
that with organization, you cannot do that with propaganda. Only an idea spreads so far.”
ELIZABETH BURNS GAMARD
Breuer, Marcel (United States) Constructivism; De Stijl; Gropius, Walter
(Germany); Meyer, Hannes (Germany); Mies van der Rohe, Ludwig
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BAUHAUS, DESSAU

Designed by Walter Gropius; completed 1926 Dessau, Germany

Walter Gropius (1883—1969), the founder and first director of the Bauhaus, was the
architect of the Bauhaus building in Dessau, Germany, completed in 1926. This new
28,000-plus square-foot educational building, which became the symbol for the renowned
avant-garde academy of design in Germany, was the second home for this architecture
and design school. Gropius, whose visionary zeal created the Bauhaus School in Weimar
in 1919, moved the school from Weimar to Dessau in 1925 at the invitation of Dessau’s
progressive mayor, Fritz Hesse. The design of the Bauhaus was begun in 1925, after he
moved to Dessau, and formally opened 4-5 December 1926.

The building design exemplified Gropius’s educational philosophy, “Art and
Technology: A New Unity,” which expressed the critical and inventive role of architects
and designers within the seemingly chaotic and rapidly changing technological society of
the times. This slogan, revised from “Art and Craft: A New Unity,” his first 1919 Weimar
Bauhaus slogan, referred to a building both designed through and fitted with up-to-date
machinery that promoted the development of prototypical contemporary designs for
industrial production. His design invoked debates between architects who worked within
the tradition of fine arts, craft, and handicraft and those who embraced the potential for
technological advances promised by modern industry. Gropius, with his partner Adolf
Meyer, first explored these questions in their design of the Fagus Werk (1912, 1914) in
Alfeld, Germany. Gropius’s Bauhaus building extends his philosophy and synthesizes
these seemingly opposing beliefs whose outcome was shared: to raise the standards of
design and public taste through modern technology.

The Dessau Bauhaus building was conceived during an atmosphere of political and
social turmoil in Germany. Formerly a state-supported school in Weimar, once the right-
wing conservative majority in Weimar came to power, the school was denounced in 1923
as filled with avant-garde foreign Bolsheviks, and in 1925 demands leading to its closure
were imminent. Gropius, who quickly searched for another home, found Dessau. Dessau,
led by progressive Social Democrats, made the school a city-funded institution and
provided construction funds and prime sites for the new building complex and its faculty
residences (1926). Dessau’s progressive roots could be traced back to Prince Leopold
Friedrich Franz von Anhalt-Dessau (1740-1817), who believed that design should
combine “beauty with use.” Between 1765 and 1820, Prince Anhalt-Dessau, who created
Europe’s first English-style landscapes, redesigned Dessau and neighboring areas,
including Worlitz Park (1790 and later). Worlitz, designed by the prince and his friend
Baron Erdmannsdorff, was model for Dessau’s principles of enlightened government and
religious tolerance. The Bauhaus building, a landmark building for Dessau, was set in a
natural parklike setting outside the city center. This permitted the design to become a
counterpoint to Dessau’s urban industrial fabric. Similar to Gropius’s motto “Art and
Technology: A New Unity,” the building could be seen in light of the area’s traditional
promotion of visionary architects.

The mayor recognized that Dessau’s design problems could become design projects
for Gropius and his Bauhaus. These were typical design problems that industrial urban
centers faced: the necessity for careful urban planning that directed rapid growth and
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carefully conceived housing that provided the resulting expanding population with
housing, schools, and other institutional and civic buildings. Gropius moved his
architectural practice to Dessau, leaving his partner Adolf Meyer, and began working
with architects Ernst Neufert and Carl Fieger on the design and construction of the
Bauhaus as well as other new projects, including the masters’ houses (1926), the
workers’ housing estate (1928) at Torten, and the Dessau Employment Office (1929).
Architects Carl Fieger and Ernst Neufert developed the design of the Bauhaus in
Dessau with Gropius. Ernst Neufert was head architect in Gropius’s office, and Carl
Fieger developed the initial sketches in 1925 to establish the idea of the building. Fieger
had a profound effect on the design. His sketches show three parts of the building, each a
distinct element of the building’s program yet joined as one building by various bridging,
roofing, and massing elements. Initially, the program consisted of the arts and crafts
school, workshops, and administrative offices. The administration area was located
between the two other areas, serving as an actual and conceptual bridge between the
school and workshops and spanning a road that bisected the site. Additional areas,
student housing, dining/auditorium facilities, and generous and carefully designed public
spaces within the building created contiguous social gathering spaces within the
institution. Spacious stairs with generous landings, well-proportioned lobbies, foyers, and
hallways (“circulation areas”) provided places for formal and informal gatherings.
Gropius’s building was very different from those buildings designed from Renaissance
or baroque principles. Unlike these historical precedents, the Bauhaus was neither
symmetrical nor axial. As Gropius explained, one had to “walk right around the whole
building” in order to understand the design. Otherwise, its design could be understood
only from the air. His favorite photographs, which were published throughout the world,
were aerial views of the building. Seen from above, Gropius’s building was a series of
simple cubic masses joined by planar roofs. What could not be experienced from aerial
photography were the phenomenal effects of light and space captured by and within the
building.
As the inventor of the “dematerialized” corner, Gropius expressed this
innovation of the glass curtain wall here as well as in his Fagus factory.
The metal and glass “curtain” was hung from the exterior edge of a
cantilevered, unsupported (and seemingly floating) floor slab, revealing
empty and open corners. This structural innovation, which permitted the
corner column to disappear, allowed the workshop wing to appear as if it
were wrapped in glass. A clear reference to the Utopian and
Expressionistic writings of German poet Paul Scheerbart, Gropius
brilliantly detailed the transparent wall as curtain, taking full advantage of
the technological possibilities provided by the primary structural system: a
reinforced-concrete frame with cantilevered slabs (deeper than necessary
due to contemporary building codes). The reinforced-concrete skeleton,

with mushroom-
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Bauhaus building (1926), designed by
Walter Gropius, Dessau, Germany

© Austrian Archives/CORBIS.

Reproduced with permission from
Bauhaus Archiv, Berlin

headed columns, was in-filled with brickwork and hollow tile floors. The glass and steel
curtain wall included operable steel windows (currently aluminum) whose exposed and
articulated control devices created yet another sublime homage to machined technology,
which remains intimately engaged to the hand and body. In many ways, this building
reinforced the corporeal nature of the body as well as the building, as evidenced by the
design of asphalt-tiled terrace-roofs and balconies, all part of the educational and social
life of the school.

The style of this building is modern, without a doubt. However, beyond that obvious
fact, others have variously described its form and style. Historians Henry-Russell
Hitchcock and Philip Johnson used this building to derive their interpretations of
International Style. They also claimed it to be the model for a “Bauhaus” style. Theo van
Doesburg, the Dutch artist and architect, claimed it as a prime example of his De Stijl
(literally, “the style”), whereas others claimed it as a part of the ambiguous  (New
Objectivity), implying a consistent and carefully worked out rationalism. Others see it as
a modern representation of the complete or “total work of art,” or  as a collaboration of
all members of the Bauhaus: the director, teachers (“masters”), and students who made
furniture, fittings, hardware, and finishings in the workshops. One might argue that it has
no style but rather that it addressed its own Zeitgeist (spirit of the time)—as
contemporary topics and ideas.
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The Dessau Bauhaus recently named one of only three modern buildings
on the UNESCO world heritage list, has recently undergone a renovation
that will by 2006 have fully restored the building to its pristine and
original state. This honors note-worthy features that made it a model of
both modern and contemporary design. Clear distinction between the
building’s parts and its overall layout, the large expanse of glass covering
the entire street, and careful detailing remain delightful and fascinating.
Gropius, who believed that architecture shapes “the patterns of life,” took
these “patterns” beyond simple function to create forms that shape the
beauty and wonder of the activities of life. This was confirmed by Nelly
Schwalacher’s description of her visit, which she wrote for a German
newspaper in the fall of 1927:

I arrive in Dessau at dawn. Fog hands over the city. Our headlights
occasionally penetrate the damp air. But the eye is drawn to a dazzling
beam of light. A giant light cube: the new Bauhaus building. Later, with
sunshine and blue sky, the building remains a focal point of lightness and
brightness. Glass, glass and more glass, radiating daz-zling white light
from every wall. I have never seen such a light reflector. And the weight
of the walls is neutralized by two factors, namely the high glass walls
openly revealing the light steel structure of the building and the radiating
whiteness. (“Das Neue Bauhaus,”  evening edition [31 October 1927];
from Droste, 1990)

However, realities derived from the design created their own problems within the
building: undersized and inefficient heating, huge heat gain and heat loss from expansive,
unprotected, and noninsulated glass facades; poorly maintained roofs, which led to
leakage; and a lack of privacy, which, according to today’s American traditions, would be
unacceptable. For example, art historian Rudolf Arnheim inadvertently revealed a lack of
privacy: “Looking in through the large windows, you can see people hard at work or
relaxing in private” (Droste, 1990).

Gropius resigned as Bauhaus director soon after the building’s completion and was
followed by architects Hannes Meyer and then Ludwig Mies van der Rohe, who
strengthened and focused the coursework in architecture. However, in 1932 the Bauhaus
lost its municipal support and its beloved building after Dessau’s Social Democrats were
defeated by the National Socialist Party. Mies van der Rohe restructured the school and
moved it to Berlin. The Nazis dissolved it in 1933.

The building was transformed after the Bauhaus program moved out. First, on 1
October 1932, it was dissolved as a municipal institution, and then the National Socialist
majority, who described the building as a “squalid glass palace in oriental taste,” pushed
for its demolition. Although the building might have been saved, once the Nazis came to
power, the building was raided. All documentation, drawings, furnishings, and even
fittings were destroyed or stolen. During World War II, the glass curtain wall of the
workshop wing was almost entirely destroyed. In 1948 it was replaced by brick walls
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with small square windows. The building held various institutions: a girls’ finishing
school, a Nazi training school, part of the Junkers military aircraft manufacturing
company, a POW camp, and, after the war, a homeless shelter and the home of schools
displaced by the war. In 1964 the windows were replaced by horizontal bands of glass
with wide spandrels until 1974, when the East Germans included the building on their list
of significant monuments and began restoration. In 1984 it became the home of the
“Center of Form at the Dessau Bauhaus” and, most recently, the “Bauhaus Foundation.”
This organization, currently renamed the “Bauhaus Kolleg” and directed by an urban
planner, addresses the “problems” and “spirit” of the present.

Few of Gropius’s contemporaries and later critics agreed with the Nazis’ assessment.
Before World War II, the Bauhaus buildings were the epitome of modern architecture in
Germany. Hundreds of visitors from Germany and abroad traveled to Dessau. Its renown
extended from constant publicity through photographs, especially aerial photography,
exhibits, publications, and the writings of prominent critics. In 1927 Rudolf Arnheim
wrote about the clarity of structure and skillful yet honest construction. Eleven years
later, Alfred H.Barr Jr., then director of the Museum of Modern Art in New York,
described it as the most important structure of its decade, and in 1954 Sigfried Giedion
called it the first building to employ a radically new conception of space. From the time it
was completed to the present, architects and students in architecture considered the
Bauhaus building in Dessau as one of the most, if not the most, influential buildings of
the modern period of architecture. It remains a mecca for students, practitioners, and
connoisseurs of architecture.

MARCIA F.FEUERSTEIN

Bauhaus; De Stijl; Fagus Werk, Alfeld, Germany; International Style;
Mies van der Rohe, Ludwig (Germany); van Doesburg, Theo
(Netherlands)

Further Reading

Most of the readings in English refer to the building in the context of the school. Few
focus solely on the architectural design. Gropius’s book is an excellent source for
images and the architect’s original ideas. However, it remains in German. There are many
general texts about the school, its activities, masters, and background, as well as
translations of documents, letters, and works from the various stages of the Bauhaus.
Droste, Magdalena, Cologne: Taschen, 1990; as  translated by Karen Williams,
Berlin: Taschen, 1993
Futagawa, Yukio (editor), Tokyo: A.D.A. Edita, 1994
Gropius, Walter,  Munich: Langen, 1930
Kentgens-Craig, Margret (editor), Basel and Boston: Birkhéuser, 1998; as
translated by Michael Robinson, Basel and Boston: Birkhéduser, 1998
Krause, R., “A History of the Development of the Plans for the Bauhaus Building in

Dessau,” 28, no. 2 (1998)
Wingler, Hans Maria, Bramsche, Germany: Gebr. Rasch, 1962; 2nd revised edition,
as Cologne: DuMont Schauberg, 1968; 2nd edition, as translated by

Wolfgang Jabs and Basil Gilbert, edited by Joseph Stein, Cambridge, Massachusetts:
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MIT Press, and London: Cambridge University Press, 1969; 3rd revised edition,
Cambridge, Massachusetts: MIT Press, 1976

BAWA, GEOFFREY 1919-

Architect, Sri Lanka

Geoffrey Bawa is a rare architect whose work combines an environmentally
appropriate beauty with a cultural sensitivity. Bawa was educated within the modernist
tradition in the West, where he was trained both as a lawyer and as an architect. An
urbane, widely read, and well-traveled person, he remains rooted in the soil of his native
land. His buildings are predicated on the landscape and climate—he is as much an
architect of landscape as he is of buildings.

To Bawa, the pitched roof is the archetype of southern Asian architecture. It is the
dominant element that governs his aesthetic, in which shape, texture, and proportion are
the strongest visual factors in his buildings. The great roof, with the building’s sides open
to the flow of air and the view, give “presence to both function and form, to admit beauty
and pleasure as well as purpose” (as told to the author, 1984). Another important feature
of his work deals with movement through the building, modulated by the rooms,
passages, and courtyards that frame vistas or parts of the landscape. Of equal importance
is the play of light, in both the built areas and the “rooms” of the landscaping, which
gives pleasure in addition to giving comfortable, functional use of the spaces. Bawa pays
careful attention to detail, ranging from the expression of structure to the furnishing of
rooms, regardless of the scale of the project.

Bawa has been fortunate to be in the position to choose his projects and select clients
who are sympathetic to his approach. They include artists and intellectuals, private
institutions, and government. The perception and organizational skills of his longtime
partner, Dr. Poologasundram, an engineer, has enabled the Bawa to realize the buildings
as conceived. He has worked with several others in his office for many years, and they
also assist him in the development of his ideas. However, Bawa remains the principal and
controls every aspect of the design.

Bawa designs using numerous freehand sketches, while simultaneously working on
the site layout plan, section, elevation, and details. His partners and colleagues begin to
formalize the work with schematic and working drawings. Often construction drawings
and details are discussed with the craftsman and are changed. In the mode of the master
architect, Bawa will alter his design on-site while the building is under construction. This
technique was even used on his large Parliament Complex Colombo which was built by a
Japanese company on a turnkey basis, but Bawa’s on-site decisions and solutions proved
better and more cost-effective than the original plan.

His personal residences best illustrate his approach to design. His country house,
Lunuganga, has been a continuing project since 1950. Set in a garden of 25 acres, the
house and its free-standing pavilions overlook terraces and a lake, and illustrate his
concerns with site and the expression of a contemporary vernacular. He has periodically
added new buildings and elements, such as a large concrete chess set and a grove of trees
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and benches. Each of the pavilions has its own character and fits into its natural setting. It
is perhaps his masterpiece, and was once described by one of the workmen as “a sacred
place.” His principal residence in Colombo dates from 1969, and consists of four
townhouses joined together with multiple small courtyards and a maze of rooms. It
illustrates well his characteristic skill in working with small spaces to create intimacy and
a sense of place.

The theme of pavilions set in a landscape typifies his architecture, as in the Ena de
Silva House (Colombo, 1962) and the 12 pavilion houses (1973) built in Batujimbar,
Indonesia, and designed with artist, Donald Friend. Low-cost schools such as Yahapath
Endra Farm School (1966) in Hanwella extend this approach into the realm of
institutional buildings. Bawa works this on an even larger scale at the University of
Ruhunu (1984-86) in Matara, on the southern coast. There he not only planned the
university, but also designed the Arts and Sciences faculty building as well as others.
Pavilions of varying size, some of which are placed on stilts, are arranged to take
advantage of the verdant site and the view to the sea.

Bawa is also known for his tourist beach hotels. Bentota Beach Hotel
(Bentota, 1969) has a dramatic entry staircase that spotlights the Sinhalese
batik cloths on the ceiling. The Triton Hotel (1981) in Ahungalla has open
spaces and public facilities

The Garden at Lunuganga, exterior
view showing wood columns
supporting overhang, Sri Lanka
(1950), by Geoffrey Bawa

Photo by Helene Binet © Aga Khan
Award for Architecture
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on the ground floor with bedrooms above, and all have vistas of the beach and sea. A
huge, ornamental entry pool leads to an open-sided reception area, which in turn
overlooks a swimming pool that appears to merge into the sea and sky. This progression
of spaces and visual effects is a common theme that appears in his work. Bawa’s
Kandalama Hotel (1995) in Dambulla is sited on a hillside and approached from a lake. It
takes full advantage of the views, and the concrete-frame structure is expressed in a
modernist facade.

This aesthetic and the use of concrete, steel, and glass mark some of his office
buildings and institutional complexes. His largest single structure, the Parliamentary
Complex in Kotte (1982), is set in an artificially constructed lake. Pavilions of varying
size flank the ceremonial building, with its large central volume containing the
government assembly chamber and ancillary spaces. The huge copper roofs are
reminiscent of monastic and royal buildings of the past yet convey a contemporary
image. Bawa’s buildings, both public and private, cover a range of types, and although
his work is often classified as “vernacular,” it is executed in varying styles.

Bawa’s work is contemporary yet seems to have existed in the landscape over the
ages; it is a truly timeless architecture. Artist Barbara Sansoni wrote that his work
“represents the distil-lation of centuries of shared experience, and links at the first level
of achievement, its ancient architecture to that of the modern world” (Taylor 1986).

HASAN-UDDIN KHAN

Biography

Born in Colombo, Sri Lanka, 23 July 1919. Studied English literature, University of
Cambridge, England; bachelor of arts 1941; studied law, Middle Temple, London;
barrister-at-law 1943; attended, Architectural Association, London; degree in architecture
1956. Private practice, Colombo, from 1956; partner, Edwards Reid and Begg, Colombo
1958; collaboration with Ulrik Plesner 1958—67; adviser to the government of Fiji on the
restoration of the old capital 1986. Teaching fellowship, Aga Khan Pragramme for
Architecture, Massachusetts Institute of Technology, Cambridge 1986. President, Sri
Lanka Institute of Architects, Colombo 1969—70; honorary fellow, American Institute of
Architects 1983; member, Master Jury, 4th Aga Khan Awards for Architecture 1989.
Vidya Jothi (Light of Science) 1985. Since the mid-1990s Bawa has been totally
incapacitated and unable to work: his projects are being completed by his staff.

