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r;::::==:::================THE EDITORIA 

Bli11d Ron1anticism ... ? 

TI-!E FIFTH COLU\1:-: is no~~o one year 
old and. ll!(e a young ctuld, at ha~ 
developee grea:lr 1n i:s !lrst year of 
life. U e can take :his opportunity to 
examme l:s gro~~o·-:.'1 and its emerging 
personalir~·. as ~~o·ell as to make so~ 
plans for Its f:.•rure. 

Looki:1g bade to the t>egmnmg. 11.e see 
:hat THE FIFTH COLU!.\:'Ii was bom 
ol l~alism and o! frustration. Its 
ideal ~~o·as the perceived potential of 
Architecture as a v1sual and soc1al 
art: its frustration was •.atith an 
architectural community of students, 
professors aJl(j professionals, all ~rho 
seemed to lack both concern about 
'iOhat they ow·ere doing and the 
mouvanon :o discover ~;hat was 
happenjng 01.r..sice of :he1r seemingly 
dosed ~ror!ds. 

THE FIFTH COLU~\:'I:'s aim was to 
open up t.~e eyes and t'-e ears (and 
~ even t.'le r:nnds) of all of these 
people. so that t.'ley 11.ould become 
be :ter educated by learning to 
ob51::-~~e, and 11:ho would &erefoc-e have 
a greater a.,..areness of tlleir physical. 
social and hlstoc-ical contexts. 

Setting out with these lofty goals, 
THE FIFTH COLU\1~ has been 
!ortunate in its first year. Infused 
with the raw energy that only a 
st>Jdent env1ronment can generate, the 
magazine has achieved some of what 
was hoped, and more than many had 
expected. 

1t has come to provide an outlet for 
the publicanon of oc-igmal writing and 
~ics. featuring the work of dozens 
of students. professors and architects 
wh1ch would not otherwise have come 
to light. 

lt has begun to rec:ify :he lack of 
written discussion on Arc.'li:ecture 1n 

Canada, predating other recently 
started magazmes such as Trace, The 
L"ldependant Study, and ARO. 

lt has managed to improve w1th each 
assue in terms of the quality of the 
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~Titmg, :he graphiC expression and the 
technical production. coming all the 
way from the days of justifying 
columns on an IBM t)pe~~oriter to 
computer-typesetung. 

~lost important to us. though. has 
been the wide acceptance of THE 
FIFTH COLU\1:-.: •• ,.·hose circulation has 
increased four-fold since Issue I and 
which has found a home in the hearts 
of its many readers. 

THE FIFTH COLUMN thanks all of its 
readers. especially those of you who 
encouraged us last summer by 
supporting a magazine which didn't 
even exist on paper yet. If one of 
you is reading this piece, it must 
mean t.'lat you have liked us enough to 
renew your subscription. (If you 
haven't re-subscribed, we've sent vou 
:his issue by mistake and you sh~ld 
stop reading now or rush your check 
in nght away.) 

Over t.'le year certain aspects of the 
magazine's personality have emerged. 
1t is interested in architectural 
education, both from a student and an 
educator perspective. it is also 
interested in the work of current 
outside architects and in recent 
developments in our cities. 

However, THE FIFTH COLUMN also 
seems to have betrayed a fascination 
with the past, with many articles on 
historical architects and on our lost 
architectural heritage. Perhaps this 
has been because of the recent 
admission that history forms a 
continuum, and that the past does 
have an influence upon the present In 
architecture as well as in other 
aspects of society. Perhaps it is more 
simply because of a need to share our 
personal joy of discovery of men. 
ideas, and buildings which have long 
been foc-gotten and which provide us 
romantic glimpses of a different way 
of life - of a time when architects 
had time to produce an Architecture 
that combined all three Vitruvtan 
ideals of utility, solidity, and beauty, 
and when those ideals were truly 



valued by society. 

THE FIFTH COLU~IN has also taken 
on a definite 'look', one which has 
evolved over the past volume. This 
evolution can be partly ascribed to an 
increasing sophistication in the 
productaon of the magazine and to the 
pressures of standardization to 
increase its efficiencv. However, 
perhaps the magazine's appearance also 
reflects an attitude among today's 
students, an appreciation of elegance 
and order in the face of a perceived 
chaos in the outside world. lt is this 
apparent order which has, in spite of 
va riations within the set format, led 
to accusa t1ons of stodginess from 
certain quarters. Though we certainly 
do not feel stodgy yet, it is certain 
that the format of the magazine will 
continue to evolve. as personalities 
change and as it continues to be a 
medium for expression and 
experlmentataon. 

As THE FIFTH COLUMN looks ahead. 
we realtze that much remains to be 
done and that our lofty goals continue 
to be just as distant as ever. ~lanr 
still do not read about Architecture 
and do not expose themselves to new 
ideas. Many have not yet learned to 
observe the lessons of the past and 
those of the present. Many still think 
that Architecture is just building, 
while forgetting that it is really a 

complete attitude tov.·ards life. 
affecting (and reflecting) man's 
physical, social and intel!ectual 
well-being. 

Therefore THE FIFTH COLUMN 
reaffirms its original premise: "that 
architectural learning" (which ought to 
continue throughout an architect's Hfe) 
"cannot be an insular process. but 
rather one which thrives on varied 
informational stimuli." (Editorial: 
Volume I, Issue 1). We are also 
retaining our format of loose themes, 
which will continue to allow for a 
variet,· of articles on education, 
current architecture, and our heritage. 

THE FIFTH COLU\1' hopes to 
promote this variety by encouraging 
communication between the whole 
architectural community. 1t is 
tmportant that this channel of 
commumcation IS an active one, and 
we therefore hope to improve it in 
the commg year. '1\'e are excited that 
more and more dafferent types of 
people m dif(erent places across the 
world are becoming part of our 
readership. \\ e are also excited that 
students in the ~arious Schools across 
Canada will nov. b~ part of THE 
FIFTH COLU~IN through their RAIC 
Chapters, providin~ it with sources for 
new ideas and opanions. Welcome to 
you all. You are important in gaving 
THE FIFTH COLL ~I 'I a national 
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dimension and infusing the magazine 
with a new dose of students' raw 
energy. THE FIFTH COLUMN will 
become a truly Canadian student 
magazane. with interested students l!l 
each School acting as Regional 
Editors. coUecting ma:enal and having 
input into the Ed1tor1al policy. 

All of these new sources v.·iiJ nelp 
provade the variety of ideas :hat is 
basic to THE FIFTH COLUMN's 
objectives. However, now the ball is 
in vour, our readers'. court. You can 
help to develop THE FIFTH COLU.\1N 
into a magazine of true 
communication, of response and 
reaction, of point and counterpoint. 
\\e need to look more at current 
developments in the world~~o·ide 
architectural communitY. and we 
depend upon you to send an your 
comments and to open Ul> issues of 
concern. It is important. For THE 
FIFTH COLU\\ . remains the last 
resort of the blind romantics of 
1-\rchitecture. Unfettered bv the daily 

·orld of ~velopers. Big Offices and 
Big Mone)'• lt remams to preserve :l'lat 
adeahstac notion of our professaon: :hat 

rchitecture is an art. shaping our 
socaetv and lts way of life, and that 
we must therefore pracuce 1t only 
11.1th contmulng observation, a\\areness 
nnd concern. [J 

.w. 
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THE EARLIEST examples of 
architectural drawing in the 
'modern' era date from the 

Thi.rt~th Century and the sketchbook 
of French gentleman designer Villard 
de Honnecourt. Regular use of 
architectural drawings as we now know 
them, however, does not occur until 
the Italian Renaissance of the 
Fifteenth Century. Since then the 
notion of 'architectural drawing' has 
undergone several transformations. In 
each transformation the 'revolution' is 
never complete and traces of !'ancien 
resime persist. Consequently 
'architectural drawmg' stands today as 
a complex conceptual notion with 
layers of accrued rhetorlc. Precise 
anal)'lls then Is possible only through 
an archaeolostcal unravelling of 
drawing's constituent concepts. 

Colin Rowe tells us that "the artistic 
process Is not the impressionistic 
reccrd of the thin~ $eeni but is rather 

Critical ideas on perspective and architecture 
as a part of a complex conceptual notion ... 

PIRANESI 

AND 

THE IDEA OF 

CRITICAL DRAWING 

by James Aitken 

Jim Aitken is a graduate architect 
1110rking in the .'-fontreal office o( 
Peter Lanken. 

the informing of observation by a 
philosophical idea". Drawings. may be 
considered a trace or graphic record 
of this idea. Drawing transformations 
are thus predicated on changing 
philosophical ideas. 

Historically, the first philosophical 
idea Informing architectural drawings 
can be characte rized as 
'symbolic-iconic'. The representative 
image is created as a substitute for 
the object which it intends. Thus, for 
the purposes of the author, which may 
or may not require visual likeness, the 
image is the intended. 

The next 'idea' distinguishes betw~ 
the image and the intended object, 
and sets up analogical relations 
between the two. These referential 
relations are of two types which may 
be characterized as 'pictoriaJ~mpirical' 
and 'rational-abstract '. 
Pictorial~mpirical drawin~s cater to 

the visually accessible world while 
rational-abstract dr'dwings appeal to 
the intellect of the observer and 
depend upon a conceptual 
understanding of the intended object. 
In both cases the idea of 'form' is 
reduced from its metaphysical iconic 
'essence' to more empirical 'shape'. 
The drawing still derives its form and 
structure from its subject but is 
more conscious of itself as a 
representative image. Referential 
drawings in general promote a 
consciousness of design and thus a 
conscious awareness of the idea 
informing the drawing. In 
symbolic-iconic drawings on the other 
hand, the 'idea' is relatively 
transparent to its users. 

The third transformation renders the 
drawing completely independent of the 
subject it graphically recreates. The 
drawing is now a fully self-conscious 
image. As a work, the drawing stands 

;:. 
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left: Ancient Mau.solewn 
top right: Ancient Roman Forum 
bottom right: Ancient Roman Capital 

on its own, independent of all external 
wor)ds, and capable of sustaining its 
own internally coherent virtual world. 
The drawing is a fiction and, as 
fiction in literature, it is not reality 
but is like reality. It thus becomes a 
meta-reality: a second and potentially 
valid reality which is similar to but 
removed from the first. It is thus 
capable of passing critical commentary 
on the first. Meta-reality, as a 
metaphor (an image designed to 'carry 
(the idea) beyond' the immediate) can 
c r iticaJJy extend and develop the 
meanings of the system or work upon 
that which it is operating. Drawings 
of this type, which deal with issues 
independent of the subject, can be 
characterized as 'critical-atmospheric'. 

Manfredo Tafuri has traced the 
development of drawings as critical 
images from the first illustrated 
architectural texts by Sebast1ano Serlio 
through Peruzzl to Palladio. it was 
PaJiadio's refinement and cannonization 
of graphic conventions that led to the 
development of the first fully coherent 
architectural meta-language. Montano 
provides an early aberration to the 
classical ordering principles with his 
series of church plans that challenge 
the notion of centrality. He provides 
exceptions to the rule that test it in 
a consistent manner and thus 
establishes a counter metalanguage: 
mannerism. Piranesi's Prima Parte 
d'Architettura e Prospettive provides 
much the same challenge to 
perspective as a space ordering 
concept and to linear perspective as 
the fiction that recreates conceptual 
perspective on paper. 

Piranesl published the "Prima Parte", 
his first text, in 1743. His purpose 
was stated in the introduction to the 
plates. 

"These speaking ruins have filled 
my spirit with images that 
accurate drawings, even those 
of the immortal Palladio, could 
never have succeeded in 
conveying, though I always kept 

them before my eyes. 
Therefore, having the idea of 
presenting to the world some of 
these images, but not hoping for 
an architect of these times who 
could effectively execute some 
of them ••• there seems to be no 
recourse than for me or some 
other modern architect to 
explain his ideas through his 
drawings and so to take away 
from sculpture and palntmg the 
advantage, as the great Juvarra 
has said, they now have here 
over architecture .•. "· 

G.B. Piranesi 
Prima Parte d'Architettura e 
Prospettive, 1743. 
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These drawings - fanciful constructions 
of antique Roman building types -
reveal Piranesi's early critical 
preoccupations. Examining the 
publication as a set of plates clearly 
reveals their critical value. There are 
at least four themes or parameters 
internal to the work which are 
experimentally controlled and varied. 