Selected Works

Almost all of Bawa’s buildings are in Sri Lanka with the exception of severalin Bali,
southern India, and Indian Ocean islands.

Lunuganga, the Garden House, Bentota, 1950

Carmen Gunasekera House, Colombo, 1959

Ena de Silva House, Colombo, 1962

The Architect’s Office, Colombo, 1963

St. Bridget’s Montessori School, Colombo, 1964
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Yahapath Endera Farm School, Hanwella, 1966

Geoffrey Bawa House, Colombo, 1969

Bentota Beach Hotel, Bentota, 1969

Serendip Hotel, Bentota, 1971

Pavilions, Batujimbar, Bali, 1973

Peter White House, Mauritius, 1974

Neptune Hotel, Beruwela, 1974

Agrarian Research and Training Institute, Colombo, 1975
Mahaweli Office Building, Colombo, 1978

Triton Hotel, Ahungalla, 1981

Integral Education Center, Piliyandale, 1981

Parliament Complex, Sri Jayawardenpura, Kotte, 1982
Phase I, Science Faculty, Ruhunu University, Matara, 1984
Phase 11, Arts Faculty, Library and Administration Building, Ruhunu University, 1986
Royal Oceanic Hotel, Negombo, 1986

United Nations Building, Malé, Maldives, 1992

Currumjee House, Mauritius, 1995

Kandalama Hotel, Dambulla, 1995

Selected Publication

(with Christoph Bon and Dominic Sansoni), Singapore: Times Editions 1990
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BEHRENS, PETER 1868—-1940

Architect, German

Peter Behrens was one of the most prolific architects of his generation. He created
buildings ranging from embassies, monuments, bridges, churches, and giant factories to
domestic houses, workers’ estates, and apartment blocks. He also became the first
industrial designer in the modern sense; he was responsible for mass-produced furniture,
textiles, cutlery, ceramics, and glass in addition to his well-known range of electrical
appliances for the AEG, or General Electric Company. His graphic work was enormously
successful, and he was active in theater design, calligraphy, and typography. He was a
teacher and a writer, and he had a strong influence on the development of his assistants,
who were to become the most celebrated architects of the next generation. Behrens was
born in St. Georg, Hamburg, and he was the son of a landowner who did not marry his
mother. Both his parents died when he was young, and he was reared by a guardian from
the age of 14. On leaving school in Altona in 1886, he chose to study art and attended the
Gewerbeschule, Hamburg, and the Kunstschule, Karlsruhe, until 1889, before becoming
first a pupil of Ferdinand Briitt in Diisseldorf and then of Hugo Kotschenreiter in Munich.
Behrens went through various phases in his painting style; at first he was influenced by
the realist and impressionist work of Dutch-German and Dutch artists, such as Wilhelm
Leibl and Max Liebermann, before turning to studio compositions of a more symbolist
approach. Behrens never sought or acquired formal qualifications as an architect. In the
later 1890s, while still living in Munich, he executed a number of woodcuts in a flat,
linear style and became drawn into the group that formed the Vereinigten Werkstétten fiir
Kunst im Handwerk, designing and exhibiting ceramics, glass, jewelry, furniture, and
women’s clothing. His large woodcut, (1898), became one of the best-known images of
Jugendstil, or German Art Nouveau.

In July 1899, as a result of his reputation as an artist and designer, he was invited to
join the artists’ colony at Darmstadt, which was being established under the patronage of
Grand Duke Ernst Ludwig of Hessen. This colony was planned and launched with ducal,
government, and industrial support to stimulate the role of applied art in the local
economy and to bring prestige to the city. The seven artists brought together at Darmstadt
were to be a free creative community, and to exhibit their work regularly; they were to
live in houses designed by the Austrian architect Joseph Maria Olbrich, with the
exception of Behrens, who designed his own.

This house, his first, was to accommodate himself, his wife, and their two young
children. It was intended, like the other houses of the (artists’ colony), to be at once a
dwelling and a permanent exhibit of the new architecture, a statement of a way of living
and a model of style.

Behrens’s house is basically cubic in form, with a red-tiled pyramidal roof. A gable
dominates the main facade, and the plain white walls are relieved with decorative pilaster
strips, quoins, and architraves in molded green-glazed bricks. Internally, the ground floor
is comprised of an entrance hall with wide sliding screens that open into a music room
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that in turn connect to a dining room, so that virtually the whole space can be unified
when desired. The studio is a principal room upstairs. Behrens designed all the interior
decorations—the furniture, carpets, curtains, light fittings, cutlery, glass, china, and
linen—in harmony. He and his house played a major role in the 1901 exhibition of the
artists’ colony, titled (A Document of German Art). In his first year in the colony, he
wrote and published a long essay on the theater, and designed a round, highly
centralized Festival Theatre, the plans of which were published but never realized.

In 1902 Behrens’s first printing type, Behrens-Schrift, was published. He was to
design a number of typefaces, including a special face for the AEG that is still used today
for that company’s logo, and, with Anna Simons, the inscription on the portico of the
Reichstag in Berlin,  (1909).

Of importance to his growing reputation was his contribution to the First International
Exhibition of Modern Decorative Arts in Turin in 1902. He was responsible for the
Hamburger Vorhalle, a powerfully modeled, cryptlike, top-lit hall. It may be considered
the most Art Nouveau of Behrens’s architectural works, and the strongest expression of
his admiration for Frederich Nietzsche’s philosophy. Following this, his architecture
became more rectilinear and geometric, and indeed it remained so for the rest of his
career.

In 1903 Behrens moved to Diisseldorf, where he had been appointed director of the
School of Arts and Crafts. In that year, he traveled in England and Scotland, visiting
houses by Edwin Lutyens and Charles Rennie Mackintosh. A striking demonstration of
Behrens’s new, coolly geometrical style was seen in the garden layout and pavilion that
he designed for the Diisseldorf Gartenbau und Kunstausstellung (Garden Design and
Pavilion) of 1904. In harmony with the restaurant pavilion (which Behrens furnished with
Mackintosh-like ladder-backed chairs) were rectangular white latticework pergolas,
creating what was described as “habitable nature, a living room in the open air” (Osborn).
A lasting influence on Behrens’s design procedure came from the proportional grids,
based on the square and the circle evolved by the Dutch architect J.L.M.Lauweriks, who
joined Behrens’s staff in that year. Behrens spent the summer of that same year studying
the antiquities of Rome and Pompeii.

Between 1904-06, Behrens designed a number of buildings that directly
fuse the elements of simple geometry with classically derived decoration.
For example, the complex of buildings for the Northwest German Art
Exhibition of 1905 was symmetrically grouped on a broad rectangular

space to form an ensemble
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Behrens House (architect’s house
Kiinstler-Kolonie), Darmstadt,
Germany, designed by Peter Behrens
(1901)

© Earl Moursund/GreatBuildings.com

of cubes, pyramids, domes, and triangles. The stark white buildings with their bold
geometric surface patterns suppressed any expression of their material or constructional
elements. His domed, octagonal exhibition pavilion in Dresden for the Delmenhorster
Linoleumfabrik of 1906, as well as the range of linoleum patterns exhibited in it, led to
Behrens’s recognition as an artist who was gifted for and suited to working with modern
industry.

Behrens’s friendship with the patron Karl Ernst Osthaus of Hagen led to a number of
commissions in the city, as well as to his famous Crematorium nearby at Delstern (1906—
07). They included a lecture theater for the Folkwang Museum (1905), a shop for the firm
of Josef Klein (1905-07), a large octagonal Protestant church that was never built (1906—
07), and an important group of houses on an estate at Eppenhausen, for which Osthaus
was the developer.
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The garden suburb at Eppenhausen was divided by Osthaus into three zones, and he
asked Behrens, Lauweriks, and the Belgian Henri van de Velde to prepare related groups
of houses for each area. Behrens’s were built between 1909 and 1912, following a
dramatic new phase in his life as artistic adviser to the AEG. He moved to Berlin in 1907,
and his three houses (the Cuno, Schroeder, and Goedecke houses) were detailed and su-
pervised by Walter Gropius. Gropius was the closest to him of the team of assistants he
had engaged to join his Berlin studio, to work on his now immensely expanded practice.
The most impressive of the houses remains the Cuno house (1909-10). Rectangular in
plan, it resembles a Palladian villa, with a nearly symmetrical disposition of the rooms on
the ground floor. The living room on the garden side, centrally placed between the
identically scaled dining room and the ladies’ drawing room, opens through a large three-
light French window onto a generous terrace. The most striking feature of the main, street
facade is the curved central tower, recessed into the plane of the front walls, which rises
the full height of the elevation and contains a spiral staircase. This, with its five plain
narrow windows between slender piers, is flanked by a rusticated ground-floor story in
local stone, above which plain, smoothly rendered wall surfaces are broken only by three
square bedroom windows on either side in the upper story. The web of horizontal and
vertical tensions of the design is given an asymmetrical rhythm by the stone wall of one
of the balconies (which flank the house on either side), wrapping around to the front as a
thick buttresslike wall. Horizontal emphasis is given by the low-pitched roof set behind a
stepped-back parapet, a thin emphatic cornice, and a similar stringcourse halfway up the
facade.

The most remarkable development in Behrens’s career was his appointment in 1907 to
the AEG. He redesigned the firm’s range of arc lamps, kettles, coffee pots, fans, clocks,
radiators, and motors, bringing enormous commercial success to the firm. He designed a
vast range of brochures, posters, and catalogs and devised typefaces as well as the logo of
the company. More important, he became responsible for the firm’s industrial
architecture. In 1910 the best known of his factory buildings, the Turbine Hall at Moabit,
was completed. The largest steel hall in Berlin of its time, this great building is formed of
22 girder frames exposed along one side; the main facade has a huge steel-framed
window under a curved segmental concrete gable; the profile is made up of six straight
facets. This rests on massive-looking concrete piers, grooved horizontally, which affect
the corners on either side. Its peculiar genius lies in the expressive force of steel and glass
used on a large scale, without historical decorations of any kind.

Between 1908 and 1914, a range of giant factory buildings on the Humbolthain in
Berlin were designed by Behrens and his team, which included Ludwig Mies van der
Rohe and, for a brief period, Charles-Edouard Jeanneret (Le Corbusier) alongside
Gropius. The most significant of these steel-framed buildings were the High Tension
Materials Factory (1910), a powerful, expressive multistory complex with echoes of
classical form in its triangular pediments and pilasterlike columns on its principal facade,
and the Small Motors Factory (1910), with its vast, stoa-like range of 20-meter-high brick
piers facing Voltastrasse. Also, there is the Assembly Hall (for large machines, 1912)
flanking Hussitenstrasse, with its restrained grid of repeated horizontal and vertical
elements framing the large rectangular windows.

A major state commission of the period was the German Embassy, St. Petersburg
(1911-12), which owed inspiration to Roman of the 16th century and to Schinkel’s
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Altes Museum. An astonishing number of other large projects that were completed
included the head office of the Mannesmann Tube Company in Diisseldorf (1911-12), a
pioneering exercise in modular planning and construction; the Continental Rubber
Company Factory in Hannover (1911-12); the Frankfurt Gasworks Complex (1911-12);
and the Festival Hall for the 1914 Werkbund Exhibition in Cologne.

Behrens’s contract with the AEG was terminated in 1914. After the war, he published,
with Heinrich de Fries, (1918; On Economical Building), which advocated low-cost
housing schemes to be built of reinforced concrete, incorporating the latest facilities and
communal social services using standardized units to create varied types of
accommodation with built-in storage cupboards to maximize the space.

Following a period of brick expressionism—used, for example, for the head offices of
the Hoechst Dyeworks for IG Farben and the Dombauhiitte (Cathedral Masons’ Lodge)
exhibition building in Munich (1922)—Behrens’s style changed yet again. This time the
change led to mainstream International Modern, a style for which his own earlier work
had been formative. Other projects included blocks of flats (1924-28) for the authorities
in Vienna, where he lived following his appointment as professor of the Master School
for Architecture, the small house New Ways in Northampton, England (1923-25), his
terrace block on the Weissenhof estate in Stuttgart (1926-27), his house for Dr. Lewin,
Berlin (1929-30), and the superb villa for Clara Gans in the Taunus Mountains (1931).
All of these buildings had flat roofs over plain, cubic forms with a strong horizontal
emphasis. His pavilion for the 1931 Berlin Building Exhibition was a delightful,
prototypical women’s clubhouse comprising several low intersecting cylindrical
elements.

During the Third Reich, despite being attacked as a Bolshevist, the elderly and sick
Behrens was invited to design a new AEG headquarters (1937-39) for the North-South
Axis of Berlin being planned by Albert Speer. It was never constructed.

ALAN WINDSOR

AEG Turbine Factory, Berlin; Art Nouveau (Jugendstil); Corbusier, Le
(Jeanneret, Charles-Edouard) (France); Gropius, Walter (Germany); Mies
van der Rohe, Ludwig (Germany); Olbrich, Josef Maria (Austria); van de
Velde, Henri (Belgium); Werkbund Exhibition, Cologne (1914)
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Born in Hamburg, Germany, 14 April 1868. Attended the Karlsruhe and Diisseldorf Art
Schools 1886—89; studied privately in artists’ studios 1887-89. Married Lili Kramer
1889. Founding member, Munich Sezession 1893; co-formed Die Seben art colony,
Darmstadt, Germany 1899; designer to electrical combine AEG, Berlin 1907. Established
own firm, Berlin 1907. Director, Nuremberg Master Course in Architecture, 1902; head
of Diisseldorf School of Applied Arts 1903-07; director, Academy of Art, Diisseldorf,
Germany 1921-22; director and professor, School of Architecture, Vienna Academy of
Fine Arts, Vienna 1922-27; director, Department of Architecture, Prussian Academy of
Arts, Berlin 1936—40. His pupils included Le Corbusier, Walter Gropius, and Ludwig
Mies van der Rohe. Died in Berlin, 27 February 1940.
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Selected Works

Behrens House, Kiinstler-Kolonie, Darmstadt, 1901

Hamburger Vorhalle, Exhibition of Modern Decorative Arts, Turin, 1902
Garden Design and Pavilion, Diisseldorf, 1904
Exhibition Buildings, Northwest German Art Exhibition, 1905
Lecture Hall, Folkwang Museum, Hagen, 1905
Exhibition Pavilion, Delmenhorster Linoleumfabrik, Dresden, 1906
Crematorium, Delstern, 1907
Shop for Josef Klein, Hagen, 1907
Protestant Church (unbuilt), Hagen, 1907
Schroder House, Hagen-Eppenhausen, 1909
Cuno House, Hagen-Eppenhausen, 1910
AEG Turbine Factory, Berlin (with Karl Bernhard), 1910
AEG High Tension Materials Factory, Berlin, 1910
AEG Small Motors Factory, Berlin, 1910
Goedecke House, Hagen-Eppenhausen, 1912
AEG Large Machinery Assembly Hall, Berlin, 1912
AEG Railway Equipment Factory, Berlin, 1912
German Embassy, St. Petersburg, 1912
Mannesmann Tube Company Headquarters, Diisseldorf, 1912
Continental Rubber Company Office Building, Hanover, 1912
Gas Works Complex, Frankfurt, 1912
Festhalle, Deutscher Werkbund Exhibition, Cologne, 1914
Nationale Automobil Aktien-Gesellschaft Housing and Factory, Berlin, 1917
Dombauhiitte, Kunstgewerbeschule, Munich, 1922
IG Farben Dyeworks Headquarters, Hoechst, 1924
New Ways House, Northampton, 1925
Terrace House Apartments, Stuttgart, 1927
Low-income Housing Blocks, Vienna, 1929
Kurt Lewin House, Berlin, 1930
Ring der Frauen Pavilion, Berlin Building Exhibition, 1931
Clara Ganz Villa, Kronberg im Taunus, 1931

AEG Administration Building (unbuilt), Berlin, 1939

Selected Publications

1900
1901
“Haus Peter Behrens,” Darmstadt, 1901, brochure
1902
1917
(with Heinrich de Fries), 1918
1920
1927
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BEIRUT, LEBANON

The modern face of Beirut hides the city’s long architectural and urban history. Recent
archaeological excavations, generated by the post-civil war reconstruction, have provided
further evidence that different civilizations have continuously inhabited the city since at
least the Iron Age. Hardly any architectural landmarks remain from before the 19th
century, with the exception of some religious buildings. Beirut remained a secondary
settlement to other cities along the eastern Mediterranean coast, such as Tripoli and
Damascus until 1831, when Ibrahim Pasha of Egypt, in his failed insurrection against the
Ottomans, took it as a base, and attracted merchants and consuls. Since then, the city has
grown from a town of 10,000 to a metropolitan district of about 1.5 million today.

The early years of growth were supported by many Ottoman modernization projects,
conducted mostly through concessions to European companies. These included harbor
expansion, public utilities, military facilities, and transportation networks, and most
notably, the toll road to Damascus (1863). Buildings such as the Orozdi Bek Department
Store (1900), the Arts and Crafts School (1914), including some of its extramural
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residential quarters and missionary educational facilities, display a Mediterranean
architectural character that attests to the open cultural exchange at the time.

During World War I, Beirut suffered a famine, losing much of its population of
100,000. A major urban-planning endeavor was mounted by the Ottomans, that would be
completed during the French mandate (1918-43) in the form of Place de I’Etoile. The
mandate created a new nation-state—Greater Lebanon—with Beirut as its capital. With
the exception of urban improvements in the city center, the mandate continued the
modernization-by-concession process started by the Ottomans. It was not until 1932, in
the face of social tensions caused in part by the Great Depression, that an attempt at
large-scale urban planning began. Two master plans were advanced: one by the Danger
Brothers in 1932 and one by Michel Ecochard in 1942. The first created commercial
centers for new residential areas, while the second introduced a major road network
linking the port and airport with the hinterland. Neither plan was implemented.

The building of the city’s new quarters and institutions was carried out by some of its
established architects, including Yousif Aftimos and Mardiros Altounian. Aftimos helped
develop the ornate facade architecture of the new avenues in the city center, such as the
Municipality Building (1933) and Maarad Street (1930s). Altounian elevated Oriental Art
Deco motifs, extending it to civic architecture for the Lebanese Parliament and the
National Museum buildings. The pre-World War II period also saw the rise of a new
generation of architects, such as Antoun Tabet, Farid Trad, Ilyas Murr, and Bahjat
Abdulnour. Tabet’s link with the studio of Auguste Perret heralded the expressive
application of concrete-and-steel technology by many engineer-architects of the period,
whereas the work of Murr and Trad extended the forms of late Ottoman architecture into
the French mandate (1918-43) and early independence (1943-58). This extension of
styles and building types attests to the continuity within the urban developmental culture
across the different political epochs. Interestingly, a new vernacular architecture was
developed during this period, featuring multistory residential buildings built to absorb the
growing population.

Beirut’s economic primacy in the region was boosted by the sudden loss of
competition from the city of Haifa and the beginning of the Arab-Israeli conflict in 1948.
This was supported by Lebanon’s strong banking and services sectors, and by the
presence of foreign business interests; it was paralleled by the strong intellectual and
political life that gave Beirut the reputation of being a breeding ground for regional
political and cultural movements. Architecture, however, remained cast in the
professional, technical arena. Following a brief civil war in 1958, urban development was
guided by a new welfare state and a new ministry of planning. Two major master plans
were proposed for Beirut; one by Constantinos Doxiadis in 1957-59 and one by Michel
Ecochard in 1963-64. Both master plans acknowledged the growth of the city and the
need to develop physical planning at a regional, and even a national, scale. The country’s
new institutions and infrastructure were given a strong modern image, as exemplified by
the Central Bank as designed by Swiss architects Addor et Julliard, among others.
However, the buildings were distributed mostly in the suburbs including such important
projects such as the Ministry of Defense (1965) and the Lebanese University (late 1960s)
by Maurice Hindieh and André Wogenscky. Hence, they did nothing to improve the
urban layout. Other architects of the period, such as Pierre el-Khoury, Bahije Khoury-
Makdisi, Wassek Adib, Pierre Neema, George Rayes, and Assem Salam, helped to
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generate a professional culture that guided Lebanon’s architecture more effectively than
the intellectual networks and academic institutions. For example, Khoury’s Ecole
Technique provided a model for institutional buildings, whereas Adib’s collaborations
with Polish architect Karl Schayer provided the city with a facade along the seafront. The
Corniche combined a rational, structural frame with expressive ground planes and roofs.
With such buildings as the Shell Building (1962) by Schayer and Adib and the more
mannered work of Joseph Philippe Karam, the city acquired a new building type: a
mixed-use apartment building, that would come to dominate urban as well as suburban
development.

What emerged in the early 1960s as a vigorous expression of flexibility turned into a
formal anonymity in the 1970s under the pressure of speculative construction. Architects,
such as Pierre Neema and Michel Ecochard, sought a more institutional expressiveness,
as demonstrated by Neema’s Electricit¢ du Liban (1962). Samir Khairallah and Assem
Salam would consciously incorporate regional styles, with Salam actively debating with
other Arab architects, such as Rifaat Chadirji (Iraq) and Jaafar Toukan (Jordan), about
national and Arab identity expressed through architecture. Despite the rise of many
schools of architecture, practice maintained its primacy in generating architectural
attitudes. This was caused by the continuation of a technical approach to architecture and
by the effectiveness of competition and open exchange that dominated the development
culture.

Beirut would witness exponential growth in population, from 10,000 within the
municipal district in 1920, to about 1.5 million in the metropolitan area by 1975. With
about half of Lebanon’s population occupying 5 percent of the land, Beirut had become a
virtual city-state. This imbalance in growth and development attracted the rural
population to the city, causing over-crowding in its immediate suburbs, and dire
socioeconomic problems. During the same period, the city also absorbed Palestinian
refugees increasing social tensions in the city. It led, along with religious and regional
conflicts, to a succession of wars between 1975 and 1990, and included the invasion of
the city by Israel in 1982. From 1975 to 1990, Beirut would suffer extensive damage,
leaving much of the commercial center’s architecture destroyed.

Since the 1990 Taef Accord, which reconciled Lebanon’s warring
factions, Beirut has been the focus of Lebanon’s reconstruction efforts.
The emphasis has been on rebuilding road networks and infrastructure
services and enlarging the city’s port and airport. Much of the urban
planning was guided by the (1986), a study developed by the Mission
Franco-Libanaise d’Etude et d’Aménagement, which called for
decentralization of the commercial activity toward regional centers, and
for a peripheral highway around the city. This study also stipulated a
special project for the city center, which was the area most affected by the

war. The city center was eventually developed by a private real
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Banque du Liban et d’Outre Mer,
Beirut, Lebanon, designed by Pierre el-
Khoury (1996)

Photo courtesy Pierre el-Khoury © The Aga

Khan Award for Architecture
estate holding company that was set up to execute a master plan, developed by the Arab
consultant Dar al-Handasah (Shair and Partner). This plan caused controversy regarding
liquidation of property into shares, destruction of old streets and buildings, and the highly
speculative new development. The vague, urban design that characterized the plan was
further developed by American architectural firms, including Skidmore, Owings and
Merrill and Perkins and Will, but they failed to bring formal clarity to the street layout, or
create continuity between the streets and buildings. New buildings in the city center have
been burdened by the responsibility of recreating the lost heritage, and by an inability to
project a bold urban presence. Rafael Moneo’s design for the city bazaar has challenged
the separation between urban design and architecture. Public institutions that had been
built during the early independence period were retrofitted and enlarged. Many of them,
including the Sports City, the Lebanese University, and the Presidential Palace, were clad
with historicist styles, creating a link between the preservation policies of the city center
and the restoration of modern buildings. The more promising architects of this period,
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including pre-civil war architects like Pierre el-Khoury (Ghazal Tower and Moritra
Residential Building) and Jacques Ligier-Belair, as well as some of the younger
architects, are experimenting with newer, more articulate building typologies for different
uses.

In the late 1990s, when a constantly changing urban fabric and a rapidly disappearing
architectural heritage seemed to undermine the search for continuity and invention, a
postwar generation of architects was also challenged by speculative tendencies and
environmental and preservation problems.

HASHIM SARKIS

Further Reading

Recent reconstruction activity in Beirut has generated extensive literature about the urban
planning process as well as a renewed interest in urban and architectural history.
Extensive research is currently being conducted in Beirut and in archives in Paris and
Istanbul, led by a new generation of historians who are already beginning to make
remarkable contributions to the understanding and reassessment of the city’s architectural
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BELGIUM

At the turn of the century, Belgian architecture played a vital role in the promotion of
modern architecture with its Art Nouveau style, developed by the pioneers Victor Horta
and Henri van de Velde. Art Nouveau was born as a reaction against the eclectic styles
that had prevailed during the 19th century, such as neoclassicism, promoted by the
academies, and neo-Gothic styles, taught at the St. Lucas Institutes.

Horta’s design for the Tassel House (1893, Brussels) already revealed all the
characteristics of this new style: a new language of elegant curvilinear forms, a dynamic
manipulation of interior spaces, and a decorative use of steel and wrought iron as
structural frames. This project brought him an influx of both private and public
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commissions in Brussels such as the Maison du Peuple (1899), the architect’s own house
(1898), the Aubecq House (1899), the Van Eetvelde house (1901), and the Waucquez
Department Store (1906).

By 1895 Henri van de Velde, a prolific theorist and the first industrial designer, had
designed his own house Bloemenwerf (1895, Uccle/Ukkel, Brussels) as a  (total work
of art). Designed to the smallest details, this two-story house comprises a series of
irregular polygonal rooms organized around a central hall with an upper balcony. This
spatial nucleus acts as a symbolic womb from which art could be generated from within
the family core to fight the ugliness that prevailed in contemporary society; the latter
concept would become the basic tenet of his theoretical writings.

Reacting against the exuberant curvilinear forms of Art Nouveau, the Viennese
architect Josef Hoffmann designed the Palais Stoclet (1911, Brussels) with simple and
pure cubic forms stressing their planarity and rectangularity, an implicit reference to
classicism. Although it was quite rare that an international architect would be
commissioned for a work in Belgium, this does illustrate the international recognition
Belgian architecture received before World War 1.

During the Interbellum, Belgian architecture held the function of rebuilding the
country. The main task was to provide sound and hygienic houses for the working
classes. Louis van der Swaelmen (1883-1929), a landscape architect and an early town
planner, promoted the idea of garden cities. Under his direction, a number of architects
designed some of the finest examples of collective habitations. Notorious examples are
the Small Rusland Industrial District (1923, Zelzate, East Flanders) and the Kapelleveld
(1926, St-Lambrechts-Woluwe, Brussels) designed with Huib Hoste (1881-1957), the
Cité Moderne (1923, St.-Agatha-Berchem, Brussels) designed with Victor Bourgeois
(1897-1962), and the Logis (1927, Boisfort/Bosvoorde, Brussels) developed with Jean-
Jules Eggericx (1884-1963).

After his return from Germany, where during the period 1907—14 he was active in the
Kunstgewerbe of Weimar, Henri van de Velde, the precursor of the Bauhaus founded by
Gropius in 1919, would in 1926 become the first director of the Intsitut Supérieur des
Arts Décoratifs (ISAD), also known as La Cambre. La Cambre was to become the
leading educational institute where most of the modern architects were trained by the
pioneers of the modern movement, such as Louis Van der Swaelmen, Huib Hoste, Victor
Bourgeois, Antoine Pompe (1873—-1980), and Louis Herman De Koninck (1896—1984).

In 1930 Brussels hosted the third Congrés Internationaux d’Architecture Moderne
(CIAM) to discuss the problems of national housing developments and their relationship
to public amenities in urban areas. To seek a solution to these architectural and urban
problems was the main intent of the Charters of Athens, signed in 1933.

Individual residences remained a more graceful subject to explore the new directions
modern architecture could take. In 1927 the painter Guiette invited the French architect
Le Corbusier (1887—-1965) to design his House and Studio as a variation of his Citronhan
house. Van de Velde’s built work during this period reveals a more mature modern style.
Flat roofs, rounded corners, cantilevered balconies, and carefully selected material
textures are some of the main characteristics of La Nouvelle Maison in Tervuren (1928,
Brabant). Van de Velde’s library building for the University of Ghent (1936, East
Flanders) is a concrete building that forms a landmark in the city, with its vertical
articulated tower and horizontal building volume that stretches a whole city block.
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De Koninck and Bourgeois, two talented and influential architects, promoted the ideas
of functional rationalism. Because both were professors at La Cambre, their influence on
future generations of architects would be pervasive. Adapting the doctrines of Adolf
Loos, De Koninck’s projects, such as the Dotremont house (1932, Brussels), reveal a
rational synthesis of plan, a technical virtuosity, and an acute sense for spatial
composition. As meritorious as these projects are, they remained isolated instances and
failed to generate a wide following as most buildings were designed without the
intervention of an architect. It was only in 1939, just one year before the outbreak of
World War 11, that an act was voted to protect the architectural profession, which in turn
led to the establishment of the Belgian Order of Architects.

After World War 11, the focus once again turned to reconstruction, yet this time the
pragmatism and the logic of modernism prevailed. New building programs, major public
infrastructures, and sanitation were the main concerns in the larger cities such as
Brussels, Ghent, Antwerp, and Liége/Luik. The National Society for Low-Cost Housing
(1919), governed by politicians and technicians rather than architects, directed the
building industry. CIAM members eagerly awaited commissions to put the ideas of the
Athens Charter into practice. These architects proposed developing multistoried
buildings; however, most of the rest of the country opted for surface building. Examples
of high-rise towers for habitation are Renaat Braem’s (1910-) apartment buildings in Kiel
(1958, Antwerp); the group EGAU’s  complex in Li¢ge/Luik (1951-70); and Willy Van
Der Meeren’s (1923-) social housing high-rise in Evere (1954, Brabant).

During the 1950s, architects exposed to the progressive movements of the
international scene experimented with individual housing projects. The English-born
architect Peter Callebout (1916-70), who produced some of the subtlest villas during the
1950s, including his Gerard House (1949, La Plante, Namur), was inspired by Japanese
architecture and influenced by Alvar Aalto. The individual residences by Jacques Dupuis
(1914-84), such as his Bertrand house (1949, Uccle/Ukkel, Brussels), reveal a more
organic approach. The modernism of La Cambre is exemplified by the work of Roger
Bastin, such as his design for the Matagne House (1950, Namen/Namur), the architect’s
own house (1960, Namur/Namen, with G.van Oost), and his St. Nicholas Chapel (1961,
Namur/Namen), with its elements of English Brutalism. The modern avant-garde, such as
Willy Van Der Meeren—an inventive constructor with a social commitment, sporadically
experimented with new formal solutions for a minimal dwelling such as the Ceca houses
(1956) in Tervuren.

Early examples of modern public buildings can be found in the coastal city of Ostend.
Its Post Office building (1953) designed by Gaston Eysselinck (1907-53); its Townhouse
(1954) by Victor Bourgeois; and its Casino (1951) by Leon Stijnen (1899-1990)
exemplify how large spatial complexes whose facades contain large portions of glass can
create a monumental style.

The 1958 World Exhibition held in Brussels celebrated the victory of modernism, with
traditional building being relegated to the Vieux Bruxelles (Old Brussels) area. New
materials such as prestressed concrete, tension wires, glass, steel, and aluminum, and
innovative structural systems such as rigid shells were exhibited to the public at large.
The Philips pavilion by Le Corbusier and Xenaxis and the Marie-Thumas pavilion by
L.J.Boucher (1929-), J.P.Blondel (1924-), and O.Filippone (1927-) illustrated how these
new systems could be adapted to host a wide variety of functions.
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During the early 1960s, project developers and architects alike exploited modernism
and the International Style. Architectural practices bloomed, and an ever-spreading
growth followed, during which quantity rather than quality would prevail. The different
ideologies that had once distinguished the institutes of architectural education had all
adopted the modern International Style, and differences among them would become one
of language (Flemish versus French) rather then differences in pedagogy.

In 1968, just ten years after Expo 58, a decisive moment marked a turning point in the
Belgian architecture of the 20th century. The student revolts of May 1968 aimed to
expose the devastating consequences of a consumption society in general and that of the
International Style in particular. The project developers were held accountable for their
ever-spreading urge to destruct the old and supplant it with the new without any
consideration for social or cultural implications. The demolition of Horta’s Maison du
Peuple, in 1965, had gone by without any remarkable contest. As a result, two
organizations for historic preservation were established that same year: the St. Lucas
Archives and the Archives et Recherches de I’ Architecture et de 1’Urbanisme (ARAU).

Whereas initially these preservation efforts mainly pertained to buildings of previous
centuries, during the 1980s attention slowly moved to include buildings from the early
20th century, such as the Interbellum Foundation (1981, Ghent) and the Livres Blancs de
I’Agglomeration (1983, Brussels). The latter’s main objective was not only to preserve
but also to rehabilitate significant buildings to make them economically viable. Because
of their efforts, for example, Horta’s Wauquez Department Store (1906, Brussels) was
converted with considerable success into the Belgian Center for the Strip (1988). To
promote modern and contemporary architecture, other foundations were established such
as the Stichting Architectuur Museum in Ghent (1983), the Singel Museum in Antwerp
(1985), and the Fondation pour I’ Architecture Moderne in Brussels (1986).

After the revolts of the sixties, a new generation of architects had to search for a new
frame of reference, deal with the issues of how to integrate the old with the new, and
reassess their role in society. New campus designs for the Université de Liege, for the
Université Catholique de Louvain (UCL), and for the Free University of Brussels
(VUB/ULB) offered great opportunities to put into practice some of the answers to these
problems. The Sart Tilman campus in Liége created a new urban context with its modern
buildings such as the Hospital (1973) by Charles Vandenhove (1927—) and its Sport
complex by B.Albert (1949-). The UCL campus of Louvain-la-Neuve in Ottignies with
its human scale was modeled after the old Flemish . The new campus for the Medical
Faculties of UCL in St. Lambrechts Woluwe (1969, Brussels) offered Lucien Kroll
(1929-) the opportunity to implement his methods of user participation.

Integrating modernism with classicism became the main issue during the 1970s and
1980s. Vandenhove devoted himself to create new languages of designs through the
stylistic transformation of either regional vernacular or classical styles. Examples of the
former are his own house in (Lic¢ge) built in 1961 and adapted in 1974; an example of the
latter is the Delforge House (1983, Namur), with its reference to Palladian architecture.
His assistant, Albert, designed the Villa Herzet (1985, Esneux, Li¢ge) as a Palladian villa,
transforming it to adapt it to the sloping site yet respecting its strict bilateral symmetric
compostion. The plan is organized around a central hallway that stretches from the entry
porch in the front to the garden in the back, where it opens into a semi-circular glass
house. In Antwerp Bob van Reeth (1943—) designed the Van Roosmalen House (1988) in
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reference to the house Loos designed for Josephine Baker in Paris. Located along the
terrace promenade of the Schelde, its design has an industrial maritime style with round
windows, round corners, and roof terraces reminiscent of the deck of an elegant ocean
liner.

During the 1990s, a number of Flemish architects with small practices, such as
Stephane Beel (1949-), Luc Deleu (1944—), and Paul Robbrecht (1950-) and Hilde Daem
(1950-) have gained some international recognition. The latter’s close collaborations
with artists have inspired their minimalist approach toward architecture. Noteworthy
examples are their projects for the Bacob Bank (1988) in Kerksem and the Canal Houses
(1997) in Ghent. The last decade of the century was also marked by the engineered
architecture of one of Belgium’s largest multi-disciplinary firms: Philippe Samyn (1948-)
and Partners. Their oeuvre counts numerous industrial projects such as the OCAS
Research Center for Steel Applications (1991, Zelzate, East Flanders), the Wallonian
Trade Center (1992, Marche en Famenne, Luxembourg), and the Auditorium for the Free
University of Brussels (1993). Although this oeuvre can be stylistically characterized as
High Tech, it does have some classical aspirations and claims to supply the framework in
which life’s activities can unfold.

HENDRIKA BUELINCKX
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BENEVOLO, LEONARDO 1923

Architecture historian and critic, Italy

Leonardo Benevolo is one of the most prolific writers on architecture in Italy. He was
born in Orta in 1923 and graduated from the Faculty of Architecture at the University of
Rome in 1946. Throughout his distinguished career as a professor of the history of
architecture, he has taught in Rome, Florence, Venice, and at the University of Palermo.
He has written more than 20 books on architecture over the last four decades, with a
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focus on urban design and the problems of the city. Although he is not as widely read as
Manfredo Tafuri or Kenneth Frampton, his books serve as important texts in the study of
20th-century architecture, both in Italy and around the world.