One theme considers the relat1ons of 

object and space w1thin the graphic 
image. Plates such as the diagonaJJ:y 
receeding view of the 'Ancient 
Mausoleum' focus on the building as a 
monumental object. The 'Ancient 
Forum', 'Anctent Capitol' and 'Group of 
Stairs' emphas1ze a perspect1ve spatial 
structure defined by the architecture. 
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top left: Great Gallery 
top right: Ancient Temple o{ Vesta 
middle; Croup of Stairs 
bottom: \lagni(icent Bridge 

The architecture in rum acts as a 
sening for objects. 

In some plates the focus is unclear. 
The 'Ancient Forum' focuses as much 
on the fra~ space in the foreground 
as on the object m the background. 
1be re\ erse is true of the 'M.agnllicent 
Bridge' where the bridge competes 
with t.'le space framed by i:s arch. In 
the 'Great Gallery' the central group 
of columns vies with the space 
sui'T'Olniing it for our anention. In 
'Ancient Roman Room' space exists 
both before and beyond the planar 
object of the ~mented portico. The 
graphic structure of the 'Great 
GaiJery• is similar to the central 
region of the 'Group of Stairs' which 
more or less assertS the perspective 
structure of the space. 

Another theme explores the principles 
of ordering objects within the view. 
Three distinct principles are app.arent. 
First is the precise location of 
individual objects within a rigid 
perspectlve spatial StructUre. One can 
easily imagine reconstructing the plan 
layout of the monuments in the 
'Ancient Capitol' or the column groups 
in the 'Group of Stairs• from the 
Information given in the perspective 
view. Another principle is the 
creation of a centre around or about 
which objects are regularly disposed. 
The 'Temple of Vesta' for example 
assembles the circular colonnade of 
the reconstructed temple, a circular 
stair, and the hemisphericaJ dome of 
the pantheon. The third principle is 
~ently complete randomness where 
obJects are simply piled up with no 
centre or perspective structure. The 
'Ruins of Ancient Buildings• and 'Ruins 
of an Ancient Tomb' are both of this 
type. 
A close examination of these plates 
ho11.ever reveals certain discrepancies 
between the actual and the apparent 
order. The 'Group of Stairs' in fact 
cannot be rationalized into plan form 
u has been shown by Piranesian 
scholar Ulya Vogt-Goknil. In the 
'Temple of Vesta' the centres defined 
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top left: Rutns of an .Anc!ent rorrrb 
top right: Rutns of an Anc!ent Building 
middle: .Ancient Roman Room 
bOttom: Anc!ent Temple 

by the various elements do not 
actually coincide. The lack of a 
cohesive s patial ordering pr inciple 
turns this 'reconstruct ion by direct 
quotation' int o a pile of incoherent 
objects, destroying both hlnorical and 
spatial perspective. 

These discrepancies are hardly errors. 
Rather they are calculated challenges 
to the validity of linear perspective 
and centrality as ordering principles. 

The next theme involves principles of 
ordering the space of the view. In all 
of the plates, save those where 
objects are simply piled up, linear 
perspective is the spatial organizing 
principle. Of these plates there are 
three types of perspective views. The 
'Ancient Temple' presents us with a 
pur e front al view and a central 
vanishing point. In this view Piranesi 
actually 'constructs' the vanishing point 
while in 'Ancient Roman Room' he 
obscures it by the curved wall at the 
rear . The 'Magnificent Bridge' is 
similar but with an oblique frontal 
view and a single eccentric vanishing 
potnt . The third type is an 
'aggressive' oblique view with 
orthogonals receeding to vanishing 
potnts left and right. This graphic 
structure is usually employed to 
emphasize objects as it gives 
prominence to their leading vertical 
edge. Piranesi however uses it to 
explore also spatial depth as in the 
~oup of Stairs' and 'Carcere Oscura'. 

The apparent rhetorical order of the 
perspective space of these drawings is 
also subject to scrutiny. Linear 
perspecttve, by definition, is a 
focussed system. In the '\1agni1lcent 
Bridge' however, the centres defined 
by the frontal view of the bridge 

arc"' the vanishing point of this arch, 
the vanishing point of the receeding 
buildings to the left, the vanishing 
poillt of the arches m the background, 
the planimetric centre of the 
colonnade in the background, and the 
base of the obelisk, do not coincide. 
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right: Ca~NI O.ScW"CC 
l•ft: Croup of Columns 

The final theme concerns rendering 
stvle or technioue, of v.tuch there are 
M. The forms in ~ title page and 
other drawings of ruins are built up 
out of shadows indicated by loose 
organic lines 1t1 the manner of the 
later groteschi. The ruins are 
tentative forms with a fragmentary 
existence ln the Eighteenth Century -
a once grand order fallen into ruin. 
The other style has the crisp prismatic 
appearance of a neoclassical engraving. 
Buildings in a newly constructed state 
are geometrically delineated with 
shadows indicated by a series of 
relatively even weight parallel lines. 
The two styles together give the 
impression of an historical perspective 
with distance in time rather than 
disunce in space causing the sfumato 
atmospheric distortion of the lines in 
the ruins. 

In summary, these plates, are a 
systematic putting to the test of two 
organiz~ principles. These are: 

l) the continuing debate on 
'centrality' carried over from 
the traditions of Palladio and 
Montana, and here applied to 
the graphic organization of 
objects; and 
ii) the graphic convention of 
linear perspective, which is not 
the structure of space but a 
rhetorical artistic device used 
to create the illusion of real 
space. Linear perspective, and 
indeed aU drawing, is fictional 
and independent of reality. As 
such it aU has critical value. 

This publication, which translates as 
'First Part of Architecture and 
Per~lve' belongs to the established 
tradition of architectural treatises 
which are prefaced by graphic essays 
on either geometry and perspective or 
the orders of classical antiquity. The 
latter are treatises modelled on 
Palladio (who actually took it from 
Serlio's fourth book) and the former 
are modelled on Serlio himself. 
Immediate precedents to Piranesi's 
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publication include the works on 
architecture and perspective by the 
Bibienna, a Bolognese family of stage 
designers. Piranesi's spatial 
constructions display similar 
scenographic qualities providing 
settings for objects and human actions. 
The horizon or viewpoint of the 
observer is set approximately one third 
of the way up the page at the base of 
the architecture, similar to the 
Bibienna drawings. The horizon line 
divides the plane of human action -
flat surfaces, stairs, water, etcetera -
from the upper region occupied by the 
building. The figures appear as 
miniature actors below the observer 
while the grand buildings tower above 
him. ln addition, these scenographic 
views art framed by dark elements in 
the foreground that recall the 
proscenium stage. 

The "Prima Parte" however, 15 a major 
departure from the aforementioned 
tradition. Its purpose is not to give 
instruction on the methods of linear 
perspective construction, but to 
actively use it as an expressive tool, 
perhaps in a virtuoso performance, and 
il any case to reveal its fallacies and 
its contradictions. These are 

10 

Piranesi's critical ideas on perspective 
and architecture as presented in 1\b 
drawings. He uses the autonomous 
fictional world of the drawing as a 
virtual form with which to make his 
critical commentaries. 0 

Notes 

I. Validity IS a function of internal 
consistency. 
2. The idea - the design - belongs to 
the subject. The drawing merely 
exhibits this design. The substance of 
the design is not exclusive to the 
orawing itself. 
3. The terms of this likeness need not 
be visual similarity. 
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De la Re forme 
Par Michel Nadeau Mlchel Nadeau e.s t un etudfant a 

I'Ecole d'Archl t ecture de l'Unlversite 
McCIU. 

Le XIXe siecle, finalement, developpa son style - au XXe siecle ... 

LA PE RIO DE circonscrite par la 
rubrique 'Movements de Reformes' 
s'etend sur cent cinquante ans, de 

17 50 jusqu'a l'aube du XXe siecle, et 
peut~tre calibree d'assez pres par les 
conditions socio-politiques et 
economiques d'Europe pendant cette 
epoque. Depuis la Revolution 
lndustrielle en Angleterre, en 1750, 
jusqu'aux changements de formes de 
gouvernement dans divers pays du 
continent, toute la periode contribue a 
donner a l'Europeen du X!Xe siecle 
!'impression qu'il est libre et maitre 
de son destin. Ces conditions favorise 
les changements des desirs et des 
normes en Architecture. La nouvelle 
classe bourgeoise devient protectrice 
de !'architecture, changeant ainsi les 
definitions de style, bon gout et 
convenance. 

Le baroque et le rococo, pierres 
d'angles de !'architecture bourgeoise, 
sont conduitent vers des exces sans 
precedents, exces qui donneront envie 
aux plus e rudits de retoumer vers des 
sources purs de formes architecturales. 

Les Fra n ~ais, menes par des 
sentiments na t ionalistes se sont 
rapidement tournes vers Fran~ois 
\tlansart, tandis qu'en Angleterre, les 
'gentlemen-architects', faisant face aux 
memes problemes , ma i s s ans 
motivations patriotiques, choisirent 
Palladio comme modele a imiter. 
Palladio fut selectionne . Pour deux 
raisons: il avait ecrit un livre alors 
traduit en Anglais et, en tant que 
dessinateur d'un groupe d'intellectuels 
venitiens, il devait avoir etudie les 
precedents romains. L'evolution 

logique d'un re~our en arriere jusqura 
Palladio, qui influen~at aussi Le Vau, 
fut d'utiliser dir~ement les ruines 
romaines. 

Tandis qu'en France on construisait le 
Peti t Trianon et qu'en Allemange 
l'Enemalienbu r g etait erige, les 
mouvements de reformes 
aggrandisaient leur cercle d'influence. 
En Ame rique, la bibliotheque de 
I' Un iversite de V1rgmie s'e levait 
comme une copie du Pantheon de 
Rome alors que Jefferson, pendant 
qu'il chait en France, recommandai~ 
que le Capitol de Richmond en 
Virginie soit erige sur le modele de la 
,\1aison Carre a 'limes. 

En r eaction a la totale liberte, 
pendant la periode Baroq ue , 
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d'articularion d'elemenrs tecroniques, la 
Reforme Romaine les asservis 
completement aux regles etalilient par 
Vitruve dans ses "Dix Livres sur 
L•:\rchltecrure', et awe precedents des 
nines. souvent en desaccord une avec 
!'autre. 

L\rtilisation extensive de ruines comme 
precedents introduit en Europe du 
Nord la notion de pittoresque, 
exploitant la megalomanie et 
l'affectlon romantique des choses 
ancieMes. 

Vitruve mentionnait, dans ses livres, 
SXlt utilisation des edifices grecs dans 
l'etablissement de ses prmcipes. Ce 
que Vituve rapportalt semblait entrer 
en con!lit dJrecte avec les temples de 
Paestum, colonie grecque sur la 
perunsule italique, que Souff!ot, alors 
a l' .... cademie. a Rome, Vena.Jt de 
mesurer. La seule aJrtre scucce de 
cxrnaisances de la Grece antique etait 
le travail de Travolis, alors vieux de 
plus de mille ans. Avec 
l'a!falblissement de l'Emplre Ottoman, 
les pones de la Grece s'ouvrent awe 
Europeens et Juliens Darib Leroy est 
le premier a visiter Amenes. D 
rapporte de sa visite de I'Acropole, 
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des documents demontrant la 
difference entre Paestum et le coeur 
de la culture grecque. 