Since the early 1960s with Benevolo has concerned himself with the history
and transformations of the city. This book addresses the industrial city, the Utopian city,
and urban legislation in modern Europe. In 1968, with (The Architecture of Cities
in Contemporary Italy), Benevolo addressed the issues surrounding legislation problems
in Italy, the historical environment in relation to contemporary construction, and the
teaching of architecture and urban planning at the university in Italy. In the same year, his
concern with the city was the main focus of (The Architecture of the Renaissance),
with chapters on the ideal city and urban transformations in the 16th century. Here
Benevolo also focused on the evolution of architectural styles, the invention of new
architectures, and the architectural principles of varying periods.

In the early 1970s, Benevolo published (The Adventures of the City), addressing
the problems of the relation between the historical center of the city and the (outskirts),
and the decline and degradation of the Italian city following World War II. Many of the
problems of the city are attributed to territorial organizations, which result from the
interests of public administrators and private landowners, and are perpetuated by obsolete
institutions and customs in Italian society. In 1960 Benevolo published his
(Introduction to Architecture), in which he explained the constructive principles of
architecture in relation to its historical contexts, examining a range of contexts and
surveying architectural types including Greek, Hellenistic, Roman, Byzantine,
Romanesque, Gothic, Renaissance, Mannerism, baroque, neo-classical, and modern.

is a well-illustrated, four-volume opus of the history of the city divided into
antique, medieval, modern, and contemporary periods. The work is an attempt to explain
the origin of the city and to tell the basic story of the development of the built
environment in the history of civilization. It is intended for the average reader as well as
scholars and professionals in the fields of architecture and urban planning. Written in
1960, his two-volume (History of Modern Architecture) has significantly impacted
the architectural history of the 20th century for the last four decades. The first volume
(1760-1914) examines town planning, engineering, and the emergence of the skyscraper
and the avant-garde prior to World War I. The second volume (1914-66) isolates the
canon of architects and buildings that characterize the Modern movement. Other books
that have been translated into English are and . These analyze the built
environment at every level, from the room to the city, and consider the relation between
the built environment and the process of design.

In the mid-1980s, Benevolo published (The Final Chapter of Modern
Architecture). The title of the book refers to the years 1970-85 and the work of individual
architects, such as Kenzo Tange, James Stirling, Charles Moore, and Robert Venturi, and
in Italy, Vitto- rio Gregotti, Renzo Piano, Paolo Portoghesi, and Aldo Rossi. Benevolo
analyzes the tendencies of their work and their personalities in order to synthesize the
realizations and problems of contemporary architecture. He frames his discussion of the
work of this period with a discussion of the late work of the masters of modern
architecture: Le Corbusier, Walter Gropius, and Mies van der Rohe.

In the early 1990s, Benevolo refocused his attention on the problems and development
of the city. In (The Italian City in the Renaissance), he analyzes the transformations
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undergone by Italian cities during the 16th century, with a detailed examination and
comparison of city plans from that period. In (The City in the History of Europe),
Benevolo addresses, in more technical terms, issues such as the detachment of the
modern world from the ancient world, the idea of the city in classical culture, and the
transformations of the city during the Roman Empire. He analyzes the use of perspectival
construction in the Renaissance city and the adjustments made necessary by the rules of
perspective. He looks at new types of cities, such as the coastal city, the international
city, and the industrial city, and addresses the issues facing Europe in confrontation with
the new world of the 20th century.

Benevolo is most certainly a historian dedicated to the ideas of the Modern movement
and is considered among the most influential writers on architecture and urban planning
and the history of the city in the 20th century, in Italy. In his preface to he writes,
“The task of a history of modern architecture is to present contemporary events within the
framework of their immediate precursors; it must, therefore, go far enough into past
history to make a complete understanding of the present possible and to set contemporary
events in adequate historical perspective.”

JOHN HENDRIX
Frampton, Kenneth (United States); Gregotti, Vittorio (Italy); Moore,
Charles (United States); Piano, Renzo (Italy); Rossi, Aldo (Italy); Tafuri,
Manfredo (Italy); Tange, Kenzo (Japan); Urban Planning; Venturi, Robert

(United States)

Biography

Born in Orta, Italy, 1923. Graduated from the Faculty of Architecture at the University of
Rome in 1946. Taught in Rome, Florence, and Venice; professor of the history of
architecture at the University of Palermo 2000.

Selected Publications

1960
2 vols., 1960; new edition, 1999; as 2 vols., translated by H.J.Landry, 1971
1963; as translated by Judith Landry, 1967
1968; 2nd edition, 1970
2 vols., 1968; 9th edition, 1993; as 2 vols., translated by Judith Landry, 1978
1969; new edition, 1990
1971
1973; 2nd edition, 1974
1975; new edition, 1993; as  translated by Geoffrey Culverwell, 1980
1976; 5th edition, 1988
1979
1979
1985



EntriesA-F 245

1993
translated by Carl Ipsen, 1993

Further Reading
Ehresmann, Donald L., Littleton, Colorado: Libraries Unlimited, 1984
Irace, Fulvio, “Interview with Leonardo Benevolo,” 668 (January 1986)
Madanipour, Alj, Chichester, West Sussex, and New York: Wiley, 1996
Morton, P.A., “Pragmatism and Provinciality: Italian Criticism of the American Plan,” 4
(1983)
Sutcliffe Anthony, London: Mansell, 1981

Trebbi, Giorgio, “An Archaeological Park for Rome,” 146 (May 1986)

BENETTON FACTORY, ITALY

Designed by Alfra and Tobia Scarpa; 1967—

The Benetton Corporation was a groundbreaking manufacturer both in terms of their
interest in design and the transition from manufacturer of goods to the making of a
service industry toward the idea of service-oriented production industries of the late 20th
century, which created a culture around a product. Their advanced, just-in-time
production and continual flow of goods from manufacturing to distribution influenced the
layout, design, and siting of their facilities. Spanning three decades of development, these
complexes in Treviso, Northern Italy, were designed by Alfra and Tobia Scarpa,
architects and industrial designers, who designed not only the factory and administration
buildings, but also developed with Benetton a new approach to retail design, which was
initiated with their international franchises in the 1960s.

Tobia Scarpa designed the first factory building for Benetton in 1967 in Paderno di
Ponzano, Treviso, with Christiano Gasparetto and Carlo Maschietto. The complex,
adjacent to an historic villa, comprises an administration building and manufacturing
facility identified by the different roofscapes for the two building typologies, setting up a
dialogue between the two functions, while creating a sense of the whole site.

The manufacturing facility’s primary structure is a girder and parallel series of X-
shaped prefabricated concrete beams. The X-shaped beams, 1.3 meters high by 1.3
meters wide with the profile exposed, have skylight glazing in the interstices, bringing
light to the manufacturing floor. The beams are supported on the 84-meter-long hollow
girder for the entire length of the building, forming the main axis, and by perimeter 9.2-
meter-high precast panels walls with a C-shaped section. The X-shaped beams, with their
sloped angles, reflect light in the interior and have the double duty of integrating the
building systems of pipes and electric wiring through the hollow channel.

The long beam identifies a streetlike spine for local circulation and a wider delivery
area bracketed by the production areas. The success of this layout led to its continued use
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for three additional facilities. Variation in the manufacturing space, through paving and
spatial divisions, makes a comfortable rather than overbearing work space.

A courtyard links the manufacturing hall to the administrative offices, a custodian
house, and the heating plant. Capping the offices, the architects designed pyramidal roofs
with cupola skylights by assembling three triangular 3-inch-thick prefabricated concrete
panels, each with a base of 3.9 or 4.5 meters, recalling the surrounding domestic
landscape. Reference to the local context is also made evident in the rustic waddle and
dab walls, with the sticks still visible.

In 1986 this complex was renovated and expanded to house prototype production,
offices for the computer systems, a conference center, a meeting room, and the runways
for fashion shows. A 600-car underground garage reduces the use of automobiles at the
site and creates unobstructed views to the site. Pedestrian pathways over ramps and
arched bridges above water channels create “streets” to lead to displays of Benetton
prototype stores.

In 1993-95 Benetton hired the Scarpas to build a two-part manufacturing facility in
Castrette di Villorba, Treviso, based on the same layouts as the earlier factories.
Castrette’s singularity lies in the structural system and unobstructed production space
employing a high-tech industrial aesthetic and materiality. The single-story complex was
built as two identical 18,000-meter-squared manufacturing buildings in seven, 25-meter
modules based on the dimensions of the cotton machines. The factory layout has three
distinct areas—centralized assembly, a central roadway spine, and two production areas.
The just-in-time production method made the access key to the site, so the architects
made the central spine a 40-meter-wide roadway, larger than the earlier factory.

To achieve the essential flexible and unobstructed manufacturing space, the architects
employed a structural system developed by Bridon Ropes of Doncaster, England,
normally used for bridges and here used for the first time for a factory building. A
reinforced concrete pier in the center of each of the seven modules anchors pairs of 25-
meter-high steel pylons from which thin steel cables extend to brace the trussed roof. The
roof trusses are, in turn, supported on the exterior reinforced concrete walls. The walls
are clad with insulated ribbed galvanized steel, creating a horizontal emphasis to the
complex. The steel manufacturers dipped the panels in zinc coating to create a
herringbone pattern resembling woven fabrics, symbolic of the activity inside. The
architects recessed the building under overhanging metal eaves with a wide cantilever
over the loading street. On the east and west facades the shed module profile is exposed
in the framework of the seven bays. They were also concerned with maintaining the
vistas and the landscape, so they lowered the building into the earth for a lower profile. In
the below-ground spaces, large skylights illuminate the workers’ cafeteria.

The exposed high-tech structure also conceals in its wall panel system a high-tech
building technology system of robotic production and computer controls in a fiber-optic
cables network and electronic systems. In the 1990s the highly automated sys-tem
provided information to the administrative offices for the control of 7,500 items every
eight hours as they were distributed to Benetton’s 7,000 selling points in the world. Both
visually and structurally, the building expresses the design, manufacturing, and
distribution process of an innovative company.

NINA RAPPAPORT

Factory
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BERLAGE, HENDRIK PETRUS 1856-1934

Architect, Netherlands

Hendrik Petrus Berlage was one of the most significant European architects before
World War 1. Often considered the father of modern architecture in the Netherlands,
Berlage greatly influenced a generation of architects that included J.J.P.Oud, Gerrit
Rietveld, and Mies van der Rohe. His work is known for its transition from 19th-century
historicism to new styles and theories of modern architecture. While his early designs
were revivalist Dutch Renaissance, in the 1890s Berlage rejected historicism to
experiment instead with stylistically innovative forms. Often considered a rationalist,
Berlage was similarly noted for his restrained use of ornament and his insistence that the
exterior of a building express its interior, functional design. Berlage was a pioneer in the
development of 20th-century architecture, and many of his buildings are Dutch cultural
landmarks.

Berlage’s career falls into three periods: 1878 to 1903, his early work through the
completion of the Amsterdam Exchange; 1903 to 1919, his mature period through the
termination of his work for the Kroller-Miiller family; and his late work from 1920 to
1934, when he turns to Cubist forms. Berlage received his formal architectural training at
the Ziirich Polytechnic. After extensive travels, he began working in the Amsterdam
office of Theo Sanders. When Sanders retired in 1889, Berlage opened an independent
office. His first major commission was the purely historicist De Algemeene office
building in Amsterdam. His experiments with restrained, stylized historical forms
culminated in the Amsterdam Exchange. The five successive Exchange designs (1884—
98) show Berlage’s transformation from historicism to modernism. Beginning as a Dutch
Renaissance palace, the Exchange became an original design, reinterpreting, abstracting,
and subjecting historical forms to new ideas about proportion and materials. The
Exchange uses a proportional grid of triangular prisms that harmonizes and unifies the
exterior. In conception, it drew on history as well, as Berlage sought to adapt a native
form for 20th-century use. The first exchanges in the Low Countries had been open
courtyards. Berlage kept that basic idea with glass-roofed trading halls surrounded by
brick arcades.

After 1913 Berlage became “house architect” for the wealthy Kroller-Miiller family
and designed several innovative buildings, including the Holland House in London and
St. Hubertus near Otterlo. The London building code required that Berlage cover Holland
House’s steel frame. He chose terra-cotta plates to fill the space and frame the windows.
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Inside, movable walls divided the office space. Both were innovations. St. Hubertus was
an extravagant hunting lodge; its plan takes the form of stylized antlers in reference to the
story of St. Hubertus and the stag. The monumental conception has been linked to
Wright’s designs.

After 1920 Berlage’s work began to favor geometry even more vigorously. The best
examples of this are the First Church of Christ, Scientist, and the Municipal Museum,
both in The Hague. Both buildings are assemblages of cubic prisms in which geometry
replaces historical quotations. Another late work is the Amstel Bridge, designed as part of
his plan for Amsterdam South. The bridge was a joint effort between Berlage and the city
engineer’s office and was praised by contemporaries as a socially productive
collaboration between state and artist promising cooperation for the future. It combines a
decorated bridge with park space for water recreation.

Both 19th-century theorists and 20th-century innovators influenced Berlage. He drew
inspiration from Gottfried Semper and Viollet-le-Duc, who admired the organic harmony
and holistic creativity of great architecture of the past but who also criticized the cut-and-
paste pattern-book copying that had come to dominate 19th-century architecture.
Similarly, Berlage argued that the architect should shape useful spaces rather than
decorate facades. In his view, a building should express its function from the interior
outward rather than allow surface details to dictate room arrangement. Through lectures
and essays describing his American travels, Berlage was the first major European
architect to publicly declare his interest in the American innovations of Louis Sullivan
and Frank Lloyd Wright. Wright’s work particularly affected Berlage, confirming the
path toward geometric architecture that he had already begun.

Berlage is thus an excellent example of an architect negotiating between the ancients
and the moderns. He was interested in developing a newer architectural vocabulary in
step with the 20th century while also retaining links to the historical past. His best-known
works are modern but based in traditional forms. After 1890 he began to decorate his
buildings with geometric, stylized historical motifs. Preferring simple materials to
imitations and noting that “genuine plaster is better than false marble” ( 1904), he
liked to use materials in accordance with their natural features. Conversely, he disliked
bentwood and the plaster concealment of structural elements, as the exposed iron
supports in the trading rooms of the Amsterdam Exchange demonstrate. Berlage was
especially fond of brick, a material traditionally associated with Dutch architecture. He
retained this link to the past, but he used brick in unorthodox ways, particularly by
exposing it as an interior wall element in residences, for example, the Villa Henny (1898)
in The Hague. Brick gave mass, strength, and an organic pattern to architectural designs
that were intrinsic to the material, not an applied ornament.

Berlage believed that the architect had a social responsibility to improve
living conditions. Consequently, beginning around 1900, his interests
expanded to include city planning as a means of social amelioration,
resulting in expansion plans for several Dutch cities, of which only the
plan for South Amsterdam (1915-17) was implemented. Social concerns
affected Berlage’s interior design as well, which is known for its
geometric focus. He explicitly avoided the vegetative forms popular with

Art Nou-
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Holland House (W.H.Muller office
building), London, designed by
Hendrik P.Berlage (1915)

© GreatBuildings.com

veau designers, such as Victor Horta and Henri van de Velde in Belgium, and he was a
founder of the anti-Art Nouveau reform design store ‘t Binnenhuis (the Interior). He was
interested in higher aesthetic standards for ordinary objects such as furniture, carpets,
books, dishes, and wall coverings and made many designs. His work influenced De Stijl
designers, although there was periodic hostility between Berlage and leading figures
associated with De Stijl.

TIMOTHY PURSELL

Art Nouveau (Jugendstil); De Stijl; Horta, Victor (Belgium); Mies van
der Rohe, Ludwig (Germany); Oud, J.J.P.(Netherlands); Rietveld, Gerrit
(Netherlands); Sullivan, Louis (United States); van de Velde, Henri
(Belgium); Wright, Frank Lloyd (United States)

Biography

Born in Amsterdam, 21 February 1856. Studied painting, Rijksakademie van Beeldende
Kunsten, Amsterdam 1874-75; studied architecture under Gottfried Semper’s followers
at the Bauschule, Eidgenéssische Polytechnikum (now Eidgendssische Technische
Hochschule), Zurich 1875-78; traveled Germany 1879; traveled Italy 1880-81. Married
Marie Bienfait 1887. Worked in Arnhem, Netherlands 1879; associate, later designer,
office of Theodorus Sanders, Amsterdam 1881-84; partnership with Sanders 1884-89;
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private practice, The Hague and Amsterdam 1889—-1934; after 1899, became involved
primarily in urban planning; worked for Miiller and Company, traders, Rotterdam 1913—

19. Awarded Gold Medal, Royal Institute of British Architects 1932. Died in The Hague,
12 August 1934.
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BERLIN, GERMANY

Reciprocal reasons justify historians emphasizing the modern era when studying Berlin’s
architectural history: the sheer amount built and the sheer amount destroyed. Unique
among European capitals, Berlin exemplifies both formative dynamism and annihilative
zest. Between the German unification and reunification (1871-1991), razing spoke as
much as raising—and each still speaks today.

In 1800 Berlin was still a moderate, regional city. Centuries of accommodating the
Hohenzollern and their baroque and neo-classical edifices (by Schiilters and Schinkel,
respectively) added dignity, not development. However, by 1900, Berlin emerged a
continental parvenu—an empire seat whose aggregate population had multiplied 15 times
(from 170,000 to 2.7 million), making it Europe’s third-ranked metropolis and possibly
the most densely inhabited. Heavy industry and railway centraliza tion induced
immigration, necessitating rapid, blanketing, polycentric growth.  (rental barracks)
distended outward from the historical kernel on vast blocks. These massive tenements
(sometimes of six stories and five communicating courtyards) housed 90 percent of
Berliners. Urbanist Werner Hegemann decried this human warehousing. Uncontrolled
speculation overran planning; fervid rebuilding followed demolition. Metropolitan Berlin
became an amnesic place. A newly emerging citizen, the  roamed bustling streets;
sociologists (Franz Hessel and Georg Simmel) were fascinated and repelled. The only
parallel to Berlin’s demographic and economic dynamism was Chicago—a comparison
Mark Twain made. Historical Berlin’s attrition, of course, ultimately resulted from more
than this recycling. The only parallel in warfare, ruination, and division was, ironically,
Jerusalem—a comparison Harry Truman made.