La suprematie architecturale attitree 
au Parthenon n'etait basee que sur les 
'Marbres d'Elgin', un groupe de statues 
que le comte d'Elgin avait fait enlever 
du fronton du temple. La collection 
ava.Jt ete jugee superieure au travail 
de Praxitele, sculpteur grec d'environ 
~;oo avant J.C. et reconnue comrne le 
meilleur artiste de l'hlstoire de la 
Grece. L'excellence des travaux de 
Praxitele, que Rome avait essayee 
d'egaJer, mais sans reussir, etait 
suffisante pour !aire du Parthenon la 
demiere oeuvre architecturale correcte 
avant la decadence de la Grece. 

lile des regles de base des detenseurs 
de la Reforme Grecque demandalt que 
lrmtercolumniation soit, ou entierement 
close, ou entierement ouverte. Cette 
notion d'integrite les menat 
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directement au concept de forme pure 
qu'ils basaient sur la sculpture nue, la 
forme du corps humain, sans alteration 
de mode. 

Le champs d'etude des reformistes 
&reco-romams s'est vu largement 
etendu par la decouverte de Pompeii. 
Robert Adams fut le premier a 
realiser les paralleles entre les 
interieurs pompe iiens et ceux du 
rococo frant;ais . L'utilisation des 
mirroirs dans les interieures menat 
Adams et d'autres a !'utilisation des 
parallaxes clans les plans d'ensembles 
exterieurs. 

Le pittoresque joue un role important 
dans tous les mouvements de reformes 
et son extrapolation menera, 
eventuellement, a la reforme gothique. 
L'emprise du pittoresque fut tel que 
!'architecture !ut redefinie, pour un 
temps, comme etant ce qui donne de 
belles ruines. Ceci fut exprime dans 



la presentation architecturale par la 
frequente addition de dessins a haut 
contraste du bati ment en ruines, 
comme ce fut fait par un etudiant de 
John Soane pour sa nouvelle Banque 
d'Angleterre. 

En France, vers 1850, on voit 
apparahre un mouvement de Reforme 
de la Rena1ssance. Parallele a la 
haute architecture victorienne en 
Angleterre, la Reforme Renaissance 
prend une richesse plus grande que son 
equivalent anglais, comme on le voit 
dans la fa~ade du Nouveau Louvres 
(1852-57). En 1864, l'Ecole des 
Beaux-Arts est mise en tutele par le 
gouvernement fran~ais. Avec l'etude 
des precedents anciens, l'emphase est 
place sur les plans axiaux, comme le 
demontre !'Opera de Paris. Cet 
edifice fait un tel pas en avant en 
qualite de design et en termes de 
richesse qu'il initie, pour certains, une 
forme de neo-baroque. 

Contrairement aux reformes 
precedentes, le talent des architectes 
de la Reforme Renaissance ne se situe 
pas dans la creation de fa~ade a haute 
precision archeologique mais dans la 
liberte de son utilisation du 
vocabulaire tectonique mis a sa 
disposition. Dans sa description du 
Reform Club de Londres, Cesar Dal1 
declare que le batiment de Charles 
Barry transcende le marriage inerte 
des mate riaux pour atteindre la 
complexite des organismes vivants 
JITigues par de complexes systemes de 
circulations. James Ferguson credite 
les architectes de ce mouvement pour 
avoir reintroduit le bon sens en 
Architecture.1 La Reforme de la 
Renaissance a degeneree, en Autriche 
et en Allemagne en un mouvement 
d'ecclectlsme bordant souvent sur la 
copie pure et simple. 

En Angleterre, le retour a la 
renaissance a generee toute une serie 
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de mouvements de courtes durees et 
aux or 1gines complexes. la 
constructJon du Fore1gn Off1ce en 1860 
par Sir Gilbert Scon apparait comme 
un mdlcateur de ces mouvements qui 
ont laisses des formes typiques, telles 
les cheminees massives et la 
ma~onnerie variee du style 'Queen 
Arne'. Toute cette succession culmine 
en 1890 avec la creation d'un 
neo-baroque par John Belcher dans son 
"Institute of Chartered Accountants" a 
Londres. Equivalent en expression a 
!'Opera de Paris, il laisse prevoir des 
tendances qui dureront, en Angleterre, 
jusque dans les annees 1920, 
manifestees par !'observation des 
principes classiques sans !'utilisation 
des details des reformes. 

Parallelement, a partir des annees 
1~. on volt apparaitre, en France et 
en Angleterre, une Reforme Gothique. 
En Angleterre, ce mouvement nait de 
quatres ideaux: Romantique, Politiaue, 
Religieux et Technologique. A.I.I.'.N. 
Pugin est largement responsable du 
detournement de la population de 
!'architecture classique vers 
!'architecture gothique. u a ecrlt 
plusieurs livres dans lesquels i l 
compare !'architecture et la vie des 
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epoques moderne et medievale, 
toujours a l'avantage du Moyen-Age. 
Oans "'The True Pnnciples of Pointed 
or ChriStian ArchitectUre" de taq, il 
;x-esente une :heorie rationaliste de 
design avec les memes resultats: poor 
Jul une bAtiment doit exprimer sa 
mu::ture et le gothlque nous offre les 
seuls precedents valable de ce genre. 
John Ruskin, de son dne, nklamait 
aussl le retour au gothique, mais pour 
des ralsons dif!erentes. C'etalt, pour 
lui, la seule !a~on d'empecher les 
hommes modernes de tomber clans la 
debauche payenne qui devait 
lnevitablement suivre !'utilisation d'une 
architecture non-<:hretienne. Apres 
1 uo, les precedents utilises changent 
du gothique ang.lais poor se fixer SIJr 

le cothique italien d'abord puis, 
hnalement, sur le gothique venitien, 
sous !'Influence de "The Stones of 
Venice" par Ruskln. 

L'architecture gothique a ete rendue 
populalre par son as.sociatlon avec les 
systemes legaux et gouvernementaux 
~l&is, particullerement dans les pays 
possedant un gouvernement totalitaire, 
tel la France. L'association du 
gothique avec la religion du 
Moyen-Age a contnbue a convaincre 
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les representants des Eglises d'Europe 
que le gothique etait la bonne 
archhecture. 

La renovation de Newstead Abbey par 
Lord Byron marque un point toumant 
dans la popularisation du gothique en 
infusant une notion de prestige clans 
les ruines anglaises. 

L 'assymetrie des elevations gothiques 
du XIXe siecle est la marque la plus 
nette de !'influence du pittoresque. 
Au Moyen-Age, les edifices gothiques 
I)Ui. devaient e~e vue~ ~e l'exterieur 
etalent constru1ts symetnquement. 

En France, le principale defenseur de 
!'architecture gothique etait 
Eugene-Emmanuel Viollet-le-Ouc. 
Debutant sa carriere en 1854 sous 
l'egide de Prosper Merime, 
Viollet-Je-Ouc entreprend les 
renovations des Carcassones et des 
cathedrales de Laon, Vezelay et 
Salnt-Savin. Partenaire de Labrouste 
lors de la construction de la 
Bibliotheque Nationale, Viollet-le-Duc 
deviendra !'influence la plus importante 
de la seconde moitie du siecJe. Dans 
de multiples travaux ecrits, iJ decrit 
!'architecture gothique en termes de 
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rationa.Jlsme structural, et declare que 
tout bon design doit se baser sur une 
OlllStruction rationeUe. Viollet-le-Duc 
fut l'un des principaux defenseurs de 
!'utilisation des nouveaux materiaux de 
Construction Comme moyen d'arriver a 
une architecture du XIXe siecle. 

V10Het-le-Ouc et A. W .N. Pugin etaient 
tres proches en theorie et en pratique. 
Tous deux consideraient le gothique 
comme la seul base possible a une 
architecture du XIXe siecle et tous 
deux surent developper le genre en un 
systeme structural logique se 
conformant au beton et a la fonte. 

Viollet-le-Ouc n'avait que deux regles 
clans son approche au design. D'abord, 
il ne doit y avoir aucun element sur 
un edifice qui ne soit necessaire a la 
convenance, a la construction ou a la 
propriete Cceci le raJiant aux theories 
de Laugiers et de Vitruve). Ensuite, 
tout ornement ne doit etre qu'un 
enrichJssement, qu'une enluminure sur 
un element essentiel de la 
construction. 

En Angleterre, le mouvement s'eleve a 
son plus haut sous la construction du 
nouveau Parliament a Londres par 



Barry dans les annees 18~0 et, dans 
les annees '60 et '70, par la 
construction par Burges de chateaux 
tel Cardiff Castle et Castle Coch pour 
culminer, entre 1871 et 1882, dans la 
construction, par G.E. Street, du 
nouveau "London Law Courts". 

L 'utilisation de la polychromie a 
travers tous les mouvements de 
reformes a d'abord ete introduite par 
Butterfield pour remedier a la 
monotonie des villes anglaises. 11 y a 
trois theories de polychromie: John 
Ruskin s'est inspire des palais venitiens 
et s'est justifie par le hasard de la 
coloration dans la nature, tandis que 
G.E. Street s'est inspiree des eglises 
de l'ouest de l'Italie et s'est justifie 
par la coloration structurale. La 
troisieme theorie est basee sur les 
traces de peintures decouvertes a 
l'exterieur des temples grec du 
cinquieme siecle avant J.C. 2 

L'architecture academtque et le style 
Beaux-Arts dominerent le continent de 
1870 jusqu'a la fin du siecle. Le 
resultat fut une etrange combinaison 
de precedents antiques, d'echelle 
baroque et de richesse imperiale, 
donnant lieu a des edifices tel le 
monument Victor Emmanuel 11 a 
Rome. 

La Hollande et la Scandinavie 
tenderent, sous !'influence de 
Viollet-le-Duc, vers une architecture 
plus rationelle, plus humaine qui les 
men~t. entre autres, a la 
reintroduction de la brique comme 
principal materiau de construction. 
Ce mouvement a mene, a travers 
:-lyrop au Danemark, Ostberg en Suede 
et Eeliel Saarinen en Finlande, a la 
mise en place des fond a tions de 
!'architecture du XXe siecle dans ces 
pays. 

En Angleterre, la Reforme 
Vernaculaire encouragea !'utilisation de 
mateoriaux locaux et de corps de 
metiers traditlonels, particulairement 
dans les annees 1880 et 1890 sous le 
"Arts and Crafts Movement'. 

La fin du siecle fit elace a plusieurs 
mouvements qui raviverent l'espotr de 
voir le X!Xe siecle developper un 
style. Les structures hybrides de fer 
et de verre laissait entrevoir une 
lueur, tandis qu'en Espagne, dans les 
annees '80, Antonio Gaudi, travaillant 
avec le beton arme, creait des 
edifices aux formes nouvelles, 
organiques, souvent associees, b!en qu'a 
tort, avec les formes encore a vemr 
de I' Art Nouveau. Ce mouvement, 
sortie des ateliers de Victor Horta, 
clans les annees '90 en Belgique, utilise 
la maleabilite du fer forge pour creer 
des formes sans precedents. Le vaste 
interet que rec;u !'Art Nouveau fut 
probablement du a un dernier espotr 
de trouver une architecture du X!Xe 
siecle. 

La bataille des styles a eu pour 
principal effet de soulever la question 
de !'expression d'un edifice. Depassant 
le simple besoin d'exactitude 
archeologique, l'architecte devait 
main tenant sans cesse se questionner. 
Un biltiment devai t-il exprimer sa 
structure, la partie physique, palpable 
de son existence, ou devait-il exprimer 
l6le verite plus intellectuelle, plus pres 
de !'~me? Au prise avec ces 
questions, le X!Xe siecle s'est eteint 
sans laisser de reponse claire. 

Cependant, que serait !'architecture du 
X Xe siecle s1 Leroy et Elgin ne nous 
avait pas permis de faire du Parthenon 
la quintescence de !'architecture. pivot 
des arguments de LeCorbusier dans 
"Vers une Architecture"? Sur quoi 
auratt-il base son systeme Do-mt-no si 
ce n'e tait du systeme de grille de 
Jean :"--icholas Louis Durand et du 
travail de Joseph ~ionier, Franc;ois 
Coignet et Franc;ois Hennebique? 

Les grands architectes du debut du 
XXe siecle tel LeCorbusier, Gropius, 
Aalto et .\1tes Van der Rohe ont tous 
base leur travaux sur les resultats des 
experiences du X!Xe siecle. 