Berlin’s “tradition of no traditions” spawned the 20th century’s preeminent
architectural avant-garde. There was so much to build and so few precedents. While the
19th century’s dawning brought Berlin Schinkel’s brilliance, its ending offered no
comparison. Wilhelmine architecture (1888—1918), named for Germany’s last Kaiser,
Wilhelm II, was an unsteady, eclectic transplant. Wallot’s bombastic Reichstag (1884—
94) and Kark and Raschdorff’s s grandiose Cathedral (1894-1905) were much criticized.
Jugendstil barely touched Berlin despite Henry van de Velde’s brief stay. Bland, stuccoed
brick boxes defined the city. Hints toward a purposefully “reductive” architecture existed,
such as Alfred Messel’s Wertheim Department Store (1904). Radicalism flourished
unchallenged within Berlin’s aesthetic neutrality. World War I reinforced this. Although
many nations were startled into modernity by mechanized war, Germany (like another
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subsequent architectural avant-garde center, Russia) abandoned its conservative political
and social institutions through abandoning its monarchy.

Heavy industry’s futurism imprinted Berlin’s architecture. Berlin rode the industrial
revolution’s second wave, a half century after England’s first push. Berlin meant not
spinning mills but combustion engines, electricity, and intraurban transportation. The
world’s first electric trolley originated here (1881). In this utilitarian  (factory city),
functionalism was the natural order. To prosper, new building tasks—the industrial elite’s
manufacturing facilities, the consumer bourgeoisie’s department stores and offices, and
the proletariat’s mass housing—needed solutions. Berlin’s technological ascendancy
paralleled the rise of steel, glass, and reinforced concrete. A city still becoming, not
being, Berlin liberally explored these new typologies and materials.

Berlin’s 20th-century architectural pageant was not just prescient but stylistically
comprehensive.  Berlin  respected “orthodox” modernism’s mode (Bauhaus
rationalism/functionalism) but also cherished modernism’s  “other” mode
(organicism/keneticism). Only 20th-century Helsinki—through Alvar Aalto—could
compare in dedication to naturalistic automatism. Berlin bred strident variants of both the
“orthodox” and “other” modes: (the New Objectivity) and Expressionism.
Collaborative groups offered solidarity among cacophony. Although Germany overall
excelled at this (as the Deutsche Werkbund’s Munich 1907 founding shows), Berlin after
World War I particularly fostered associations: Walter Gropius’s “Arbeitsrat fiir Kunst”
(1918, later fused with the propagandist “Novembergruppe”); Hugo Héring and Mies van
der Rohe’s antiestablishment “Der Ring” (1924); and Bruno Taut, Paul Scheerbart, and
Hans Scharoun’s Gléserne Kette (Glass Chain, 1919-20)—this last an Utopian euphoria
dedicated to crystalline mountain forms. Peter Behrens, Erich Mendelsohn, Hans Poelzig,
and Ludwig Hilberseimer plied these circles. Berlin’s commitment to competitions also
fostered diversity (continuing into today). Paper architecture thrived. Vying visionary
alternatives brought everything before the public. Architecture’s exuberance paralleled
Berlin’s arts—the Dada montagists’ nihilism, the German Expressionist painters’
ferocious hues, Fritz Lang’s metropolitan expose films, and Bertolt Brecht’s theater of
critical verity.

Straddling World War I, two successive architectural revolutions swept
Berlin. First came Behrens’s reification of the industrial “idea.” His AEG
Turbine Factory (1908—09) created an unexpectedly monumental temple
celebrating mass production. Behrens’s atelier (where Gropius and Mies
schooled) transformed Berlin-Moabit into the world’s most technical and
representational industrialized district. Berlin became symbolic: no mere
metropolis but an “electropolis.” The second revolution, after the war,
posited and probed the aesthetic binary of  versus Expressionism—a

stylistic controversy em
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Neue Nationalgalerie, detail (New
National Gallery), designed by Mies
van der Rohe (1962—68)

© Randall Ott

broiling Mendelsohn, Poelzig, Mies, and others, with Gropius contributing from the
Bauhaus. During the Weimar Republic, Berlin focused Europe’s avant-garde
architectural debate. The volumetric clarity and dryly “objective” tectonic of Mies’s
Concrete Office proposal (1922-23) countered against the organic complexity of
Poelzig’s Grosses Schauspielhaus (1919) and Mendelsohn’s Einstein Tower (1920-24) in
Potsdam. Yet positions fluctuated. Mendelsohn, although inspired by relativity’s
indeterminacy at Potsdam, celebrated constructional pragmatism in his Luckenwalde Hat
Factory (1921-23). Mies’s 1921 Friedrichstrasse Competition project simultaneously
presented the competing aesthetics in stark, orthographic stalemate: unrelenting
rationalism in section intersected by exuberant Expressionism in plan. Here, Mies fed a
Glass Chain crystal through a  slicer, saving and stacking only the repetitive segments
from its middle girth. Gropius also vacillated. Expressionist balconies blurred his 1922
unbuilt Chicago Tribune Competition entry’s tectonic lucidity. Gradually, Berlin
architects reached better syntheses—Emil Fahrenkamp’s Shellhaus office block (1930—
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31) or Mendelsohn’s commercial Columbushaus (1931-32). The very fact that Berlin
architects promoted commercial architecture to an aesthetically significant task was as
important as this stylistic debate.

Weimar Berlin did not ignore social issues during this aesthetic deliberation. In
addition to “representing” elite industries and bourgeois commerce, Berlin sought
eminence in proletariat housing. Berlin’s spawned a “back-to-the-earth” reform
movement favoring decentralization. Like other German cities (such as Frankfurt under
Ernst May), Berlin took inspiration from Raymond Unwin’s pleas for rural tranquility.
Conditions were so adverse that benevolent paternalism during late imperial Berlin
generated several outlying (low-density settlements of minimum dwellings infused with
light and air). Results accelerated with the Republic. Companies began paternalistically
sponsoring employee housing; gradually boroughs took over, then the city. (1919-20),
an early collaboration between Martin Wagner (soon to be Berlin’s Building
Commissioner) and Bruno Taut (of Cologne’s 1914 Werkbund Exhibition fame), had
“Nuremberg” roofs and gables that mimicked “bourgeois-traditional” aesthetics. In 1920
Berlin became Greater Berlin; 93 separate polities united, creating the legal means to
reconfigure what was now physically the largest city in Europe. Promulgating tax and
interest relief, the Social Democrats engendered cooperatives such as GEHAG (Public
Benefit Homestead, Savings, and Building Corporation). These, in aggregate, realized
135,000 units housing 500,000 people between 1924 and 1930.

Most famous was Wagner and Taut’s GEHAG-sponsored (Horseshoe) of garden
walk-ups in outlying Britz (1925-31). Its open community green spaces and shared
facilities were socially progressive. Modernist aesthetics also appeared—continuous flat
roofs, horizontal lines, clean surfaces, and cantilevers. Taut felt that this appearance
manifested the complex’s collective goals. Similar followed, such as Wagner, Taut, and
Héring’s  (1926-32) in Zehlendorf, again GEHAG sponsored. By 1928, with the
housing crisis still deteriorating citywide, this low-scaled density was questioned.
Wagner speculated that only (taller, denser developments) could answer the need. The
Bauhaus-affiliated trio of Gropius, Hilberseimer, and Marcel Breuer pro duced high-rise
competition studies for Berlin reaching to 18 stories. Although no tall slabs materialized,
projects of over four stories (lacking immediate access to the ground) appeared on
superblocks nearer the city center, subdivided into “row form” configurations prefiguring
modernism’s later repetitiveness, scalelessness, and obsessiveness (regarding solar
orientation). Greater density did allow further collectivist gestures, such as centralized
mechanical plants.
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Compared with Stuttgart’s Weissenhofsiedlung (1927), these projects were technically
conservative. Early talk of Fordist/Taylorist production methods was set aside. The
emphasis remained on social issues and their aesthetic representation. Modernism’s
revolutionary “new style” was often conflated with the “new society” during Weimar, as
Lane (1968) details, resulting in a highly politicized, even propagandistic, architecture.
Government support reinforced this reading. The Nazis took note, deriding Weimar
housing’s appearance as “Bolshevist.” Berlin’s Communist Party, ironically, had nothing
to do with these projects because it opposed any accommodation with the “corrupt”
bourgeois system.

The 1930-31 worldwide economic collapse halted Berlin’s social housing experiment,
leaving the Nazis to beat a dead horse. Just as the “Brown” cloud approached, Berlin’s
1931 Building Exhibition (titled “Dwelling of Our Time”) introduced modernism to a
wider audience. Berlin’s historicist tradition of outstanding villas in suburban districts
(Hermann Muthesius’s 1907-08 half-timbered Haus Freudenberg or Behrens’s 1911-12
classical Haus Wiegand) had already been updated with Hans and Wassili Luckhardt’s Le
Corbusian Zwei Einfamilienhduser (1928) and Mendelsohn’s Expressionist Haus
Sternefeld (1924). Yet the 1931 Exhibition publicly interjected “Bolshevist” aesthetics
into bourgeois—as opposed to proletariat—homes. Mies translated his German Pavilion
at Barcelona into a lush exhibit house that the Nazis labeled a “horse stable.”

Though grand planners, Berlin’s Nazis built little. Only bits survive—such as Ernst
Sagebiel’s Aviation Ministry (1936-37) and Tempelhof Airport (1936-41). Hitler
impacted modernism not through buildings but inadvertently through expellant “gifts”
(mostly to the United States—Gropius, Mies, and ultimately Mendelsohn). Although
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architecture—the “Word in Stone”—was critical to Hitler’s ideological program, it
proved too costly after his war machine’s ignition. Still, until the bitter end, Hitler
crouched as amateur architect over vast models with his amanuensis, Albert Speer. How
sad for the profession that the 20th-century leader most architecturally impassioned was a
tasteless criminal. Hitler’s architectural proclivities were vivid—a reactionary
parochialism intended to resist “Bolshevist” cosmopolitanism and a perdurable
monumentality in keeping with world domination. As Nazi preferences hardened, the
Dessau Bauhaus was chased to Berlin (during Mies’s directorate), where the Gestapo
finally padlocked it. Nazi aesthetics mirrored—with opposing predilection—the Weimar
Socialists’ belief that architectural style symbolized specific political views. However,
the Nazis added a destructive, racist edge. The Nazi-fomented (Night of Broken Glass,
1938) saw 9 of 12 Berlin synagogues aflame, including Ehrenfried Hessel’s famed
Fasanenstra3e Temple (1912).

Speer’s New Chancellery expansion (1938-39) housed Hitler. Stretching an
intimidating quarter mile, its 480-foot gallery doubled the length of Versailles’ Hall of
Mirrors. Hypertrophy drained Speer’s classicism of all humanism (entasis, for example,
disappeared). Megalomania roamed across Speer’s unrealized “Germania” Berlin Plan
(1937-42). This north/south avenue connected an 825-foot-diameter rotunda and 400-
foot-high triumphal arch. Contemporary praise of Speer (Krier, 1985) ignores his errors.
Speer blithely muffed axial transitions any Beaux-Arts journeyman could manage.
Existing conditions at the Chancellery necessitated a slight axial rotation. Speer properly
positioned a “Round Hall” to resolve this, then neglected to utilize it, merely crimping the
bend within the . Where his Berlin Plan’s axis turned, he positioned his gargantuan
rotunda but again earned no profit. The existing Reichstag, which Hitler wanted
incorporated into “Germania,” had been built several degrees shy of due north/south.
Speer merely ignored this, causing one side of his grand plaza to warp bizarrely. Speer’s
architectural goose-stepping could successfully accommodate only 4 of the 360 compass
degrees.

In 1943 the Western Allies launched the aerial Battle of Berlin. By 1945 incendiary
phosphorous had consumed 70 percent of the city’s center and 1.5 million Berliners’
homes. Soviet shelling came next, then tanks and capitulation. Only outlying and
escaped unscathed. “Quadrasectioning” ensued; apportionments observed Berlin’s 20
districts—six falling American, four British, two French, and eight Soviet (including the
historical kernel containing Schinkel’s battered works). From Berlin’s ceremonial
remnants, ideological sterilization claimed further shares. Between 1947 and 1951, the
standing walls of the Hohenzollern Stadtschloss and Hitler’s New Chancellery in the
Soviet sector and the Gestapo’s headquarters at the Prinz-Albrecht-Palais (once renovated
by Schinkel) in the American were dynamited.

Devastation opened possibilities for restructuring the unplanned Moloch that Berlin
had become. The Soviets, first on the scene, named Scharoun “City Architect.” Though
he would serve a mere year, the former Glass Chain Expressionist gained prominence in
postwar Berlin. Immediately, he formed the = which by 1946 proposed the city’s
dissolution into more manageable, picturesquely “organic” neighborhoods. Rubble
clearance and infrastructure rigidity prevented any action. After losing his post, Scharoun
pressed forward with a lyrical housing plan (1949) for the bombed-out, Soviet-controlled
Friedrichshain district. However, as the Communist’s massive Berlin-Treptow victory
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monument (1947-48) foretold, modernism had scant future in the Soviet sector. In the
Soviet Union, the “Constructivist versus traditionalist” debate ended by 1934; socialist
realism’s pseudoclassicism triumphed. Once East Germany achieved statehood with East
Berlin as capital (1949), the Stalinist aesthetic of “Progressive Tradition” was imposed.
Apparatchiks attacked modernism (both Berliner modes) as formalist, cosmopolitan, and
decadent. Scharoun’s Friedrichshain plan was shelved. Stalinallee (1952—60) emerged
instead—a mile-long avenue of housing reminiscent of Moscow’s Gorky Street, with
sculpted street walls of symmetrically ponderous, tripartite, pilastered facades by various
architectural cooperatives (spearheaded by Hermann Henselmann, a chameleon who had
conveniently renounced his own Bauhaus work).

As division’s reality settled in, the West responded with show-piece housing of its
own: the 1957 Interbau Hansaviertel district (a western bombed-out zone). A consciously
international team of 53 architects representing 14 countries (including Aalto and Oscar
Niemeyer) created a medley of loosely grouped, reinforced-concrete point blocks and
slabs. Yet Hansaviertel’s Progressivism rapidly seemed as superficially clichéd as
Stalinallee’s regressive pomposity. Conventional flats, dressed in gratuitously variegated
balcony rhythms, rested on Le Corbusiersian stilts. For the same exhibition but on a
distant site, Le Corbusier gave West Berlin an “authentic” knockoff of his Marseilles .
Also for the exhibition, the United States presented Berlin with Hugh Stubbins’s
Kongresshalle (1956—57)—a suspended hyperbolic paraboloid that became something of
a technological “gift horse” when one arch collapsed in 1980. More evocative of
modernism’s ~ continued  viability was Egon Eiermannn’s Kaiser-Wilhelm-
Gedichtniskirche reconstruction (Memorial Church, 1957-63). Movingly preserving
fragments of the bombing’s “zero hour,” when time stopped, this dark stained-glass
honey-comb increasingly became the unofficial architectural symbol of West Berlin’s
island vigil. Western dreams of urban reunification continued with the Hauptstadt Berlin
competition ignoring the city’s division (1959).

In 1954 Nikita Khrushchev began attacking Stalinist architecture.
Modernist slabs gradually rose in East Berlin. Yet just as the ideological
combatants’ aesthetics aligned, physical separation heightened. In 1961 a
102.5-mile “Wall”—Berlin’s most famously infamous edifice—encircled
the Western enclave as an “Antifascist Protective Barrier.” The Cold War
stalemate’s face, it became the 20th century’s most sublimely meaningful
construction. As Baker (1993) notes, the Wall evolved through several
“generations.” First came an improvised breeze block and barbed-wire
barrier. Next was a “lollipop” profile of stacked, prefabricated, asbestos-
stoked concrete panels crowned with a rounded pipe denying purchase to
grappling hooks. Last was a massively prefabricated L section, also round
capped, with its foot pointing toward East Berlin to prevent overturning in
an imagined Western attack (and also escape by digging). Formidable as
these variants became, it was open space, not the Wall, that killed (122 or
more times). The Wall delimited a death strip (often hundreds of meters

wide, with watchtowers, lights, and dog runs), sandwiched by a second
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barrier of concrete or barbed wire. This strip necessitated demolition of
many square miles of East Berlin’s adjoining neighborhoods, including
churches. To West Berlin, only the smooth backside of the L showed—the
ultimate in  aesthetics, soon daubed with gorgeous graffiti.
Standardization of construction components passed a critical test at the
Wall. Gradually, satellite towns of grim, cratelike prefabricated housing
ringed the East (the of Marzhan, Hohenschonhausen, and Hellersdorf).
The West’s satellites, Mirkisches Viertel (1963—74) and Gropiusstadt
(1962-72), bared similarity.

Absolute division exacerbated Berlin’s preexisting polycentrism. Through rival
“centers,” both ideologies sought urban “wholeness.” The East’s path was governmental
and bland; the West’s cultural and heterogencous. In the old kernel, the Communists’
curtain-wall “Palace of the Republic” usurped the site of the Hohenzollern Stadtschloss.
Schinkel’s Bauakademie was razed (1961-62), making way for the Foreign Ministry’s
morose white slab. A symbolically assertive 365-meter Television Tower (1965-69) leapt
from nearby Alexanderplatz. Vast seas of empty pavement awaited rallies. The West,
lacking federal presence, responded with Kulturforum—a diffusely suburbanized zone,
where Scharoun’s ecstatic Philharmonic and Staatsbibliothek (1960—63, 1967—76) jostled
with Mies’s silent Neue National-galerie (1965-68). Expressionism again confronted
Swathes of arterial green space, as crippling to urbanism as the East’s barren plazas, ran
between. Nearby, Hentrich and Petschnigg’s Europa Center (1965), an echo of Skidmore,
Owings and Merrill’s New York Lever House, capped the chic Kiirfurstendamm.
American design principles settled heavily on West Berlin.

Postmodernism in West Berlin invoked “critical reconstruction” as urban tonic.
Promoted by Josef Paul Kleihues (1987), this “anti-Hansaviertel” methodology respected
traditional street lines and block heights in healing rent urban fabric. Its manifestation
was the IBA (International Building Exposition, 1984-87), celebrating Berlin’s 750th
anniversary. Titled “living in the city,” IBA fostered midscale housing in-fill in five
Berlin districts by international and German architects—Aldo Rossi, John Hejduk,
Charles Moore, Peter Eisenman, Rob Krier, Oswald Mathias Ungers, and others.
Nonhousing projects included James Stirling’s Berlin Science Center (1984-87) and,
consistent with Berlin’s traditional interest in technological architecture, Gustav Peichl’s
Phosphate Elimination Plant (1981-85). The results, both sober and meretricious,
succeeded in keeping the divided city in the architectural spotlight, even as its
schizophrenic cachet aged. Critical reconstruction touched the East, too, in the historicist
re-creation of the Nikolai Quarter (also celebrating the anniversary). The West snubbed
this as kitsch.

The Wall and East Germany’s collapse in 1989 unleashed startling development
pressures. Construction cranes laced the sky, as the surreal transmogrification from
ideological battle-ground to world corporate and financial center began. Traffic, never an
issue in circumscribed West Berlin, exploded overnight. The Wall, instantaneously a
commodity, was chipped to bits, its best graffiti-carrying segments sold to museums
(only a few lengths remained in situ, with one inaugurated as a Wall Memorial in 1998).
Public planning commenced only following German reunification and the election of a
unified Berlin city council in late 1990. Berlin’s close victory in the 1991 vote to move
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the federal seat from Bonn opened the need for a wholly reconfigured capital, a task
exceeding even Francois Mitterrand’s revitalization of Paris during the 1980s. A plethora
of raucous competitions followed.

Potsdamerplatz, lying across the Wall’s wound (between the East’s old kernel and the
West’s Kulturforum), developed first, with Sony, Daimler Benz, and others grabbing turf.
The city launched a competition to reassert control. The results prefigured a duality that
recurred throughout the 1990s: a choice between exuberant narcissism and the “sturdy
stuff” of old Prussia. A desire to celebrate Berlin’s 20th-century ethos of diversity,
discontinuity, and rupture clashed with a desire to return to (an imagined) 18th-century
historical normalcy through critical reconstruction. Selected was Hilmer and Sattler’s
restatement of blocky, continuous urbanism (though this came too late to tame Helmut
Jahn’s gesticulating Sony complex). More conservatism would follow. Hans Stimmann,
Berlin’s new building commissioner, felt that Berlin was destroyed as much by postwar
planners as by Allied bombs. Height limitations (22-meter facades), masonry stipulations,
and requirements for housing were imposed. Stimman’s ideals were attacked as a “New
Teutonia.”

Berlin’s affinity for demolition continued into the post-Wall era. East Germany’s
Foreign Ministry was razed (1995), purportedly to make way for the improbable
rebuilding of Schinkel’s Bauakademie. A scaffold and canvas mock-up of the Stadtschlof3
(1993) seriously threatened the Communist “Palace of the Republic.” Economic realities
alone forced government re-use of a number of threatened Nazi office structures.

The 1992 Spreebogen competition for Germany’s new federal zone attracted 835
entries from 44 countries (but few from Eastern architects; new Berlin began on Western
terms). The site, adjoining the Reichstag, passed over the positional ghost of Speer’s
north/south axis. Given this “counterprecedent,” an east/west axial composition was
purposefully selected. This, by Axel Schultes, symbolically bridged the divided city’s
halves, giving attention to reestablishing the district’s interrupted tissue. Schultes also
won the competition for a new Federal Chancellery (1994). Both of Schultes’s schemes
assumed blocky forms. England’s Sir Norman Foster prevailed in the Reichstag
renovation competition, providing a new high-tech dome after controversy prevented his
winning proposal’s immense, tented canopy (1994-2000). A squat, elliptical doughnut
scheme by Gruber and Kleine-Kraneburg won the Presidential Office competition (1994).

As Balfour (1995) reported, disappointment grew with each announcement. Faced
with an opportunity that actually justifies the word “millennial,” Berlin’s almost complete
reliance on “sturdy stuff” deflates imagination. A signal exception is Daniel Libeskind’s
Jewish Museum addition to the Berlin Museum (1993-96). Harrowed with history yet
never witnessed before, this work, like Eiermannn’s Memorial Church, is an expression
of 20th-century architecture’s potential to speak of a future that mournfully roots but
never enslaves itself to the past. This should be new/old Berlin—a place of reciprocal
tension.

RANDALL OTT
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BERLIN PHILHARMONIC CONCERT
HALL

Designed by Hans Scharoun; completed 1963 Berlin, Germany

In 1956 Hans Scharoun (1893—1972) won an invited competition of 12 architects to
design a home for Germany’s premier orchestra. Now considered to be one of Scharoun’s
crowning achievements, the Berlin Philharmonic Concert Hall (1963) is outstanding both
for its auditorium design and for its dynamic spatial experiences. The site in Berlin
originally chosen for the competition was on the Bundesallee adjacent to a 19th-century
school, the Joachimsthaler. Scharoun’s design used the Philharmonic building to create a
public square on axis with Stiiler’s Matthédi Church. In 1959, however, the Berlin Senate
changed the site to the Tiergarten in anticipation of the development of a new cultural
center for the city of Berlin, an attempt to revitalize an area that had been devastated in
the war. The basic form and concept of Scharoun’s design remained the same, but he
adjusted the configuration of the foyer and ancillary spaces to accommodate the new site.
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Scharoun completed the adaptations and overseeing of the construction in conjunction
with the architect Werner Weber. Work proceeded rapidly, and within three years of the
laying of the foundation stone in 1960, the auditorium opened on 15 October 1963 with a
concert directed by Herbert von Karajan, a supporter of Scharoun in the early phases of
the competition.

At the time of its completion, both the critics and the public lauded the auditorium
design for its innovation, but they derided the exterior form, likening its sweeping roofs
to a circus tent. Originally left as rough-finished concrete and painted a yellow ochre
color reminiscent of many of the historic buildings in Berlin, the exterior of the
auditorium was faced in the 1980s with golden anodized aluminum panels, further
accentuating the central form. In a striking contrast to the dominance of the central
auditorium is the three-story administrative wing, which angles away from the auditorium
as a painted white rectangular mass.

Particularly significant, however, is the fact that Scharoun, who considered the
creation of interior and exterior spaces of equal importance, used the foyer as a mediating
space so that both site and auditorium requirements could be accommodated. The foyer
reaches out into the site, drawing the visitor into the entry, where, once inside, he or she
confronts a dynamic, fluid space. Angled walls break up the edges of the foyer, blurring
the boundaries between one area and another. Located near the entry are amenities, such
as ticket booths and coat rooms, which are split between the multiple levels. Within the
foyer, dramatic stairs rise seemingly at random but are actually artfully controlled and
successfully accommodate the large number of people attending the performances. Using
the placement of the stairs to guide circulation, Scharoun creates a dynamic
nonhierarchical yet elegant spatial experience that removes the visitor psychologically
from the world outside.

Scharoun’s concern for the relationship of the individual to the community carried
over into his design of the Philharmonic. He assembled a group of artists and engineers
whose work underscores his theories. Erich Fritz Reuter’s slate mosaic floor patterns
guide the visitor through the foyer toward the two main stairs, which are further
highlighted by Alexander Camaro’s colored-glass windows and a sloping glass skylight.
Light, shadow, and subtle color activate the daytime experience of the foyer. In contrast,
the evening lighting is more subdued, with pendant “dandelion” lights designed by
Giinther Symmank and lit handrails along the stairs.

Exceedingly aware of the cultural and political importance of the building,
Scharoun designed an architectural experience that creates a community
through the dissolution of traditional barriers between the listeners and the
performers. Scharoun explained the generative idea for his design as
“music in the centre—this, from the very beginning, has been the guiding
principle which has shaped the new Philharmonic auditorium.” In addition
to his generative concept of the centralized performance space, Scharoun
described the auditorium metaphorically as a landscape where banks of
angled seating become “vineyards” sloping into the “valley” of the stage
and the ceiling a “skyscape” floating above. The angled groups of seating

prevent the creation of a single focal point, forcing the viewers to visually
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address the other listeners, thus subduing the overall symmetry of the plan.
The auditorium is equipped with a 72-register organ built by Schuke with
Professor Michael Schneider, facilities for television production and
recording, locations throughout for small additional groups of musicians,
and the ability to lower the orchestra floor in sections to accommodate a
variety of performance types. None of the 2,218 seats, however, is more
than 100 feet away from the stage, and only 270 seats are located
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Berlin Philharmonic Concert Hall,
designed by Hans Scharoun (1963)
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behind the orchestra. The overall impression in the auditorium remains one of intimacy.

The acoustical design of the auditorium was one of Scharoun’s primary concerns.
Through his work with the engineer Lothar Cremer, they achieved reverberation times in
the auditorium ranging between 2 and 2.4 seconds. A triple-shell roof system and double-
wall design buffer the auditorium from outside noise, and the limestone walls
surrounding the orchestra act as reflectors.

Currently, adjacent to the Philharmonic Concert Hall is the Chamber Music Hall
(1978). Although the initial sketch was by Scharoun, Edgar Wisniewski completed the
hall after Scharoun’s death. Unfortunately, Scharoun’s original ideas regarding the siting
of the Philharmonic were never completed. Later, in conjunction with his design of the
State Library (1967-78), Scharoun produced another site design that included the
Philharmonic site. However, this was never completed either, and there remains a
disjointed quality to the site.
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The recent resurgence of interest in Scharoun’s work in general and the Philharmonic
Concert Hall in particular indicates the influence of his work beyond the labels of
German Expressionist or organic architecture, an interest gained from his friend Hugo
Héring. Scharoun’s prioritization of spatial experiences and expressive designs has
influenced many later 20th-century architects. The Berlin Philharmonic Concert Hall
remains one of the most unique architectural spatial experiences, as well as one of the
most successful concert halls built to date, and is a flourishing cultural addition to the city
of Berlin.
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BERLIN WALL, BERLIN 1961-89

The Berlin Wall stood in Berlin, Germany, for 28 years, 2 months, and 26 days.
However, it was not just any wall—it was Wall: politically, a symbol of the post-World
War II Cold War world order; architecturally, an example of the power of the most basic
building block of architecture; and artistically, a giant 166-kilometer-long blank canvas.
After the defeat of the Third Reich in 1945, both Germany and its capital, Berlin, were
partitioned into four zones, each under the administration of one of the Allies: Great
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Britain, France, the United States, and the USSR. The partition of Germany was done so
along existing provincial boundaries. The partition of Berlin, which was located in the
middle of the Soviet sector, was done so in terms of postal codes.

In 1949 the French-, British-, and American-controlled sectors were merged to form
the Federal Republic of Germany (FRG), with Bonn as its capital. In that same year, the
Soviet-controlled eastern quarter of Germany became the German Democratic Republic
(GDR), with (East) Berlin as its capital. Although the USSR proclaimed the sovereignty
of the GDR in 1954, East Germany effectively was an internally run satellite of the
USSR.

Between the years 1949 and 1961, it is estimated that approximately three million
people, or roughly one-sixth of the population, fled from the GDR to the West. This
exodus occurred both along the 1,400-kilometer border with the FRG and from East to
West Berlin. Because the refugees were from all professions and mostly under the age of
25, the GDR soon faced a social and economic crisis, especially in terms of the loss of
trained and specialist personnel.

To stop this flow of refugees, armed units of the GDR began to seal off the open
border between East and West Berlin in the early morning of 13 August 1961. The border
between the GDR and the FRG was also sealed, and West Berlin became, in effect, an
island in the middle of the GDR. The justification for these fortifications was clear in the
GDR’s name for them—*the antifascist protective barrier”—suggesting the prevention of
the West from coming in, not the prevention of the East from going out.

At first the Berlin Wall was merely a hastily constructed barbed-wire fence with
armed guards. During the remainder of 1961, these initial fortifications rapidly grew
more sophisticated. In front of the Brandenburg Gate, soldiers constructed a seven-foot-
high (2.1 meters), six-foot-deep (1.8 meters) tankproof bar rier with steel posts and
prefabricated concrete slabs laid flat and held with mortar. Elsewhere in Berlin, concrete
slabs were laid vertically and then topped off with square concrete blocks and barbed
wire.

On the eastern side of the Wall, the GDR then slowly began to construct a no-man’s
land. First, a second wall was built approximately one city block (100 meters) into East
Berlin. This system was perfected with lookout towers, searchlights, tank traps, dog runs,
trip wires, alarmed fences, and ditches in between the two walls. Then the above-ground
division was doubled underground as Berlin’s subway lines were severed and terminated
at the border. Eventually, all roads, train lines, canals, and other transportation routes in
and out of West Berlin were either severed or controlled by GDR border police.

In some areas of Berlin, the East-West border ran right down the middle of a street,
thanks to the previously mentioned decision to use postal codes as the division line. In
these locations, the buildings on the East were evacuated and their openings bricked up,
effectively making the buildings themselves the Berlin Wall. Eventually, these buildings
and also the early versions of the Wall were demolished and replaced with the
superefficient “fourth generation,” or 1979 version, which proved to be the most famous.
It consisted of four-foot-wide (1.2 meters) prefabricated concrete L-shaped panels nearly
12 feet (3.6 meters) high, laid side-by-side in mortar and topped with a round concrete
tube. Each panel weighed 2.6 tons and had to be installed with a crane.

This last version of the Berlin Wall is the one that became famous for its graffiti. Soon
after the 1979 version was built, all sorts of comments, slogans, stories, constructions,
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figures, and grotesque fantasies began to be written, stenciled, and painted onto it. Every
year, the GDR border guards would dutifully paint over these scribbles in a futile attempt
to draw attention away from them, and every year the Wall would fill right back up with
its multicolored messages.

The Wall soon became no longer a thorn in the side of West Berlin but rather an asset,
almost a tourist attraction. Tourists from around the world no longer came to West Berlin
to take in an opera or to visit a museum but rather to marvel at this three-dimensional
expression of an arbitrary line on the map. The American artist Keith Haring painted a
vast stretch near “Checkpoint Charlie” in 1986 and held a press conference afterward.
After that point, the Wall was considered art.

The beginnings of the fall of the Berlin Wall can be traced to the 1985 election of
Mikhail Gorbachev as general secretary of the Communist Party of the Soviet Union.
Gorbachev’s policies, which allowed the satellite nations of Eastern Europe to determine
their own affairs, brought about demands in those countries for more freedom. In May
1989 the Hungarian government opened its border with Austria, thereby lifting
Churchill’s famous “iron curtain” and allowing GDR citizens to travel to the West via
Hungary. On 9 November 1989 the GDR announced on the radio that all citizens were
free to travel wherever they wanted. This decree effectively rendered the Berlin Wall
useless.

Within one year, the Berlin Wall was practically destroyed by both angry East
Germans and hungry souvenir hunters. Other parts were dismantled and recycled for road
construction. On 3 October 1990 East and West Germany were officially unified into a
single Federal Republic of Germany. In 1995 one watchtower and four stretches of the
remaining Berlin Wall totaling 1.71 kilometers were placed under protection and
designated as historical monuments. The Wall thus officially became history.
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BEST PRODUCTS SHOWROOM

Designed by SITE; completed 1975 Houston, Texas

The Best Products building located in Houston, Texas, also known as the
“indeterminate facade,” was built in 1975 as a showroom by the architectural firm SITE
for the Best Products retail chain. The building is known mainly for its idiosyncratic
facade, which wraps a 65,000-square-foot, commercial-formula building with a high
brick wall that appears to be in the act of collapsing. The extended cornice is given an
irregular profile as though it were coming apart, and atop the entrance a massive pile of
bricks tumbles through a gap, resting precariously on a thin metal canopy. The building
presents a startling image when viewed within its suburban context, a strip center located
between Almeda Mall Shopping Center and a residential neighborhood along the Gulf
Freeway. Visitors’ reactions to the building have ranged from amusement to concerns for
the safety of the occupants; a common conjecture soon after the building opened was that
it was damaged by a Gulf coast hurricane or an earthquake. The apocalyptic vision was,
of course, apocryphal; inside the building it was business as usual.

The Houston showroom is one of several unusual designs that SITE produced for the
Richmond, Virginia-based company, each of them involving an eye-catching
embellishment of the facade. The commissions were in no small measure owing to the
patronage of the late Sidney Lewis, then president of Best, who was an avid collector of
contemporary art. Lewis was seeking ways to incorporate art into his showrooms to
distinguish them from the conformity of standard shopping-strip architecture. In an
earlier commission in 1972, shortly after the formation of the SITE group, the designers
enlivened a Best Products showroom in Richmond, Virginia, with the Peeling Front, a
facade that was molded in epoxy to create the appearance that the facing brick was
peeling away from the building’s backing materials. However, of all the SITE designs,
the Houston showroom was the one that was most photographed and that received the
most popular and critical attention.

SITE was organized in 1970 as a collaboration between Alison Skye, who was trained
as an art historian; Michelle Stone, a photographer and sociologist; and James Wines, a
sculptor. The confluence of their various disciplinary points of view resulted in designs
that rejected conventional architectural formulas for new inspirations found in
contemporary art (particularly the work of American Pop artists of the 1960s, such as
Claes Oldenburg), social commentary, and popular culture.

Wines, who became the chief spokesman for the group, described SITE’s work as
being about “de-architecture,” which he defined as a condition of reversing or removing
some quality or ingredient from architecture in order to destabilize it. It was a means of
defining an attitude or of changing standard reactions to the urban context, including the
ubiquitous strip centers that were burgeoning along America’s highways. In the Best
showrooms, they attacked the most banal, contemporary building type, the commercial
box, by subverting the traditional relationships between form, function, and economy. In
its place they foregrounded the often ambiguous relationship between the building’s
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contents and the external influences of a more inclusive social and cultural context. The
SITE designs made the showroom buildings into memorable landmarks—no small feat
among the visual complexities and commercial excesses of the suburban strip. As
marketing strategies, their success could be measured in increased sales revenues for the
Best Company.

Curiously, the buildings also became the focus of intense architectural commentary,
perhaps because they distilled many of the interests of the Postmodernists—for example,
the idea of the decorated shed advanced by architect Robert Venturi—and pushed them
almost to the point of parody. Extensive critical review and coverage of the Houston
showroom in both the professional and the popular press included sympathetic reviews
by Gerald Allen (1977) and Bruno Zevi (1980), the latter of whose commentary was
titled “The Poetics of the Unfinished.” Opposite opinions were registered by architects
Lebbeus Woods, who considered the building to be little more than a “one-liner” without
sustaining power, and Léon Krier, who called it tragic and a setback for architecture.

The extraordinary amount of attention that was paid to the building owed partly to
Wines’s own polemical writings and interviews in which he described SITE’s mission as
a confrontation with the tenets of modern architecture, particularly the orthodoxies of
formal functionalism (that is, International Style). In the Houston design, with its
wholeness shattered by the appearance of chaos, the commentary went further,
constructing a deliberate subversion of the glossy conformity that expressed the
economic and building boom in the state of Texas. By liberating the facade and making it
a plaything of the imagination, the Best Showroom signaled the arrival of wit, parody,
and surreal figuration in architecture. These inversions on the standard architectural
formulas were similar to the fascinations of the avant-garde artists beginning with Marcel
Duchamp in the early 20th century, who worked to blur conventional categories and
definitions of art.