L'apparente nuditee de nos edifices 
modernes qui semble manifeste le bris 
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le plus radicale entre les deux siecles 
est pourtant le resultat direct des 
mouvements d'ecclectismes en 
Allemagne et en Autriche qui 
permirent a Adolph Loos d'ecrire en 
I 906, un article intitule "Ornament 
and Crime". Cet article est 
largement reconnu comrne la cause 
pnncipale de la transmutation du 
symbolisme de l'ornement vers un 
symbolisme de la puissance et de la 
fonction. C'est cette mutation qui 
permit a Waiter Gropius d'ecrire, en 
193.5, dans "The New Architecture and 
the Bauhaus" que le but ultime de 
!'architecture moderne etait la 
creation composite mais inseparable de 
l'oeuvre d'art dans laquelle il serait 
impossible de differender entre le 
monumental et l'ornemental. 

Architecturalement, done le XXe 
siecle est inseparable de X!Xe, et il 
nous faut vo1r comme un seul 
ensemble !'evolution de l'architecnre 
mod erne a partir des - prises de 
posittons du X!Xe siecle. 0 

Notes 
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THE FIFTif COLUMN: You have been 
grow.ng and evolvmg a style rather 
subtiv over the last filieen years and 
tlToughout tilat time your work ~ms 
tD ha~e anticipated or gone along with 
contemporary movementS - from the 
L:tlear Ci~ thing of the mid-sixties 
that vou wrote with Peter Ei~nman, 
throu-gh the Late-~odern work Like 
Hanselman House right to your present 
stage wh ich started with your 
Warehouse or the Claghom Hou~. 
The words and their messages ~m so 
completely different. What are your 
feelings about this as you look back 
over that rather short period of your 
evolution? 

MICHAEL GRAVES: Yes, it does 
appear to be different. I find that 
ow:r tho~ fifteen years that there has 
been a very very slow, gradual change 
in the work. it's not something that 
happened overnight nor something that 
isn't very considered on my part. If 
Claghorn was the manifestation of 
that !uJI blown, there are nevertheless 
those li~e Snydermann, Alexander, my 
'*arehou~ and even Han~lmann that 
included thematic references. What I 
had not done at that point is realize 
that the thematic thing that one was 
attempting to employ makes the work 
narrative or textural had to go to a 
I'TICt'"e explicit configuration to be read, 
to be understood. Hansclmann and 
Benaceraff suffer a bit becau~ their 

language is primarily geometnc and 
abstract, and later works like Portland 
and Fargo - Moorhead are more 
figurative. And i1 you look at the 
first work and the last work, yes, you 
see almost two different hands, but 
the architecrural concerns were the 
same. I simply didn't have the ability 
or the means or ... I didn't have the 
practice to make the connecuon 
between the figurative and the theme, 
and the theme and the geometry 10 
the early work, as a mis-<:onnect, 
whkh I think I do 10 the later work. • 

TFC: Drawing seems to be an 
important design tool for you. Could 
you expound a bit on the 'levels of 
drawing' as you seem to have defined 
them and maybe on the drawing-design 
process? 

GRAVES: The thing that I've realized 
lately - very strange that it comes so 
late - is that you reaiJy can't make an 
architecture if you don't draw. There 
are a number of good architects who 
don't draw. We know that they work 
in thetr offices as hard as I work, 
they are as ~rious about their work 
as I am about mine and they might 
offer alternatives to some sort of 
diagrammatic proposition or parti to 
people !n the office to work out - and 
they might act as critics, and their 
work comes out splendidly well. I 
think one can think of lots of 
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instances where that's true, but I don't 
thank you can really fine- tune the 
building, fine-tune the object and the 
ideas simultaneously if you don't draw. 
Drawing or modelling, or any way of 
describing for yourself the 
compositional relationships, the pieces 
of the puzzle, and if you look at the 
history of architecture, you see that 
great architect ure is only made by the 
relationship of building ar-:1 drawing, 
and not one or t he other; not paper 
a rchitecture on the one hand or just 
building on t he other. 

TFC: What do you think about your 
drawings and how they are doing at 
the Max Protech Gallery - the prices 
they are fetching, it must be quite 
headv. 

GRAVES: Quite what? 

TFC: Heady. 

GRAVES: I don't know. It might 
surprise you, but I'm really sorry to 
see the drawings go. I would like to 
have them. I would like to own them. 
I could of course, but it would make 
life in the office very difficult, in 
that the sale of drawings over the last 
few years has helped support the 
office. Projects like Portland are now 
picking up the slack, but I also have 
some faith that tomorrow there will 
be another drawing, and that it's a 
matter of public record now and I 
don't have to have the object 
(drawing) in a drawer somewhere - but 
in my hear t of hear ts l'd just love to 
own all of them. But, in a way, we 
must Sf'll them in order to continue 

cxplorang other projects to the degree 
that we do. I mean, we have a kind 
of losing proposition in our office in a 
monetary sense, so we need all the 
support that one can muster from 
rovalties on furniture and fabrics and 
~s like rugs and other objects that 
we make, to the sale of drawings. 
All of that goes to supporting people 
who are fine-tuning those other issues 
in the larger scheme of things in our 
office. So, I don't know where all of 
that will end, I don't know why 
architects' drawings have not always 
been for sale. Maybe one should 
explore that for a while, why its only 
been the province of the painters and 
the sculptors. I also think that one of 
the reasons that there is an interest 
in architectural drawings today is that 
in the painter's world, which is 
primarily non-figurative, there is very 
little to love. People are looking at 
architects' works as something that 
has both content and identity to it, in 
a way that other elements of the art 
world do not. 

TFC: The translation of drawing to 
building, in your case, seems to leave 
a lot of people dissatisfied. They 
complain about your bu•ldangs' 
flimsiness, about the notion of 
cardboard architecture, about the 
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GRAVES: I don't l<now quite how to 
answe r that... I guess it's their 
problem and not necessarily mine. 
There are... 1 mean, Peter Eisenman 
talks about cardboard architecture in 
positive terms, because Peter wants it 
very clea r that the idea' of 
architecture dwells primarily in the 
mind . Tha t 's Pet e r Eisenman's 
interest. .\1ine would be not only 
that, but also in the tactile sense. 
I've always been interested in making 
things. I wouldn't be practising today 
if my buildings were leaking ... or 
falling down, or any other thing that 
anyone would want to criticize me or 
others for. Even 'JohMy Technocrat' 
has troubles with his buildings, because 
it's such a medieval process of putting 
something like that together. 11 your 
Chevrolet leaks, and they put together 
millions and millions and millions of 
them, surely you'd think they would be 
dry by now, but they aren't. and they 
are fancy machines. Building is by 
comparason, as I said before. medieval. 
And maybe it shouldn't be, but each 
time out, it's a new ballgame. We 
share experiences with the thing 
before, and there are good principles 
of pragmatic practice. But, the 
chances of failure are pretty great. 
This doesn't mean that when one tries 
something conceptually, that you can't 
also keep the building dry. There's 
always somebody out there who will 
say, "If you do one you can't do the 
other". I'm pretty impatient with that 
and I don't think it's worth discussmg 
much. ::J 
The above dr•wlng• ll•ve bean reprinted 
from M1c:hael Gravea sketch boolt.s from 

the l•st l•w Y•••• 

I lasting quality of your architecture. 
How do you regard yourself as a J 
builder? ·-
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The most misunderstood of movements 
in Architecture, Mannerism, has a modern-day 
counterpart. lt is not Post-Modernism, but 

rather, A NEW 
MANNERISM, 

which like Mannerism, is elusive and seen as 
a CRISIS. Is it? 

A CRISIS. 1lie are led ;:o believe, 
resuJ;s 11.ilen normally orderea 
lnso:itutaons and activi~ies 

become helplessly out of controL lt 
begms "Grith a quaet rum!>le, but .such 
rumblings tend to be L'lfectuous and 
anvaraably, grow to be of epic:emic 
proportions or tnfluence. 

Archltec tural historians tell us of 
numerable crases, the most notorious 
beit\g, perhaps, the Mannerist cr1sis. 
Architec:s were supposedly 
self ·Indulgent, blissfully ignorant of 
Renausance dogmae whtch they were 
'blasphe:nmg'. ~ might say that 
~rism was a 'popular' activity, an 
animal borne of popular culture. Such 
beasts are traditionally destined for 
derision, probably because, in 
hind sigh c. tf1ey are seen to be 
contradictory or detrimental to 
society's more senous culture. For 
years, lanneris: architecture has been 
spoken of with dtsfavour because of 
1ts 'pop culture' leanings. ln !act, the 
maJority o! ,..ork caJied '\lannerist' 
was extremely good. It has been the 
selected removal of excellent 
architects from that clusification, and 
their placement elsewhere (Late 
Renaissance, etcetera), that has let 
Mannerism wallow so long in the 
amab of popular culture. 

As voe saw ( ~annensm, The Fifth 
Column, vol.!, no.ll), Mannerists 
concerned themselves with a search 
for pleasure through variety: of form, 
expression, space and colour. Included 

tn this was an atti;ude which 
attemptea to 'diStort' or change the 
rules a! Renaissance archltecture. It 
is only :oo evident, in light of 
discussions of contemporary 
architecture. that current practitioners 
of the art argue for similar change as 
well. 

Judgmg by the widespread attention 

given to these arguments by various 
jCllJtTlaiS of architecture, lecture series 
ard panel discussaons, :hetr acceptance 
has reached 'epidemic' proportions. 
However. there remain many voices 
who cry 'crisis'. Their greate~t 
concern is a perceived rejection of 
serious architecture and its 
replacement by popular architecture or 
worse, Post-Modern Architecture. 

'Post-Modernism', as such, does not 
eX!St at all. except in the minds of 
devout lodernists, Neo-Ratlonalists 
and a few outspoken individuals. lt 
has been a convenient umbrella phrase 
which throws all architectural 
movements into one rather murky 
broth. Consequently, those placed in 
that group voice their dissatisfaction 
whenever Post-Modernism is 
mentioned. They certainly do not 
wish to be associated with anything so 
amorphous, and many find difficulty 
with populism. Seeing very few 
similantles to each other, they have 
placed themselves, or have been 
placed mto many categories, few of 
which are particularly meaningful. 
Cra tlcism of Post-Modernism never 

oy William Mark Pimlott 
IHJ!iom Mori( Pimlott (s a Jtudent 
architect working in the \.fontreal 
office of Peter Rose. 

addresses any of these specific 
categories, rather, it addresses the 
nebulous concept of 'Post-Modernism'. 
It is thus necessary to define a 
common ground within which thrusts 
of the cntlcal sword may be parried. 
The particular difficulty lies In the 
fact that Post-Modernists, if one may 
pardon the expression, are reluctant to 
admit that such a common ground 
exists. The various camps seem so 
rigadly defined and so diametrically 
opposed, that such ground appears to 
be shaky. However, I share the 
opanion that all of this work 
represents a Mannerism of sorts · a 
'New Mannerism'. A brief outline of 
the characteristics of Mannerism (via 
illummations from Frederic Hartt and 
John Shearman), as well as an attempt 
at a comparative parallel with current 
movements, should begin to breach the 
gaps. 
Briefly, Mannerists seemed to seek and 
achieve: 
a. varieta (the human pleasure derived 
from variety) as a rejection of 
Renaissance invarieta Oogic, order and 
the Platonic absolutes) 
b. a mannered re-interpretation of 
what had preceeded - Renaissance or 
otherwise • in architectural or artistic 
expression (achieved through what 
many call distortion and a few 
describe as the 'humanising' of 
Renaissance composition, detail and 
colour) 
c . an architecture whtch was vastly 
more personal, yet more public 
oriented, than ever before (a popular 
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John f-IE.jduk , Bye House; Robert Venturi, Bront-Johnson House; Alon Greenberg, ·N.ount Vemon! 

architecture for 'a more cultured age'). 
Ensuing from this were unusual 
containments and proportional 
inversions (Laurentian Library, 
Michelangelo); humourous distortions 
and manipulations of architectural 
detail, and 'fantasy' spaces (Palazzo 
del Te, Guilio Romano); fragile 
layer-on-layer classicism (Palladio); 
and a few extreme distortions - with 
mixed results (Casmo dello Zuccheri, 
Frederico Zuccheri). 