The Best Showroom has been described as both a mock ruin and a vision of
incompleteness or indeterminacy, Wines himself staunchly defending the Ilatter
interpretation. As a constructed ruin, it was never romantic or reflective, as was the case
with many of the mock ruins or follies from history. Instead, it was intended to call
attention to itself by creating an architectural puzzle in which the viewer is invited to fill
in the missing pieces. As a cultural icon, it introduced to the strip the ambiguous sign
whose meaning had little relationship either to the contents or to the usual patterns of
signification that were characteristic of strip architecture. Wines used the freedom of this
new formulation to pursue a fusion of art and architecture, although in this case whatever
architecture there was in the design was largely devoured by the effusiveness of imagery
that is, after all, decoration. Because SITE never interfered with the formula for the
interior layouts of the showrooms, the projects portrayed a fundamental schism between
form and content—inside and out—that was a characteristic feature of much of the work
of the Postmodern architects.
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Best Products Showroom, Houston,
Texas, designed by SITE (1976)
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Over the years, the building has settled into the landscape as an unselected period
piece of popular, architectural culture from another era. Rather than defining a direction
for architecture, its main accomplishment was to exhibit an ambitious and audacious,
aberrant behavior. The Best Products company declared bankruptcy in 1991, closing its
Houston showroom in 1992. After sitting idle for several years, the building was
reoccupied as a video store and its indeterminate facade outfitted with a new, red-neon
script sign advertising the new tenants.
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BIRKERTS, GUNNAR 1925-

Architect, United States

Gunnar Birkerts is the leading American exponent of organic architecture in the
generation of architects that came to maturity in the 1960s. Working in the tradition of
Erich Mendelsohn, Hugo Haring, and Eero Saarinen, Birkerts received his architectural
education in Stuttgart from 1945 to 1949. During his years in Germany, he was drawn to
Scandinavian modernism rather than Bauhaus doctrine, which was still taught at the
Technische Hochschule. In 1959 he formed a partnership with Frank Straub, and since
1962 he has been practicing independently in addition to teaching, lecturing, and writing.

Birkerts’s early buildings show a rejection of the dogmas of the International Style,
and a mastery of site problems that is unusual in any architect, young or old. Within their
urban context, his buildings respond to other works of architecture and to dominant
geographic features. Moreover, Birkerts playfully utilizes the metaphorical qualities of
architecture within the design process.

The nature of his expressive design process has allowed Birkerts to adapt to some
unusual clients and remarkable problems. He designed the new Federal Reserve Bank in
Minneapolis under the leadership of bank president Hugh Galusha in 1973; at first glance
it appears to be a monolithic Brutalist facade. Its most striking feature is a curving,
catenary arch that frees up a great deal of space below ground for high-security work, and
allows for office space above.

In 1984 Birkerts built the Domino’s Pizza World Headquarters in Ann Arbor, a
complex of buildings that included corporate headquarters, warehouses, laboratories, and
public spaces. Birkerts designed the buildings as a series of long, low, broad-eaved
structures that appear to shoot across the flat site as if on railroad tracks. Birkerts
borrowed elements of Frank Lloyd Wright’s designs (primarily the manner in which
buildings relate to the natural setting) in a continuation of the organic tradition of
architecture in the United States.

Birkerts’ 1981 library addition to the Law School at the University of Michigan in
Ann Arbor precisely melds with the existing buildings in the quad, including the neo-
Gothic Legal Research building and Hutchins Hall, which are relatively recent
adaptations of King’s College Chapel in Cambridge, England. In order to preserve the
integrity of the quadrangle, the architect’s solution was to put the library addition
underground. Thus, the sidewalk on the east end of the quadrangle runs along the roof of
the Law Library. The building’s exterior wall forms a limestone V-shaped moat along the
outside of the structure, abutting a trough of glass plate windows, providing a major
source of day-light. For Birkerts, light is as much a tangible material as it was to Alvar
Aalto, whose aesthetic the Ann Arbor library recalls.

Birkerts’s design process draws heavily upon intuition. A student of
psychology, Birkerts initially relies on rough sketches that look like
doodles. As a project is refined, these sketches are expanded into drawings
and models that explore functioning spaces and orientation. The architect
terms his process “organic synthesis” and claims that, as he responds to
space needs, he
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Corning Museum of Glass
(renovation), Corning, New York,
designed by Gunnar Birkerts (1980)

© Balthazar Koram

uses a free form polygonal geometry that he can adapt at will. It allows him to define
space without compromising functional or aesthetic considerations.

His 1980 renovation and remodeling of the Corning Museum of Glass in Corning,
New York, is a masterful synthesis of organics and plastic form that metaphorically
evokes the material of glass itself. The building’s exterior surface undulates like liquid
glass in the furnace; this effect is carefully tempered by hard right angles that represent
glass in its solid state. To create an effect of brilliant illumination and visual clarity,
Birkerts designed periscope windows, with slanting mirrors to deflect direct sunlight
without blocking the view.

More recently, Birkerts has begun two buildings in his native country that are still
under construction (as of 2003): the Latvian National Library at Riga, and Museum of the
Occupation of Latvia. The former received the 2000 Annual American Architecture Prize
of the Chicago Museum of Architecture and Design. With a spectacular site near the
Daugava River in the country’s capital city, the Latvian National Library takes the form
of a crystal mountain emerging from dark waters, and contains at its upper level, the
treasures of Latvian literary history. Birkerts sees his Latvian buildings as the opportunity
to create grand national symbols that express the country’s layered history, character, and
freedom.

LEONARD K.EATON

Aalto, Alvar (Finland); Bauhaus; International Style; Saarinen, Eero
(Finland); Wright, Frank Lloyd (United States); Yam as aki, Minoru
(United States)
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Biography

Born in Riga, Latvia, 17 January 1925; immigrated to the United States 1949; naturalized
1954. Attended the Technische Hochschule, Stuttgart 1945-49; degree in architecture and
engineering 1949. Married Sylvia Zvirbulis 1950:3 children. Designer, office of
Lawrence B.Perkins and Will, Chicago 1950-51; designer, offices of Eero Saarinen and
Associates, Bloomfield Hills, Michigan 1951-54; chief designer, Minoru Yamasaki and
Associates, Birmingham, Michigan 1955-59. Principal, Birkerts and Straub, Birmingham
1959-62; president, Gunnar Birkerts and Associates, Birmingham from 1962. Assistant
professor, 1961, associate professor, 1963-69, professor of architecture, 1969—90,
professor emeritus, from 1990, University of Michigan, Ann Arbor; architect in
residence, University of Illinois, Urbana-Champaign 1982; T.S.Monaghan professor,
University of Oklahoma 1990. Fellow, American Institute of Architects; fellow, Latvian
Architects Association; fellow, Graham Foundation.

Selected Works

Federal Reserve Bank of Minnesota, Minneapolis, 1973

Corning Museum of Glass (renovation), Corning, New York, 1980

Allan and Alene Smith Addition, Law School, University of Michigan, Ann Arbor,
1981

Domino’s Pizza World Headquarters, Ann Arbor, Michigan, 1984

American Embassy, Caracas, Venezuela, 1987

Kemper Museum of Contemporary Art and Design, Kansas City, Missouri, 1991

Geisel Library Underground Addition, University of California, San Diego (with
Carrier Johnson), 1993

Church of the Servant, Kentwood, Michigan, 1994

Duke University Law School Addition, Durham, North Carolina, 1995

Latvian National Library, Riga, 1989-2000

Museum of the Occupation of Latvia, Riga, 2001—

Selected Publications

1974
1985
1994

Further Reading

The most comprehensive treatment of Birkerts is Kaiser 1989, with a respectful but not
overly laudatory text. The article in  is the most recent commentary on the Latvian
National Library in Riga and contains a brief interview with the architect. A profile and
extracts from an interview with Birkerts in which the author assesses the last ten years of
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his practice is found in Kaiser 1999. Birkerts himself has provided an excellent
commentary on his projects and executed buildings in Marlin, which includes superb
photographs. Birkerts has given a collection of his drawings and photographs of his work
to the Bentley Historical Library at the University of Michigan.

“Gunnar Birkerts and Kevin Rochi: The Return of the Prodigal Sons to Latvia and

Ireland,” 80 (October 1999)
Kaiser, Kay, Washington, D.C.: American Institute of Architects Press, 1989
Kaiser, Kay, “Gunnar Birkerts,” 36 (1999)
Marlin, William, edited and photographed by Yukio Futagawa, Tokyo: A.D.A.Edita,
1982

BLOMSTEDT, AULIS 1906-79

Architect, Finland

Although the international perspective of architectural developments in Finland
centered on the work of Alvar Aalto in the quarter-century following World War II,
Finnish architecture during this time was very much more than Aalto. This period is often
viewed, again from an international perspective, as the quiet, golden age of the century,
with numerous works realized in a material palette relying on brick and wood. Within
Finland, while Aalto went his own way, the majority of Finnish architects continued to
practice an evolved form of modernism influenced by Mies van der Rohe, among others.
This work is characterized by its direct approach in the use of reinforced concrete and
steel along with brick and wood, coupled with rational building planning and
organizational techniques. Less romantic in conception than Aalto’s work, these
buildings expanded the rationalist aspect of modernism while incorporating more
expressive spatial explorations with richer material vocabularies.

A major intellectual and creative force in this period—and one often not recognized
internationally—was Aulis Blomstedt. Although he did not design many buildings,
Blomstedt had a strong influence on Finnish architecture and is often viewed as the
significant counterpoint to Aalto. More than any of his contemporaries, Blomstedt’s
important influence can be seen both in his work as well as in his theoretical writings and
presentations. Without question, he was the foremost theoretician in Finnish architecture
during the postwar period. Though his work and writings, he aimed to develop an
objective theory of architecture that could be verified through practice, with simplicity,
austerity, and abstraction becoming the essentials in his designs. His terraced Ketju
housing complex in Tapiola (1954) and Worker’s Institute Addition in Helsinki (1959)
are essays indicating his rigorous process of thinking and doing, as are a series of abstract
graphic and installation pieces he developed for studying proportion and dimension. In
addition to practicing, Blomstedt was a professor at the Helsinki University of
Technology, and his influence is seen in the works of his students, Kristian Gullichsen,
Juhani Pallasmaa, Erkki Kairamo, and Kirmo Mikkola, among others, that were executed
since the 1970s.
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Like his contemporaries, Blomstedt received a classical education in architecture at
the Helsinki Institute of Technology, and a number of his student projects are indicative
of this. The work is sympathetic with the “Nordic Classicism” found throughout
Scandinavia architecture during the 1920s. He made a study tour to Italy in 1927. By the
time of his graduation in 1930, his work embraced the transition to functionalism that had
occurred in Finland during the late 1920s: His diploma project—“A Circus for
Helsinki”—bears witness to this change. The firms for which he worked immediately
following graduation practiced in the classical style.

During his tenure as chief architect for the Finnish Ministry of Defense, he executed
projects such as the Air Force School Hospital in Kauhava (1934) and the Aerodrome
No. 6, Staff Headquarters and Barracks buildings in Imatra (1936), among others. These
works demonstrate a modesty and practicality, yet are also good examples of
functionalist design.

In 1942, following the Russo-Finnish War, The Finnish Association of Architects set
up a reconstruction office to address the rebuilding issues facing Finland, as well as
relocation problems resulting from the war (120,000 homes were destroyed or abandoned
and over 400,000 citizens were resettled from territory ceded to the Soviet Union).
Blomstedt worked on the development of standardized plans and prefabricated building
designs with Viljo Revell, Kaj Englund, Aarne Hytonen, Yrjo Lindegren, Olli Péyry, and
Erkki Koiso-Kanttile. In this environment, Blomstedt laid the foundation for the postwar
debate on aesthetic principles and social applications of modular industrial systems used
for housing complexes. This work also had a powerful influence on the development of
Finnish building standards immediately after the war.

Blomstedt opened his architectural practice in 1944 and was soon engaged in
designing numerous housing complexes and dwellings, among other works, throughout
Finland. Over his entire career, Blomstedt, like a number of his contemporaries, was an
active architectural competition entrant (the architects for Finnish public buildings are
selected through an open competition process). His numerous entries always combined a
strong theoretical foundation with practical problem solving and planning techniques.

By the early 1950s, Finland was active in developing new towns in the forest areas
near existing cities. One of the most important initial projects was Tapiola, an
internationally recognized development, outside of Helsinki. In 1952 Blomstedt joined
Aarne Ervi, Viljo Revell, Markus Tavio, and the town planner, Otto-[. Meurman, on the
first phase of the plan for Tapiola. Several of Blomstedt’s best housing projects were
designed for Tapiola, including the harmonious group of three chain houses and three
apartment blocks on adjacent sides of a street. With their alternating red brick and white
stucco facades, the Ketju terraced row houses have two-story living quarters linked by a
variable intermediate section that was designed as reserve space for future uses or needs.
The apartment blocks designed for the other side of the street (but were not built) would
have reinforce the streetscape, acting as a compositional foil to the row housing. Works
in Tapiola include the Finnish Artists Society terraced housing (1955), the Riistapolku
housing complex (1957-60), and the Helikko housing complex (1961-62), among many
other types of housing projects. Much of Blomstedt’s body of work resides in Tapiola.

Without question, the extension to the Helsinki Finnish Worker’s Institute is
Blomstedt’s most important work. Adding on to Gunnar Taucher’s 1927 classical work,
Blomstedt derives the dimensions of his new building from the classical proportions of
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the original. This results in achieving a harmony between the new and the old through
massing and proportions in the facades. Three times the size of the older building, the
addition does not disturb the urban context of the original but is sensitively sited behind
it. Blomstedt skillfully exploits the significant level change occurring between the streets
that border the site. The new building is placed parallel to the existing one in a new
excavated courtyard space. A rock wall clad in colored concrete slabs provides an
effective boundary to the back of the court, and the new main entrance is located within
the courtyard. Further, there are painterly and architectural qualities in the addition and
its spaces that directly reference the Dutch De Stijl movement.

Blomstedt was also a theoretician, however, and from the 1940s onward, he focused
on clarifying architecture through intellectual speculations. Modular and proportional
discipline was Blomstedt’s foundation, for he sought to develop a universal system
derived from human measurements and dimensional harmony. The crystallization of his
research was “Canon 60,” a system of dimensions and proportions in which the principals
of mathematical and musical harmony were applied to building. In achieving this, he was
able to extend his classical training into contemporary architecture, continuing one of the
oldest traditions in Western architecture—using the principles of harmonic proportions—
into current practice.

Austerity and simplicity were essentials of Blomstedt’s work. But his austerity and
simplicity is not for the simple-minded, who would miss the subtle and poetic realizations
in his work. Like that of the classical and Renaissance architects before him, Blomstedt’s
architecture is an architecture for both the mind and the senses.

WILLIAM C.MILLER

Aalto, Alvar (Finland); Finland; Revell, Viljo (Finland)

Biography

Born in Jyviskyld, Finland, 28 July 1906. His father Yrjo Blomstedt (1871-1912) and his
brother Pauli (also known as P.E. Blomstedt, 1900-35) were also architects. His wife,
Heidi Sibelius Blomstedt (1911-81), was the daughter of the renowned Finnish composer
Jean Sibelius. Graduated and qualified as an architect and, while working in a variety of
offices, also taught at the Central School of Applied Arts 1930. Chief architect for the
Finnish Ministry of Defense 1934-37; chief editor, Finnish architectural journal, 1941—
45; co-founder of the legendary theoretical periodical, 1958. Began his private practice
1944-79; Professor of Architecture at the Helsinki Technical University 1958-65;
received the Finnish State Prize in Architecture 1977. Died 21 December 1979.

Selected Works

Restaurant Valhalla, Helsinki, 1947
Villa Salonen, Espoo, 1948
Block of flats, Turku, 1951
Block of flats, Helsinki, 1952
Block of flats and “chain”-houses, Tapiola, 1954
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Terrace houses with studios, Tapiola, 1955
Block of flats, Tapiola, 195657

Atelier Aulis Blomstedt, Tapiola, 1958
Worker’s Institute addition, Helsinki, 1959

Villa Pettersson, Helsinki, 1960

Block of flats, Tapiola, 1961

Terraced houses, Tapiola, 1962

Block of flats, Tapiola, 1965

Kulosaari Congregational Center, Helsinki, 1976

Warehouse, Espoo, 1976

Further Reading

(exhib. cat.), Helsinki, Museum of Finnish Architecture, 1976
Helander, Vilhelm, and Simo Rista, Helsinki: Kirjayhtyma Oy, 1987
Norri, Marja-Riitta, Elina Standertsjold, and Wilfred Wang, Helsinki: Museum of
Finnish Architecture, 2000
Pallasmaa, Juhani (editor), (exhib. cat.), Helsinki: Museum of Finnish
Architecture, 1980
Pallasmaa, Juhani, “Man, Measure and Proportion: Aulis Blomstedt and the Tradition of
Pythagorean harmonies,” (1992).
Poole, Scott, New York: Rizzoli International, 1992
Quantrill, Malcolm, New York: E & FN Spon, 1995
Richards, J.M., North Pomfret, Vermont: David and Charles, 1978
Salokorpi, Asko, New York: Frederick A. Praeger, 1970
Suhonen, Pekka,  Helsinki: Tammi, 1967
Suhonen, Pekka, “Aulis Blomstedt,” in  edited by Muriel Emanuel, New York: St.
Martin’s Press, 1980
Tempel, Egon, New York: Frederick A. Praeger, 1968
Vanhakoski, Erkki, “Aulis Blomstedt—Works 1926-1979,” (1992)
Wickberg, Nils Eric,  Helsinki: Werner Sonderstrom, 1959; English edition, Helsinki:
Otava, 1962

BO BARDI, LINA 1914-92

Architect, Brazil

Lina Bo Bardi was born in Rome, Italy, in 1914 and died in Sdo Paolo, Brazil, in
1992. She was among the most prolific women architects of the 20th century. She was
also a noted designer of furniture, jewelry, staging and installations, as well as an
architectural writer and editor. Bo Bardi emerged at an early age as strong willed and
unconventional and was one of a handful of women to study in the College of
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Architecture at Rome University in the late 1930s. Her graduation project revealed her
nonconformist bent. The project was in a modern style and was at odds with the
historicism of her teachers Marcello Piacentini and Gustavo Giovannoni; it was a large-
scale maternity hospital for unwed mothers, and was an unusual choice of topic in the
family-oriented society of prewar Italy.