Mannerism was that creature borne of 
some muscle flexing following a long 
period of order and restraint; 
flux within a period ot trans1t1on. 
Many have cried 'crisis' with respect 
to it, and there are those who stilJ 
do. In "Mannerism" (The Fifth 
Column, vol.l, no.4) I forwarded the 
objecting notion that the Mannerist 
Crisis was not a crisis at all. The 
conclusion was based upon the fact 
that Mannerist architecture did not 
reject the principles of a 'Good 
Architecture'. That its expressions, 
derived from the creative, personal 
instincts of each artist did not harm 
the art, but, rather, enhanced it 
through the liberation of ideas. 

The new Architecture makes similar 
gestures. Its na.ture of multiplicity of 
thought makes the perception of its 
purpose so difficult, and conversely, 
allows criticism of it based on its 
capnc1ousness so easy. A category, 
which represents a group of ideas, 
makes multiplicity coherent. The new 
Architecture, defined in the context of 
\1annensm can therefore begm to 
become so. 

a. VARIETA 

There is indeed a new varieta although 
it is seen in many different ways by 
the Whites, the Greys and the 
Neo-ClasSICISts. 

i. The Whites 

These architects are profoundly 
influenced by the work of Le 

Corbusier, particularly the early 
period. This enclave began in the late 
1960's as 'The New York Five': 
Charles Gwathmey, Richard Meier, 
John Hejduk, Peter Eisenman and 
Michael Graves. When the monograph 
"Five Architects" was released, there 
was a definite distortion of Corb's 
white work. In Gwathmey's case, 
Corb was filled out more, becoming 
more volumetric - rigid external forms 
were more or less maintained. Meier 
modeled his efforts on Corb's earliest 
work (Villa Savoy), but has produced 
caricatures of it in a bitterly 
antiseptic series of projects. Hejduk 
has expanded on Corb's sculptured 
volumes within the grid through 
multiplications (the curvy rooms 
increase in number Like rabbits), by 
taking these volumes out of the 
context of the grid and letting them 
hang in space as independents. 
Eisenman's work bears little 
resemblance to Le Corbusier's and can 
only be described as an abstraction of 
some notions that he is preoccupied 
with (rotation and translation). lt is 
an mtensely personal exerc1se, meant 
for no-one but himself. lt seemed, 
too, that before \1ichael Graves 
developed into a classicist of sorts, a 
fixation with both early and later 
Corb existed, utterly concluded by the 
Snydermann House, which appears to 
be rather a lot like the blob in the 
gilded cage. 

i1. The Greys 

Robert Venturi pioneered the Greys' 
search for varieta, when he forwarded 
the statements "I like complexity and 
contradiction in architecture" and 
"Less is a bore". Without "Complexity 
and Contradiction" there would be no 
broohaha, no fighting between Whites 
and Greys nor amongst Greys; for 
that matter, there would be no such 
ttung as a 'Post-Modem Cns1s'. While 
there are those who seek genuine 
American architecture (again), a more 
publicized group searches for that 
same goal through the roots of popular 
culture. The proponents of this 
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methode, Venturi, Charles '1-ioore, 
Robert A .• \.\. Stem and many others, 
all peddle this notion in varying 
directions and degrees of intensity. 
Their position has caused a tremendous 
st1r - both in North America and 
abroad. lt has borne most of the 
vituperous commentary from 
Modernists, the Whites and some, like 
Stanley Tigerman, who draw abuse 
from those who are just a shade of 
y:ey apart from him. The Rationalists 
in Europe say even worse things. This 
exchange is known as Rationalist vs. 
Realist: where Maurice Culot calls 
Charles Moore "Mickey Mouse". 
However, past all the abuse and 
mudslinging from within and without, 
there remains one common thread 
rOnning t'lrough the work of the 
Realists - it 1s American (and 
Americans like fun). The Europeans 
howl alot about this. 

iii. The Classicists 

These are simply the architects who 
presently carry on a classical tradition 
in archne<:ture and urban plannmg. 
~ this group are Alan Greenberg, 
\1ichael Graves, QumJan Terry, Leon 
Krier and ~1aurice Culot. Sometimes 
included is Robert Venturi, and many 
would wish to posthumously include Sir 
Edwin Lutyens. They seek variety in 
architecture in the sense perhaps 
closest to the Mannerists - through 
simple pleasures to be denved from 
details, colour, proportion and planning 
gestures. 

B. MANNERED RE.INTF.RPRET A TION 

i. The Wh1tes 

lt almost goes unsaid that each 
headstand that is done in order to 
achieve that variety we have spol<en 
of, must be, within this White 
Theatre, nurtured by the form-giving 
Le Corbusier. Either a direct 
quotation or a contortion of th~se 
forms constitutes a reinterpretation of 
them. Each architect's personal 
translation is an idiosyncrac y - a 
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U. The Greys 

1: is from the interpretation of 
hlstortcal forms that the Greys have 
rece:ved such wide attention and at 
the same :ime, provoked such 
abundant criticism. No Pertod has 
been Ieh untouched by those 11.-ho have 
Dee1 called 'Post-Modem'. Yet, within 
this camp, there is a feeling that 
what is being done is right - for the 
peoples' enjoyment. Others believe 
that it is a free ticket to magazine 
pUblicity. 

iii. The Classicists. 

Like the Mannerists, the Cla.ssicists 
(the Neo-. 'eo-Cias.sicistsl cannot leave 
Classical Architecture alone witilout a 
bit of fcrm-givmg inout. After all. 
overdressed sameness was a major 
contributor to the decline of 
Neo-Ciass1cal Architecture 1n ;he 
United Sta:es and else111here. So, 
:hose like Alan Gr~rg distort or 
maru;xllate or iment mannered details 
and plans; while those like \ichael 
Graves 're-invent' Classicism in a 
personal mannerlsttc language which 
attempts to represent its stylistic 
intenuons. There is always however, 
personal a!fectations which make this 
architecture quite different from 
Classicism. 

C. A PERSONAL, PRIVATE 
AROOTECTIJR.E 

All three of these camps m ='onh 
Amenca encourage the development of 
a 'style' ... -tuch 1s very per.sonaL yet 
sornehovo tied m:o the roots of the 
history of architecture. (As the White 
School IS drrectly tied to Modernism 
as an historical phenomenon, 1t a·,oids 
the central elements of clebi!te 11.tUch 
form the remaining diSCUSSion}. The 
pubhc's access1bihty to each of :hese 
styles u dependant upon its 
subconSCious architectural trad1t1on of 
expenence. Presumably, accessibility 
to what Is being expressed should 
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result tn work that is weU received 
and enjoyed. And, if the expression is 
related to a signilicant segment of the 
historical continuum, then its appeal 
will acqurre a stature of permanence, 
and 1ts 'personal and private' nature 
will become Insignificant. 

'POST -MODERNISM IS MANNERISM' -
Omer~in 

It seems that at the very least that 
our contemporary condition is a 
descendent of Mannerism, and that in 
certain instances is quite identical to 
it. Longing to replace that 
meaningless term (Post-Modernism) 
v.·i th one that has the quality of 
having definite characteristics, 
'='e"<I.·-Mannerism' seems to suit the 
qualifications. 

L1ke Mannerism, New-~rism shall 
certainly have ro endure ridicule now 
and many years from now. It is, 
unavo1dably, an architecture of a 
cransattonal period. 'Permanent' 
:-;ew-Mannenst buildings do not exist 
in appreciable numbers yet, nor are 
represented in connection with large 
scale public functions. 

There are, without too much 
extrapolation, many New or 
Neo-Mannerists. And those who they 
have left behind in stylistic 
IOterpretation, the Modernists, are not 
particularly happy about what they are 
domg. The Modernists, say they are 
completely immerced in style: an 
elitist preoccupation. They say that 
consideration of the user has been 
forgotten. il:ey say that the notion 
of a bulldmg being at first !unctiooal 
has been lost. And, that the 
New-Mannerist architecture is 
narcass1stlc, and offensive; at best, 
regressive. The contention has arisen 
that New-Mannerlst Architecture is 
not architecture at all, but merely 
academic acrobatics conce i ling 
incompetence. 

THEN ... 
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\VHA T IS GOOD ARCHITECTURE? 

A list of criteria which has always 
q.Jalified the above query is that given 
to us by Vitruvius: UTILITAS, 
FIRMITAS and VE:'IIUSTAS, or 
Commodity, Firmness and Delight. 

Modem architects say that thetr work 
fullills all of the above requirements 
and make a pledge to society that a 
better world will result from their 
work. New-Mannerist architects say 
exactly the same thing. 

If we can ascertain just who does 
actually fulfil! the very important 
requirements of a 'Good Architecture', 
then we may determine if there is a 
:-.lew-Mannerist Crisis, no crisis at all, 
or one which has been with us for 
longer than we wish to believe. 

Facing page, from left. 
Venturi and Rauch, Brant House, 
Berrruda, 1979; Michoel Graves, 
Plocek (Keystone) House 1977-9 
Quinlan Terry, N£> 7 Frog 
Meadow, Dedhom, 1980. 



'FIRMNESS, COMMODITY AND DELIGHT' ARE CONSTITUENT PARTS OF A GOOD ARCHITECTURE. 

THE NEW-MANNERISTS 

A. COMMODITY 
i. Function 

Does New-Mannerist Architecture 
work? Certainly, one cannot answer 
this direcJy without making unsound 
generalizations. However, in the spirit 
of 'good architecture', shown are three 
plans for houses representative of 
varied methods: 

All of these houses work, by virtue of 
the fact that their planns are derived 
from traditional bases of relationships. 
They a re not particularly complex, but 
rather, straightforward and 'easy'. 
Perhaps the most significant thing 
about them is that anyone could walk 
into these houses and know where to 
go to get to each important part. 
There is a logic inherent in these 
plans which has to do with the 
sequence of rooms and spaces. 

ii. Contextu alism and Social Duty 

A major premise of the 
New-Mannerists' work, particularly the 
Greys, has been contextua.llsm. The 
intervention of new buildings into any 
context should, they Insist, reinforce 
the existing fabric, rather than be at 
odds with it. And in the circumstance 
of a deteriorated fabric, the new 
building should attempt to re-establish 
those qualities that have been lost. 
Th1s position is truly essential to the 

Greys' cause and allows them to 
attempt the 'saving' of the modern 
city. 

Implicit in their efforts are the 
mclusion of man in the scheme of 
their architecture; in terms of his 
compatibility with it, his traditions of 
experience, and finally his enjoyment 
of it. Thus, the 'frivolous 
architecture' that is Charles \1\oore's 
Piazza d'ltalia is no longer frivolous at 
all, but a serious exercise in social 
a rchitecture which seems to work 
extraordinarily well. 

The logic behind the resurrection ot 
these principles is simple. If man has 
lived happily in the past with certam 
constants, why has Modernism, from 
its birth, openly rejected them? 

B. FlR.MNESS 

There is no pretentious rhetoric about 
structure being wielded by 
New-Mannersits. The buildings are 
built in accordance with methods that 
have been used in the past for 
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centuries. Gravity goes downwards: 
walls bear on walls, walls bear on 
columns and beams and columns bear 
on walls or the earth. As all have 
always done. 

C. DEUGHT 

lt has been said that beauty lies in 
the eyes of the beholder, and this 
adage, although hackneyed, must be 
taken quite seriously by the architect, 
whose art indeed must be the most 
accessible of all to the public at 
large. The Grey architects and the 
Neo-Rationalists in Europe (adamantly 
Non-Mannerist) seem to think that 
accessibility is attained through 
balanced composition, a reintroduction 
of the principles of symmetry, and 
archetypal reference. In other words, 
beauty can be achieved through 
reference to experiences we have 
known. 