On graduation, Bo Bardi left for Milan and worked for the modernist architect and
designer Gio Ponti. Ponti was the director of the Triennale of Milan and of the
architecture and design magazine both major platforms for Italian modern architecture
and industrial design. At the same time, Bo Bardi, at the age of 24, opened her own one-
woman architectural office, supporting herself as an illustrator for a woman’s fashion
magazine. In 1943 when Italy went to war, at the age of 25, she accepted the position of
codirector of and was also a member of the Italian resistance. After the war, in 1946, she
founded the famous  with Bruno Zevi, and married the art critic Pietro Bardi. Because
she had been a wartime supporter of Benito Mussolini, BO Bardi would have had a
difficult professional life in Italy. Hence, the couple left for Brazil in 1947, and jointly
founded the celebrated art magazine Bo Bardi, then 29, again opened an architectural
firm, and remained in active practice until the end of her life.

Bo Bardi’s architecture is characterized by its often-daring, concrete
construction engineered in pursuit of Miesian-inspired universal spaces.
The Glass House (1951), which she designed for herself and Bardi just
outside Sao Paolo, juts out from the top of a steeply inclined site and is
screened by the surrounding tropical forest. It is an early example of the
use of reinforced concrete and glass for a domestic building. Despite its
formidable weight, it achieves an effect of airy lightness using just seven
slender columns that support the structure. Her scheme for the Taba
Guaianases Building, commissioned for the media conglomerate Diarios
Associados in Sao Paolo (1951, never completed), represented yet another
technical feat. The main issue in the scheme was technical: how to place a
building of 1,500 apartments on top of a large theater with 1,500 seats,
remaining free of columns. She collaborated on the structural engineering
with the famed Italian engineer Pier Luigi Nervi. One of her most famous
buildings, the Museum of Sao Paulo (1957-68), is a 70-meter-long glazed
structure, suspended from two prestressed longitudinal concrete beams on
the roof, resting on four pillars with a clear span under it. The exhibition
hall thus created is an immense universal space, unencumbered by
structural elements; the immense resulting space under the building
(named the Belvedere because of the view it affords over Sdo Paolo)
became one of the most popular public places in the city. With its use of
concrete construction and search for universal space, it recalls her
uncompleted Museum on the Seashore (1951) in Sao Paolo. Bo Bardi’s
second most famous project, the Pompéia Factory (1977) in Sdo Paolo,
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converted an abandoned steeldrum factory into a cultural and recreational
center. She qualified this low-cost project as Arquitetura Povera, inspired
by the art movement in Italy during the 1960s, called Arte Povera
(literally, poor art). Located in a 19th-century industrial complex, it

Sao Paulo Museum of Art, designed by
Lina Bo Bardi (1957-68)

© Eduardo Costa

exploits rather than rejects the gritty realism of the site. The two concrete high-rise
structures that she added to the complex are reminiscent of silos, bunkers, or containers,
with a series of seven prestressed-concrete walkways linking them. It contains a
swimming pool, gymnasium, studios for arts and crafts, a dance hall, and a theater for
1,200 spectators, a library, a restaurant, and exhibition halls.

Bo Bardi also built or designed many small domestic buildings in a critical regionalist
spirit, incorporating tropical vegetation into the concrete construction in novel ways: her
Chame-Chame House (1958) in Bahia preserves a Jaca tree at the center of the design
and, as in her home for Valeria P.Cirell (1958) in S2o Paolo, combines stones, ceramic
chips, and plants in the wall slabs creating vertical garden walls. She was also involved in
many renovation projects: Solar do Unhao (1963) in Bahia, the Historical Center of Bahia
(1986), the House of Benin (1987) in Bahia, and Misericordia Slope (1987) in Bahia.
Moreover, she designed furniture; the most famous example is a classic of postwar
furniture design, a chair called “Bardi’s Bowl” (1951). Much like her early buildings, it is
an exercise in structural thinking. In the form of a mobile hemispherical bowl, it rests on
a light steel structure made up of a circular ring supported on four thin legs.

Bo Bardi’s last project was for the conversion of the old Palace of Industries of Sdo
Paolo into the new City Hall (1992).
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LIANE LEFAIVRE
Sao Paulo, Brazil; Zevi, Bruno (Italy)

Biography

Born in Rome, 5 December 1914. Graduated from the School of Architecture, University
of Rome 1940. Married Pietro Maria Bardi 1942. Worked in the studio of Gio Ponti,
Milan 1941-43; editor, magazine, Milan 1941-43; emigrated to Brazil 1947; naturalized
1952. Assisted with the interior design of the Museu de Arte de Sdo Paulo, Brazil 1947;
director, Estidio de Arte Palma, Sdo Paulo, from 1947; editor, magazine, Sdo Paulo
1949-53; with husband and architect Giancarlo Palanti, founded the Studio de Arte
Palma, Sdo Paulo. Organized the first industrial design course in Brazil 1948-51;
professor, University of Sdo Paulo 1954-55. Died in Sao Paulo, 29 March 1992.

Selected Works

Casa de Vidrio, Sdo Paulo, Brazil, 1951
Taba Guaianases (incomplete), Sdo Paulo, 1951
Museum on the Seashore (incomplete), Sdo Paulo, 1951
Chame-Chame House, Bahia, Brazil, 1958
Cyrel Czerna House, Sado Paulo, 1958
Solar do Unhao (restoration), Museum of Popular Art, Salvador, Bahia, 1963
Sado Paulo Museum of Art, Sdo Paulo, 1968
Leisure Center, SESC Fabrica Pompéia, Sdo Paulo, 1977
Historical Center (restoration), Bahia, 1986
Benin House and Restaurant, Salvador, Bahia, 1987
Housing Development, Ladeira de Misericordia, Salvador, Bahia, 1987

Palace of Industries (conversion), Sdo Paulo, 1992

Selected Publications

“Terapia Intensiva, Casa do Benin,”  (June/ July 1988)
“Registro de Uma Idéia, Centro Cultural de Belem,”  (October/November 1988)
“Lina Bo Bardi” (with others), (May 1991)
“Uma aula de Arquiteturas,” (January/February 1992)

Further Reading
Bo Bardi, Lina, edited by Marcelo Carvalho Ferraz, Sao Paulo: Empresa das Artes,

1993; 2nd edition, S3o Paulo: Instituto Lina Bo6 e P.M.Bardi, 1996
Bruand, Yves, Paris: Université de Paris IV, 1971
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BOFILL, RICARDO 1939-

Architect, Spain

Ricardo Bofill is one of Europe’s most prolific and provocative exponents of
Postmodernism in architecture.

In 1975 French President Valéry Giscard d’Estaing described Bofill as the “world’s
greatest architect” for his award-winning design for Les Halles in Paris. In the following
decade, a series of international exhibitions and monographs confirmed his position at the
forefront of the modern classical revival. However, despite being celebrated for the
manner in which he has rejuvenated the classical and baroque traditions in architecture, it
is also an appreciation of geometry and the interrelation among social, spatial, and
technical systems that define his work.

Bofill was born in Barcelona in 1939, and between 1955 and 1960 he studied at the
Escuela Técnica Superior de Arquitectura in Barcelona and the Université de Geneéve in
Switzerland. In 1960 he founded the multidisciplinary team  (Architecture Workshop),
and since that time he has worked with them in close collaboration on all his designs.
Bofill and the Taller have been based in Barcelona and Sant Just Desvern in Spain since
that period, but they have also opened offices in Paris, Algeria, and New York.

Bofill describes both his childhood in Catalonia and his travels with his family as
being strong influences on his architectural career. It was while growing up in Barcelona
that he developed a great fascination for the architecture of Antoni Gaudi (1852-1926)
and for traditional Catalan craftsmanship. During his later travels throughout Western
Europe and North Africa, he also cultivated an interest in the manner in which spaces
shape social interaction. All of these themes suffuse his early architectural works,
including the Plaza San Gregorio Apartment Building (1965) and the Nicaragua
Apartment Building (1965) in Barcelona, as well as the Barrio Gaudi (1968) in Reus. All
three of the buildings are constructed of simple industrial materials that are applied in
traditional ways, and all feature elaborate, variegated roofscapes and richly textured and
decorated facades.

Bofill’s work first came to international prominence in the early 1970s, when the
produced a series of brightly colored, and enigmatically titled buildings throughout
Spain. All these projects, including Xanadu (1967) on the bay of Sitges, Walden-7 (1975)
in Sant Just Desvern, and Kafka’s Castle (1968) and Red Wall (1972), both in Alicante,
display a similar theme; they share a preoccupation with the manner in which geometric
systems can generate forms that are complex yet conducive to social interaction. Kafka’s
Castle is a resort, and is generated from a series of equations that govern the siting and
distribution of cubic rooms and castellated balconies. One equation generates the number
of room capsules that plug into the stair towers, and another determines the height of each
spiral progression around the stair. Rather than resulting in a bland or repetitive building,
the overlaying of these simple geometric rules produces a rich and evocative
environment. In Walden-7, a monumental 17-story apartment complex, this same method
is used to accommodate different-sized groups of people in cellular spaces. Both of these
flexible-use living areas are connected by vast atriums, upper-level bridges, and roof
gardens. Bofill describes these early works as being an intuitive response to issues of
design and local culture that have since been termed critical regionalism. For Bofill such
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projects attempt to solve modern problems (mass housing) using modern materials, while
retaining some essence of the region’s natural complexity. However, in the years that
followed, Bofill began to gradually revise this approach to design, arguing that it was
becoming increasingly important to express historical and regional characteristics as well
as geometric ones.

In 1975 Bofill’s design for a large public park ringed by baroque
colonnades won the international design competition for Les Halles in
Paris. The design was already under construction when the mayor of Paris,
Jacques Chirac, ordered that it be abandoned. Despite this setback, Bofill
successfully developed a number of similarly monumental and historically
themed projects in France, including Les Arcades du Lac (1981) and Le
Viaduc (1981), both near Versailles, Les Espaces d’ Abraxas (1983) at
Marne-la-Vallée, Les Echelles du Baroque (1985) in Paris, and Antigone
(1985) in Montpellier. Bofill describes Les Arcades du Lac and Le Viaduc
as “Versailles for the people.” These buildings (the latter over an artificial
lake) incorporate a giant rhythmic system of precast-concrete pilasters,
arched windows, and classical pediments. Below the symmetrical piazza
with its classical fountains and balustrades, are cavernous parking lots. Les
Espaces d’Abraxas, a development for more than 600 apartments on the
outskirts of Paris, is similarly boldly derivative of French architectural
history and geometry. Les Espaces d’ Abraxas comprises three historic
building types: a semicircular theater, an arc (a habitable arch), and the
palace (a U-shaped block that frames the arc). Each of these buildings is
between 10 and 15 stories high and is clad in an elegant, precast-concrete
panel system. The exterior of the theater features a series of
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Les Arcades du Lac (The Lake’s
Arches) and viaduct, St. Quentin en
Yvelines, France, designed by Ricardo
Bofill

© Bernard Annebicque/CORBIS
SYGMA

gigantic Doric columns, each the full height of the building. The inner courtyards are
lined with mirror-glass Corinthian columns, each surmounted by a triple molding
(actually a series of balconies) and a cypress tree. These buildings, along with Les
Echelles du Baroque and Antigone, confirmed Bofill’s reputation as designer of
extravagant, monumental, and theatrical buildings.

In the 1990s Bofill and the Taller continued to design buildings for clients in the
United States, China, and Europe, despite society’s growing rejection of the exuberance
of Postmodern classicism.

By the time that Bofill’s designs for the 1992 Barcelona Olympics were completed,
the approach to architecture that had once earned him great praise, now drew mostly
criticism. Despite this rejection, it is Bofill’s appreciation of the relationship among
geometry, space, and society that remains his greatest strength.

MICHAEL J.OSTWALD

Gaudi, Antoni (Spain); Postmodernism

Biography

Born in Barcelona, Spain, 5 December 1939; son of architect Emilio Bofill. Studied at the
French Institute of Barcelona until 1955; attended Escuela Superior de Arquitectura,
Barcelona 1955-56; studied at Geneva School of Architecture, the University of Geneva,
Switzerland, 1957-60. Founded Barcelona, 1960; opened offices in Paris, 1970, and
New York 1984. Fellow, American Institute of Architects, 1985.

Selected Works

Apartment House, Calle Johannes Sebastian Bach 4, Barcelona, 1965
Schenkel Apartment Building, Calle Nicaragua 99, Barcelona, 1965
La Manzanera (Xanadu) Apartment House, Calpe, Spain, 1967
Kafka’s Castle Vacation Apartments, Barcelona, 1968
Barrio Gaudi Residential Complex, Reus, Spain, 1968
La Muralla Roja Holiday Apartments, Calpe, 1972
Walden-7 Residential Complex, Sant Just Desvern, Barcelona, 1975
Le Viaduc Housing, St. Quentin en Yvelines, France, 1981
Les Arcades du Lac, St. Quentin en Yvelines, France 1981
Les Espaces d’ Abraxas, Marne-la-Vallée, France, 1983
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Les Echelles du Baroque Housing Development, Paris, 1985
Antigone, Montpellier, 1985
Les Temples du Lac Housing Development, St. Quentin en Yvelines, 1988

Olympic Village, Barcelona, 1992

Selected Publications

1968

1970

1978

1981
1981

—  (exhib. cat.), 1981
(catalog), 1982

1984

1989

Further Reading

Many hundreds of books, papers, and articles have been written about Ricardo Bofill and
the  however, no complete catalog of his publications, or of writings about his work has
been published since 1988. James provides a fairly exhaustive list of publications prior to
1988.
Cruells, Bartomeu, Barcelona: Gustavo Gili, 1995
Futagawa, Yukio (editor), New York: Rizzoli, and Tokyo: A.D.A.Edita, 1985
Huart, Annabelle d’ (editor), Barcelona: Gustavo Gili, 1984
James, Warren A. (editor), New York: Rizzoli, 1988
Jencks, Charles, “Ricardo Bofill and the Taller: Six Characters in Search of a Script,” in
London: Architectural Association, 1981
Stern, Robert A.M., London: Thames and Hudson, and New York: Rizzoli, 1988

BOHM, GOTTFRIED 1920—

Architect, Germany

Gottfried Bohm’s architecture ranges from the Expressionistic to the experimental. His
early sculptural concrete buildings from the 1960s and 1970s and his vast steel-and-glass
secular buildings of the 1980s and 1990s find few, if any, parallels in other countries.
Bohm'’s buildings clearly have a sculptural approach that is seen in the treatment of the
outside form and woven throughout the building, manipulating interior spaces through
the formation of structural elements and details.
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Bohm always followed his own style and method of creating architecture. His
buildings range from small-scale to large-scale projects, and his architecture embraces the
simple and the complex by using diverse building materials that range from reinforced
concrete and steel to glass and brick.

The son of the famous church builder Dominikus Bohm (1880-1955), Bohm gained
his reputation through his early churches. In the 1960s, his architecture blended existing
historic city fabrics, integrating his creation into this network of private and public zones
while also interacting with its environment in form, materiality, and color.

From 1942 to 1946, Bohm studied architecture under Adolf Abel and Hans Déllgast,
among others, at the Technische Hochschule (technical university) in Munich. He
received his diploma in 1946 and continued his studies in sculpture under Josef
Henselmann at the Akademie der Bildenden Kiinste (Academy of Fine Arts) in Munich.
His education in both architecture and sculpture significantly influenced his work, as is
clearly seen in his monumental concrete structures of the 1960s and 1970s.

In 1951 Bohm went to the United States to work for the architectural office of Brother
Cajetan Baumann in New York. While there, he visited Ludwig Mies van der Rohe twice
in Chicago and Walter Gropius once at Harvard University.

Although fascinated by the technical perfection of Mies’s buildings, Béhm’s main
influence came from his father. From 1952 until 1955, he collaborated with his father on
multiple church designs, a few single-family homes, a cinema, and projects (1951) for the
Wallraff-Richartz Museum in Cologne. The influence of Mies on their single-family
homes is evident in the Kendler House (1953) in Junkersdorf-Cologne, which clearly
corresponds with Mies’s row house Elmshurst III (1951). Bohm’s Chapel of St. Kolumba
(1950) used rendered shells attached to structural ironwork, creating a sculptural
transitory appearance, as in his father’s Benedictine Abbey (1922) in Vaals. These
influences on his architecture were clearly evident in his early independent projects.

After the death of his father, Bohm took over the existing projects in the office,
transforming the typology of his father’s works, as exemplified in the Church of the
Sacred Heart (1960) in Schildgen and the church project (1959) for Bernkastel-Kues.
From the end of the 1950s to the end of the 1960s, Bohm’s architecture developed
sculpturally and departed from earlier influences. His individualized definition of
architecture was characterized by extreme plasticity and dynamic forms. His was an
architecture that defined masses with contrasting form and light. Bohm strayed from
strict classical geometric forms to free-flowing asymmetrical compositions, which
suggest crystal-shaped compositions in reinforced concrete.

The Church of St. Gertrud (1960-66) in Cologne and the Parish Church of the
Resurrection of Christ and a youth center (1970) in Cologne-Melaten mark a movement
toward his unique sculptural style, culminating in his two masterpieces: the Town Hall
(1962—71) in Bergisch Gladbach-Bensberg and the pilgrimage church of Mary, Queen of
Peace (1963-72), in Velbert-Neviges. These highly acclaimed projects drew on his
father’s architecture and German Expressionism of the early 20th century.

Bohm used highly advanced concrete technology to construct in the manner
prophesied by Bruno Taut, Mies, Hans Poelzig, Max Taut, Hans Scharoun, and others.
The town hall in Bensberg functions as a “city crown,” inspired by Bruno Taut’s
Expressionist vision of the center of cultural-religious life in the city.
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In the 1970s, the demand for churches decreased, and secular buildings formed the
majority of the structures built by Bohm. The complex formwork for his concrete
buildings became too expensive for public buildings. The office changed its design
strategy to a more strict orthogonal typology following the ideas of system-based
building, influenced by both the cluster buildings of Aldo van Eyck and Herman
Hertzberger and Peter Cook’s Archigram and its “Plug-in City.”

In the 1970s, steel dominated in the exterior of B6hm’s buildings. These
new influences and materials are clearly present in the pilgrimage church
of Our Lady of the Victory (1972-76) in Opfenbach-Wigratzbad, the town
hall and cultural center (1970—77) in Bocholt, and the renovation and new

building of Castle Saarbriicken (1977-78, 1981-89).

After his neo-Expressionist period of the 1960s and 1970s, Bohm pursued a more
sumptuous strategy. His baroque-like spaces tended toward vastness in volume within
mazes of axial symmetry. One design feature of the Bohm office seems to recur over and
over again; namely, the basilica-based building with nave and two aisles in secular
structures, as seen in the Ziiblin office building (1981-85) in Stuttgar