The Greys believe that ornamentation 
is a part of our tradition of 
expenence. They see this issue as the 
original Mannerists might have. 
Decoration or ornamentation is 
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som~thing 'l." hich may beautify 
architecture through its rendering of: 
:ne pla.stidry of a surface, the play of 
light. and its introduction of v-cri~ty. 
wh eh presumably encourages a 
rt-action of pleasure. lt is the 
allowance of ornament which !Jermlts 
architecture to become eelectic. 
personal and lovingly flawed: or to 
become expressive of some hierarchy, 
pladng us at a suitable distanc:e. 

The Neo-RJ!tionalists reject ornament 
in favour of European urban 
archetypes, which dlifer accoramg •o 
local vernacular plaru, propor-tions. 
profiles and materials, 'll.'hich retain a 
nature of public accessibility. 

The Modernists, a!:ema;ively, reject 
both ornament and arc:hetypology. and 
instead. mtroduce an exclusive vi.SUaJ 
language which, when at its best. 
speab to but a few aesthet~. ls the 
public or populist architecture of the 
Ne11,. Mannerists, as the Modernists 
1115in, obscene? 

THE MODERNISTS 

For all of :he vast promises made by 
the Modernists from 1910 to the 
present, their success in both social 
reform, and the architecture which 
they claimed ~ould induce it, has been 
abyssmally limited. They cfid succeed 
in instituung an architecture void of 
colour, the expression of material and 
that could be related to by no-one but 
tnemselves.. lt became the element of 
debate solely in avantegarde circles. 
1t is only in these cird~ that the 
preposterous statements and 5Chemes 
ltlat 'llie know so well could have even 
been tolerated. 

"'rnament is a cnme" - Adolf Loos. 
Oh, !t. Loos, you hypoctlte. Your 
Amencan Bar Is stmply too 'pretty' to 
allow you to say somethbtg like this. 

"Less IS more" - Ludwtg Mies van der 
Rohe. This ts where we are asked to 
throw away all of our worldly 
possessions to Jive In a glass room 
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with no~ in 1t but a solid onyx 
wall. Luxury in Poverty. 

Project: City for 6,000,000 inhabitants. 
Le Corbusier (changed his name to 
seem more like the 'answer'). A 
proposal that •was so radical that it 
could not possibly be taken seriously. 

Groves, garlands on Portland; 
Loos. Steiner House, American 
Bar: Curling up with Mies 
van der Rohe, circa 1927: 
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Yet, it somehow became the model 
for the Modem City. Its message still 
sits verv well voith .Modern architects 
and cities all over the world have 
suffered greatly because of it. Not 
only does Corb's scheme ignore the 
notion of existing city fabric; it 
obliterates it. "We must throw out all 
that has gone before, because it is 
meaningless''. 

Modernism has been the only artistic 
movement which has actually had the 
audacity to proclaim such nonsense 
and to assure us that their artists, 
rrusicians and architects could fill the 
'gap'. so to speak, and more. All of 
these sa·1iours of culture, of course, 
numbered no more than a few score 
individuals, who all knew of each 
other very well. They met at parties 
and conferences and the like, and if 
there ever was an academic elite 
pounding out the dogmae of 
architectural thought, the Modernists 
were that elite. lt was so extreme 
that to them, 1t stmply was not good 
enough to be sympathetic to their 
righteous causes, one had to follow 
their method precisely. Through the 
discretion the Modernists developed in 
selecting just who would or would not 
be among them, they began to see 
themselves and their work, as 
rigourous, honest, no-nonsense and 
flnctional. This then, was what really 
counted. lt was Utilitas. 

Le Corbusier and 6 million 
neighbours. 



Beouty·or beasts? Soarinen, Mies,Pei and our own WZMH. 

As for Firmitas, the Moderns have 
maintained a commitment to structure 
as a separate entity, born when 
Architecture gave birth to Engineering 
as a profession unto itself. Their 
subsequent partnership was based upon 
a faith in the possibilities of the New 
Age - a 'Renaissance' which would 
expand knowledge and expose truth for 
the good of all men. 

However, t ime has shown that the 
effort s of the partnership have not 
been innocent of deception, and the 
motivations towards the 'honesty' of 
structure have occas1onally become 
obscure . 'Excitement' attained through 
the abnormal disposition of structure, 
all to often becomes one-line 
architecture - a commercial gimmick 
which is not very honest at all. 

As an aside, it should be noted that 
the Moderns who were really good, 
never went out on any structurally 
unsound limbs, and never became lost 
in what Modernism was supposed to 
mean. These architects did indeed 
produce buildings which remain 
o riginal, at times exciting, and when 
isolated, beautiful. These works 
unfortunately remain few. 

And Venustas? There is a constant 

search for beauty that runs through 
Modern Architecture, a beauty that 
yearns to appeal to all Mankind. This, 
for the Modernist of today, has its 
roots in Cubism, which has to do with 
an impress ion of r eality, and 
importantly, one that is distorted or 
abst ract. Although Architecture is an 
Art, it, unlike its 'free' companions, is 
responsible to legibilit y and intimately 
linked to the world of reality. 
Therefore, archit ecture's sculptural 
abstract ion intended to merely evoke 
some emotive response, is Sculpture, 
and is ignorant (with few exceptions) 
of its legibility, and importantly, its 
role, imposed upon it by its 
membership in a g r eater urban 
context. The manifests are objects of 
'rumb' beauty - acontextual, egocentric 
and aggressive. However, what seems 
the most regrettable, is that the 
notion of 'architectural beauty' has 
lost significance (save the work of 
Aalto, Kahn, Mies and Scarpa). In a 
city, where there must be 
Architecture, and where there are only 
weak practitioners of a soulless 
Modernism, this loss has been 
catastrophic. 

CRISIS? ••• WHAT CRISIS? 

If we are asked to assess the state of 
architecture, are we urged to say that 
there is a crisis? Have things gone 
out of control? Certainly, there is 
confusion, borne of the multiplicity of 
ideas and means, but its intent and 
the ends are clear. These ends have 
finite parameters, so the future of 
architecture and of our cities becomes 
a known rather than an unknown. If 
there was any time to reaffirm faith 
ln the 'basics' of a Good Architecture, 
now is that time. There is an 
awareness about the good and evil of 
intervention and a conscious attempt 
to work with what is proven to be 
good, not what is hoped to be so. 
Finally, Architecture is being allowed 
to be public, popular, fun and 
meaningful - to everyone, not just a 
select few. 
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It is my contention that the question 
of a crisis in Architectl.lre may be 
turned a round. By that timeless 
common ground of j'udgernent, the 
Vitruvian principles, the New 
Mannerism is a Good Architectl.lre. 
The debates waged by the New 
Mannerists are those which foster the 
growth of values and morals. This 
leads me to believe that we should 
not worry about a New Mannerist 
Crisis. However, perhaps we should 
seriously "question the authority of 
those who contend that Architecture's 
'New Deal' is formal and futile. 

From beginnings in the backwaters of 
academia, the Moderrusts developed an 
attitude that would destroy our cities, 
try to forget our place, and attempt 
to es tablish our faith in the most 
temporal entity - our time itself. I 
would forward that their 'parti' was, 
and remains to be, one monstrous 
mistake. Their rejection of the 
rejuvenated spirit of 'good 
architecture' as manifested in New 
Mannerism severely darkens the 
proverbial 'light at the end of the 
tuMel' for Architectl.lre, and leads me 
to believe that the 'crisis' ultimately 
lies with the legacy and accolytes of 
the Modern Movement. 0 
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At~chitectural 

Education one way or the other? 
by John Meunier 

A search for commitment to explanation, action and 
Wlderstanding in architectural education ••• 

W HEN I FlSALL Y convinced 
my parents that I did not 
, ,;ant to be an accountant, a 

orofession that they knew was valued 
by society and appropriately 
remunerated, lt IVas agreed that we 
should look Into my education to be 
an architect. Their narural reaction 
was to find a local architect to whom 
I might be 'articled'. This was a form 
of apprenticeship in which a young 
man, straight out of high school, 
joined a professionaJ's firm to work 
and to learn under hss guidance. For 
that privilege the young man paid a 
";remium' which disunguished him from 
~ paid assistants as someone who 
~ the right to expect some more or 
less structured education directly from 
his "principal". It was the normal 
mode of education not onlv in 
architectUre but in most profesSions 

·ell mto the n1;entieth century, and 
particularly for accountants. 

When we visited a local architect, 
with the intention of negotiating_ my 
'articles', he gently drew my parents' 
attention :o the fact that only sixteen 
miles away was the Liverpool 
University School of Architecture, the 
f..irst University School of Architect\Jre 
in Great Britain and, as I was later to 
find out, the school where James 
Sts.rling had been studying under Colin 
Rawoe. So I missed t~ opporturuty to 
learn architecture from the vantage 
pcxnt of a practitioner, a system under 
v.1llch most of the architects of the 
past learned their trade, and found 
myself for the next seven years 
learnsng it in schools at two 
Universities, Liverpool and Harvard. 
Slipped in between there were a few 
months of 'mternshlp' with firms in 
London and New York, remnants of 
the old system, but on the whole, like 
most of my readers, my formal 
education was sn 'Schools of 
Architecture'. 

I started at my first School w~n I 

11ta.s just seventeen. I built my first 
building when I was twenty~ight. For 
eleven years architecture was for me 
primarily drawings, models, 
photographs, and words, whose 
relationship to the experiential rea.lity 
of bulldings only occasionally came to 
life, as when I visited the newly 
fini,s~ed Jaoul houses in :-.leuilly and 
~ Hollyhock house in Los Angeles. 

Now I find myself running a School of 
Architecture and lntersor Design. 
which admittedly is closer to the 
'articles' system of education than my 
own was, oecause of ;he cooperative 
eciJcation method used here, but which 
perpetuates the tradition of an 
academic preparation. For most of 
my students, too, architecture tS 
primarily drawings, models, 
photograpl'ls, and words. 

The question I ask myself is, "'s this 
a defensible method, on any grounds 
other than economic?"; because it is 
clearly cheaper to have students pay a 
few thousand dollars to make their 
mistakes on paper than it is to have 
them make them for real with 
buildings that would cost many 
thousands of dollars and at the end of 
the day be too dangerous, ugly or 
useless to keep. 

\1y answer to my own question is a 
very qualified "yes". I have two 
major qualifications which, if they are 
ignored, leave me with very serious 
<bbts as to the value of an academic 
education for architecture. One 
qualification demands ~ clear-eyed 
recognition of its limitations, the 
other demands a re<:ognition of its 
potential virtue. If either, or both, 
are ignored I have little faith that 
anything other than harm i5 being 
done to one who wishes to become an 
archlte<:t. 

Fnt it must be recogmzed that those 
drawings, models, photographs and 
•....ords are not architecture. They may 

Jam .\JeiDlier is Director of the School 
of Architecture and Interior Design at 
the University of CinciMati. 

have the capacity to make us think of 
architecture, but each is strictly 
limited in its capacity to represent 
architecture. Let me use the word 
'model' in a ~re precise sense. Each 
of these are 'models' of architecture. 
Models are valuable. They are usually 
manipulable and testable. They select 
the charactersitks you might wish to 
study. They are economic in terms ot 
time, effort, and resource. But by 
ciefinition they cannot represent all 
the characteristics of the object to 
which they relate. If they did they 
would no longer be models, they would 
be the object itself. lt is essential 
that we recognize the limitations of 
these 'modl!!ls' of architecture. We 
must learn to relate them to the 
reality they represent in the same way 
that a musician can learn to hear the 
music when he reads a score. We 
rrust resist their capacity to seduce us 
as aesthetic objects in their own right. 
1he musician is fortunate in that he is 
unlikely to mistake the beauty of the 
graphics of a score for the beauty of 
the music; we all too often succumb. 
He also has the advantage, as long as 
he has not written a piece for a full 
orchestra and a thousand voices, that 
the transformation of his score into 
music will not be too time consuming 
and expensive. We usually have to 
wait many years before our designs 
assume their architectural reality in 
any substantial way. 

lt is therefore of great importance 
that a student of architecture learns 
the conventions of the relationship; 
between his 'models' and reality. That 
can be achieved In two ways: by 
building some of his designs, and by 
reverssng the normal sequence by 
making 'models' of buildings wh1ch 
already exist. For me it Is vitally 
important that as early as possible in 
a student's career he builds or has 
built at full size something 
archi tectonic that he has designed. 
Inevitably it has to be small and 
cheap, probably no bigger than a tent, r~ 
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a porch, a gazebo, or a room, but 
even that will give him the fulfillment 
of realizing technically the 
implications of his design work. He 
wtll experience it w1th all his senses 
and understand the aesthetic 
signiftcance of construction, detailing, 
aod workmanship. Problems of 
economics and time and process will 
impinge on his design intentions. 

'Measured drawings' used to be a part 
of the syllabus of every architecture 
program. Under the Beaux Arts it 
usually meant the re-drawing of a 
major monument from a survey which 
required you to crawl all over it. By 
the time I did it we were recording 
the cast-iron nineteenth century 
buildings of Liverpool. There are 
clear benefits from this process of the 
reduction of experiential reality back 
to drawings. More recently in schools 
with strong Building Science curricula 
surveys now include the measurement 
of building performance in ways other 
than the visual and spatial. Light, 
sound, temperature, humidity, and 
energy usage are also reduced to 
"models". 

These few comments then about the 
limitations of architectural education 
in a university and what we might do 
to counteract them. What about the 
advantages? The major advantage of 
the ambience of the University should 
be its traditions of 'explanation'. The 
University is devoted to 
'understanding'. If we work within its 
traditions we should end up by 
'understanding' architecture. We would 

use science to understand it in one 
way, and history to understand it in 
another. We might even attempt to 
understand it philosophically. 

There is an aspect of most 
architectural curricula called 'theory'. 
There are some schools that don't 
have it at all, there are others that 
have very little else. What is it? 
Anything that doesn't fit into the 
technologies or history, but which 
should nonetheless be taught, is what 
it often is. 

There are two kinds of theory, as l 
see it. There are theories of 
explanation, and there are theories of 
action. Universities usually concern 
themselves with the first. Schools of 
architecture usually concern 
themselves with the second. That is 
why architecture students are so 
different from most of the other 
students; why they are on the one 
hand envied and admired as men and 
women of creative action; and why on 
the other hand they are the butt of 
academic derision because they know 
so little, even about their own field. 

The answer to my question, "Is the 
education of architecture students in a 
University defensible?" is, as I said a 
highly qualified "yes". Yes, but only 
if the experiential reality of 
architecture is clearly kept in sight, 
and; yes, but only if the drive 
towards the explanation and 
understanding of the world, which is 
normal to the university, is sustained. 
Which is not to say that as places 
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where designers are educated schools 
of architecture do not have a duty to 
teach theories of action. Of course 
they do, but they are likely to be no 
more than recipes to repoduce the 
most recent cliche if they are not 
based upon the principles of 
intellectual undestanding. 

If my son were to ask me how he 
should becomean architect, would I put 
h1m in 'articles' or in a University 
School of .'\rchitecture? The choice 
would not be automatic. U I could 
find a Street or a Soane, a Pugin or a 
Schinkel, I would be tempted. I would 
probably resist however and send him 
to a University School, but I'd have a 
good look at their curriculum first. U 
all I found was a large scale 
apprenticeship to a bunch of 
second-rate principals disguised as 
University professors then l would dig 
into my pocket and pay the 'premium' 
for the 'articles'. If 1 found a genuine 
University department, committed to 
explanation as well as action, and a 
design education which ooderstood and 
controlled the relations between 
'models' and reality, then I would 
happily surrender him to the academy. 

The ideal, of course, is the 
combination, where the student is 
close to the creative world of a 
.leading practitioner who happens to be 
a membel' of a University faculty 
which sustains the scholarly traditions 
of the university. Would that aU 
Schools of Architecture were like 
that. 0 
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Running Fence et 

a Montreal 

Le paysage de3 arts soclat.LX et polltlqu.e$: 
comparauon cl'approche$ et reacttom .•• 

par Daniel Durand 

otons des le depart que ces 
deux oeuvres d'art sont 
etroitement apparentees a 

!'architecture. Leur realisation a 
necessite les etapes traditionnelles de 
conceptlon, d'elaboration, de 
financement, d'approbation, et de mise 
en oeuvre. Pourtant, on a prevu 1eur 
demantelement apres !'exposition, 
acceptant de pJein gre, la dun!e 
relative des eh~. Tout ce qui oous 
reste de ces det~x oeuvres, ce soot les 
souvenirs et les documents d'archives. 

Le musee d'Art Contemporain nous 
presente done cette oeuvre de Christo, 
realisee entre 1972 et 1976. 
L'exposition fait surgir des 
ressemblances avec l'evenement 
montrealais de CocTidart qui continue 
de falre les manchettes. Le parallele 
est principalement axe sur le concept 
de ces deux oeuvres, le processus de 
leur realisation et !'intervention 
physique faite dans l'environnement. 
Les deux projets nous offrent aussi un 
similitude lmportante sur le plan de 

leur impact social et de la polemique 
suscitee sur leur valeur artistique et 
esthetique. 

Oans !'ensemble, ces projets suscitent 
une reflexion sur !'interaction de 
l'environnement pris au sens large et 
des interventions successives que nous 
y effectuons. Les tendances actuelles 
tres contextualistes et urbaines de 
!'architecture dev r ont demeurer 
presentes a !'esprit du lecteur, puisque 
ces deux oeuvres s'inspirent du meme 
sout;i. 

On se rappelle aussi que les annees 60 
nous ont permis de voir !'evolution 
vers une approche participatoire de 
!'architecture, celles de 70, un retour 
apparent vers une intensification du 
r~le significatif des formes physiques. 
Les recherches presentes pour une 
csmelloration de la qualite de vie dans 
les villes, theme electoral maintenant 
devenu rentable, tiennent compte de 
plus en plus des dif!erents nivaux de 
discours et d'interacti ons avec le 
public. 

Certains courants de l'art 
contemporain, qui tentent d'integrer 
une experimentation concrete de 
l'objet, ont parfois comme objec tifs de 
provoquer une perception plus 

~ 
.!: 

~ 
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consciente et de generer des meilleurs 
rapports sociaux. 

L'importance de Running Fence 
provient de son envergure phys1que, du 
vif debat social suscite, et des 
nombreuses demarches effectuees 
aupres des organismes officiels de 
l'Etat de Californie, avant sa 
realisation. 

Une presentation de l'oeuvre de 
Christo permettra une meiJleure 
appreciation du parallele propose. 
Oeuvre d'envergure, Running Fence 
aura necessite 20.50 panneaux de nylon 
blanc de 68 pi x 18 pi de haut, fixes 
a autant de poteaux d'acier et ancres 
au sol par 13,000 ancrages, !'ensemble 
formant un ruban de 39 kilometres; il 
aura aussi fallu 144 kilometres de 
cable d'acier et 312,000 crochets pour 
assembler ces 16.5,000 verges de 
nylon; et enfin1 480 personnes et de 
l'e<Juipement specialement conc;u auront 
ete employes.1 

Tout comme en architecture, !'idee 
globale s'articule autour d'un concept 
forme! et d'une preoccupation sociale 
et culturelle. Le projet a ses limites 
lntrlnseques qui en justiflent la 
longeur: l'espace compris entre 
!'Autoroute 101 (Mexique - Alaska) et 

!'ocean Pacifique; les deux constituant 
des symboles de l'infini. La cloture 
parcourt un terrain en colline oU se 
de tachent des batiments et des 
bosquets de grands arbres, datant de 
la fin du 19e siecle, et on la decrit 
en ces termes: 

... un dessin autonome dont la 
ligne suit parfois les contours 
du sol, mais tres souvent en 
modifie !'aspect, enlac;ant le 
sommet des collines, inscrivant 
en surimpression un paysage 
visionnaire plus doux. 2 

Les realisations de Christo naissent de 
son impulsion pour l'echelle 
gigantesque, mais son art s'associe 
au!Si aux influences de l'accidentel et 
des forces incontrolables. Au 
monumental s'ajoute ~'ephemere comme 
second element de travail. La 
destruction de l'oeuvre est pour lui 
indispensable afin que les 
photographles, livres, dessin7 collages 
puissent partager avec la memoire, la 
perte de l'irrecuperable.3 En 
s'engageant alnsi a une rapide 
demolition, Christo tente de s'opposer 
a l'heroisme et au gigantisme, en 
proposant une forme d'antithese aux 
oeuvres monumentales. 

29 

Photomontage du projet de Melvfn 
Chamey, "The Site Altered: les 
maisons de la rue Sherbrooke" 
prepare pour l'evenement Corridart. 

Par sa methode, Ll vise une technique 
de mise en oeuvre oU la phase ultime 
sera deployee rapidement, creant ainsi 
l6l mouvement d'enthousiasme a l'egard 
du processus qui distrait les gens de 
t'esthetique. Cette preoccupation deja 
manifestee dans les oeuvres 
anterieures de !'artiste, s'inscrit 
partiellement dans les mouvements de 
!'art-performance des annees 70, par 
!'imagination qu'il met a trouver ce 
processus de deploiement oU le public 
devient spectateur actif et element 
dominant de !'atmosphere. (On se 
rappellera que l'an dernier, la vWe de 
Chicoutimi a accueilli parallelement au 
Symposium de la sculpture 
environnementale, un festival 
Performance dont le succes a intimide 
les artistes.). 

C'est aussl dans ces moments de 
distraction que l'on oublie le collt de 
$3 millions de ce projet. M~me si 
!'argent provient de collectiOOilaJrS 
europeens, on demeure en droit de se 
demander queUe est la valeur de ce 
geste, en rapport avec l'investissement 
sous toutes ses formes? Ccn-idart 
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pa.r sa part aura exige une subvention 
de l'ordre de $350,000 distribue a un 
groupe d'artistes. 

Par ses preoccupations sociales et 
culturelles, Christo recherche une 
approche dialectique; 11 cherche a 
mettre continuellement en jeu les 
forces hostiles ou indifterentes a !'art. 4 
U precise en ces mots sa pensee: 

This is art of the twentieth 
century because the process of 
creating it brings in political 
and social issues of our times 
just as mediaeval art brought in 
religious themes that were 
important then.& 

La force de ces projeu vient de leurs 
difhcultes; ~ Fence aura ete 
debattu en cour Superleure de I'Etat 
trois fois, apres avoir re~u 
l'assenti~t du 'Board of Supervisors', 
du 'State Land Commission' et du 
I"U.S. Army Corps of Engineers'. 
~algre tout on a craint jusqu'au 
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demier inStant que la section situ.ee 
pres du littoral ne soit frappee <l'une 
injonction. On a aussi ex1Je qu'une 
commission independante etudie les 
incidences sur l'environnement; dans 
son rapport, elle s'est declar ee 
favorable au projet sous reserve de 
certaines precautions, dont le contrMe 
de l'afflux touristique et la presence 
d'installation.s publiques. 

lvJ cours des debats et par les medias 
d'information, la population a pu 
exprimer sa conception de !'art et de 
l'esthetique, tout comrne elle a pu 
saisir le sens de l'oeuvre 'Running 
Fence'. Au depart, la critique 
popuJalre etait virulente et Christo, 
appuye par les '' proprietaires de 
terrains dont 11 avait obtenu des 
ententes individuelles, aura su bien 
mettre en valeur l'interet economique, 
philosophique pour la region et ainsi 
que son concept social de l'art, 
puisque le 10 septembre, 1976, 
!'exposition s'ouvrait pour deux 
semaines. 
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Une technique de mise en oeuvre ou 
lo phose ultlme por son lntensite 
cree une distraction. 

Un peu a !'inverse, Corridart, "le 
musee de la rue dans la rue-musee", 
alll~ dans !'intention de redonner a la 
rue Sherbrooke ses diverses 
significations et d'integrer a la 
rue-musee, des oeuvres d'art speciales, 
fut demantele dans la nuit du mardih 
13 juillet 1976, avant que les gens 
aient pu faire connaitre leurs vues. 
Michel Lemay a riposte a cette 
ingerence par une lettre ouverte dans 
laquelle i1 formulait, en ces termes, le 
rble de !'exposition: 

-·c'est d'abord pour nous mettre 
en face de nous-memes, i>lutt>t 
que de viser une fausse realite 
et depenser l'energie et !'argent 
du monde ordlnaire pour une 
illusion qu'il ne partage ~s dans 
sa vie de tous les jours. 7 

La partie interessante des processusde 
ces oeuvres educatifs est la 
transposition du concept de l'oeuvre, 
en quelque chose qui peut etre 
experimente en termes qualitatifs par 
un public. 

La perception ainsi generee de l'oeuvre 
'Running Fence' nous offre une 
multitude d'interpre tat ions; chaque 
panneau est solidaire de 
l'environnement et inversement, chaque 
point du paysage est en relation avec 
le mur opaque. Tout apparait a la 
fois reel et abstrait. C'est comme si 
Christo avait temporairement asservi 
le paysage; les choses ne peuvent plus 
etre per~ues autrement qu'en rapport 
avec le ndeau blanc.~ 

~our sa part, Corridart n'est pas 
e tranger aux recherches personnelles 
de Melvin Charney et J. C. Marsan. 
La forme journalistique de la 
presentation, une serie de documents 
rappelant des evenements du passe, 
qu'ils soient populaires ou officiels, 
relies entre eux par le parcours que 
constitue la rue Sherbrooke, appelait 
une participation ulterieure du public. 
La perception humaine et sensible de 
la ville ainsi produite nous lance vers 
le futur et nous amene a percevoir la 
viJle d'un oeil neuf alnsl qu'a envisager 



C'est comme si Chrlsto avait 
temporairement asservi le paysage ..• 

des formes et des solutions nouvelles. 
On voit que sur ce point, Corridart, 
en faisant appel a des souvenirs 
touchants, a procede differemment de 
Christo qu1, par le moyen de la 
participation, cherche a fabriquer des 
souvenirs. 

Afin de renforcer le caractere evident 
de son oeuvre, Christo est intervenu 
dans un environnement sain. Melvin 
Charney, par des moyens plus 
modestes, nous a servi une critique 
d'un environnement malsain par sa 
fac;ade en contreplaque erigee a l'angle 
des rues Sherbrooke et St-Urbain une 
oeuvre maintenant frequemment citee. 

On a vivement debattu la dimension 
artistique et esthetique de ces deux 
oeuvres, mais on n'a peut-etre pas 
suffisamment reflechi sur la critique 
et les repercussions sociales de cette 
image que nous renvoyait Corridart. 
Jean-Claude Marsan a clairement 
resume le geste de !'administration 
Drapeau en soulignant que "la memoire 
de la rue" presentait une vision 
renouvelee de la societe et de la 
culture quebecoise, et une conception 
de la ville qui constituait une negation 
de celle des dirigeants actuels.9 

Nos artistes qui possedent une 
pu issance concept uelle egale et dans 
certains cas, superieure a celle de 
Chris t o, o n t fait preuve d'u n 
engagement total dans leur realisation 
axee sur l'ame collective de la 
communaute; tandis que dans 'Running 
Fence', Christo s'attaque aux frontieres 
de l'utopie. Je crois que ces exemples 
montrent aussi de fac;on probante que 
la production d'objets aux facettes 
reelles, permet !'emergence de valeurs 
empiriques plus nettes et suscite un 
debat a plusieurs niveaux; la situation 
generalement obtenue reussit a 
attelndre l'objectif d'un im~ct plus 
grand. Derriere toutes ces realisations 
monument ales, se dresse aussi la 
factur a payer 1 et iJ faudrait imaginer 
des. procedes et concepts qui sachent 
lntegrer cet aspect sous une forme 
critique. 

En conclusion, j'aimerais preciser que 
!'intention n'est nullement de proposer 
une forme d'art plus P.Opulaire mals 
plutC>t d'amener chacun a rened,ir sur 
la maniere dont on pourrait tirer 
pleinement profit de telles experiences 
dans nos realisations architecturales. 
Les concepts d'architectu r e de 
participation n'ont pas encore trouve 
un cadre d'action defini, ni un 
processus efficace de realisation. Tres 
souvent, les solutions presentees en 
architecture urbaine se limite a une 
gamme de stereotypes, tout comme 
dans le domaine de !'habitation 
~laire. Une plus grande receptivite 
a l'environnement et un engagement 
plus dynamlque ne saurait gener cette 
recherche consciente d'un milieu de 
vie meilleur et plus equitable. 0 

Daniel Du.rand est u.n etu.diant a 
I'Ecole d'Archltecture de I'Univel"3ite 
de Montreal. 
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Refining tradition and shaping the character 
of a burgeoning Wliversity .•• 

McGILLS LATE GREAT VICTORIAN ARCHITECT 

Sffi ANDREW TAYLOR 
by John Bland 

John Bland u Pro(n30r Emeritu:J of 
A ~ch!tecture at !cGUl Unlvemty arvJ 
director of lU CanadCan Architecture 
Collection. 

ON DECEMBER 6, 1937, under 
the headm,g "Sir Andrew Taylor 
- Architecture in Canarla", !he 

Times reponed the dea~ of Andrew 
Thomas Taylor at ~is home at 
Hampstead at the a.ge of !7, noting 
that he had practised !or 20 years in 
Canada •here he gained many 
competitions and medals and was 
architect to the Sank o: ~ontreal the 
Merchants Bank of Canada, and 
Molson's Bank, and designed many 
i:nportant bulldings., including McGiiJ 
university. However suprising the last 
mentl~ may seem now, when Taylor 
left Montreal in 190t., McGill had 
eight buildings and Taylor had designed 
si.x of them. Only thr~ survive - the 
Macdonald Physics Building (1892), now 
being refitted for the Physical 
Sciences - Engineering Library; the 
Redpath library (1893}, the reading 
room of which now serves as a 
ceremonlal hall; and the MacDonald 
Olemistry and Mining Building (1&96), 
Taylor's last job for McGill. In 
ackiition to the$e thr~, in 190ll, there 

ere - the original MacDonald 
Engineering Building (I &90), which 
burned in 1907 and was almost 
i mmediately replaced by Percy E. 
Nobbs on its old fou:ldations; behind it 
:stood the \\'orkman Building (1&91), 
'lro'hich has been altered $0 often it can 
oo longer be considered Taylor's; there 
was al$0 his Medical Building (1&94), 
the forepart of which was destroyed 
by fire in 1907, leaving the rear part 
m use until 1966. 

~ /Cf=~L 
!AN~ MO ?1!=-~1\l:::-

All six of Taylor's McGill buHdings 
were designed between 1&90 and 1&96, 
in what seerm to have been the short 
peek period of his professional car~r. 
All had marked stylistic dilferences -
the Engineering and the Olemistry 
buildings were symmetrically composed 
and, like the Arts and Museum 
buildings that preceeded them on the 
campus., classJcally dedved; whereas 
the Physics and Library buildings were 
asymmetrical and vaguely 
Rlchardsortian; on the other hand, the 
\\'orkman and Medical buildings, 1n the 
background of the main group, were 
plain compositions that depended on 
proportion and structural rhythms for 
their melodies instead of such 
combined with the motifs of a 
familiar style. Nevertheless, all had 
agr~able common qualities. Like the 

first buildings on the campus, they 
were built of grey stone, although 
generally lined with brick rather than 
painted plaster. All had .a consistent 
scale, derived from the limitations of 
nor m a I masonry-cum-timber 
construction, and restraints imposed by 
daylighting the interiors and using 
stairs for access to the various floors. 
Finally, all shared a common rational 
organization of parts, and 
uncomplicated relationships to their 
sites (prominent entries; principal 
rooms and stairways directly 
accessible; less frequented spaces 
accommodated on upper floors; service 
activities in basements; service entries 
ample and discrete; and natural 
differences In surrounding ground 
levels cleverly exploited), 

'! 

i 
j 
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Taylor was evidently a gifted architect 
and that he had been -well trained is 
indicated in the accounts of his life. 
Born the son of Thomas Taylor, a 
publisher in Edinburgh in 1850, he 
began his architectural studies in the 
office of Pilkington and Bell; later he 
worked with Joseph Clarke in London, 
the diocessan architect and surveyor 
of Canterbury. He studied in the 
architectural school of the Royal 
Academy under Phene Spiers. He was 
twice a Royal Institute medallist and 
once gained a Soane Medallion. He 
practiced briefly in London. 1he 
Bui lder, May 14, 1881, illustrated one 
of h1s works, Memorial Hall and 
School, Dover, which was recognized 
as a brilliant solution to an awkward 
site. The fact that he obtained 
second place and premium in 
competition for the Glasgow Municipal 
Building, in which over 116 
competitors took part proves he had a 
good deal more than usual ability. In 
addition, he was most fortunately 
connected to people in Montreal who 
found plenty of work for him to do 

when he came to Canada in 1883. 
Taylor's mother, Agnes Drummond, was 
a sister of Sir George Drummond, the 
leading mdustrialist and banker in 
Canada, and of Jane Drummond, the 
second wife of John Redpath. When 
Taylor came to Montreal he Hved with 
Mrs. Redpath at Terrace Bank, and 
opened his studio on St. 
Francois-Xavier Street in John 
Redpath's Estate office building. His 
uncle, George Drummond, was the 
president of the Bank of Montreal; 
one cousin, Peter Redpath, was a 
governor and benefactor of McGill, 
another, Henry Bovey, was \1cGill's 
Dean of Engineering. When he 
marned tn 1889, he became an 'in-law' 
of Wllliam Dawson, the son of McGill's 
Principal, and of Bernard Harrington, 
the head of McGill's chemistry 
department. 

Among Taylor's first works in Montreal 
were three Queen-Anne like houses in 
the apple orchard o.f Terrace Bank for 
his Redpath cousins Charles J. Fleet, 
H. T. Bovey and Francis R. Redpath. 
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While the Fleet house has been 
demolished, the other two still stand 
on the east side of the Avenue du 
Musee. In 1888, Taylor experimented 
w1th the popular romanesque revival 
when he built a spectacular house for 
his uncle George Drummond. This 
house stood on the site of the present 
I.C.A.O. Building and invariably 
appears in ilJustrated accounts of 
Montreal at the end of the 19th 
century. In the same spirit and using 
similar materials - red stone, granite 
and slate - he buHt the West End 
Branch of the Bank of Montreal at 
\1ansfield and Ste. Catherine Streets, 
which although shorn of its roof 
ornaments and any projecting masonry 
that could be assumed a hazard to 
pedestrians, remains a fair example of 
Taylor's early romanesque. Shonly 
after these exercises and preparatory 
to desJgning the Redpath Library, he 
travelled to the United States to study 
such buildings, where it has been 
assumed he became in!Juenced by one 
of Richardson's celebrated libraries, 
not only in the organization of its 
elements but in the treatment of the 
romanesque, as the composition of the 
Physics Building and the book staCk 
wing of the Redpath seems to imply. 
lt is also possible that the uncluttered 
strength of Bruce Price's Windsor 
Station, an inescapable example of 
majestic masonry construction that had 
just been completed in Montreal, had 
attracted him. Or perhaps the change 
to a broader less fussy treatment may 
have been the result of using hard 
grey limestone rather than the softer 
sandstone of the earlier work. 
Whatever the reason the later 
buildings are mature works of a high 
order. 

The Physics Building rewards 
eJCamination, I) for the compactness of 
its composition, the suitability of its 
materials and its solidity; 2) for its 
proportions, patterns and functiona.l 
expression; and 3) for the 
appropriateness of its often witty 
ornament. Its strong masonry walls 
are firmly capped by a simple roof, 

THE FIFTH COLUMN, Fall 1981 



surmounted by well 1haped chimneys 
and a fine central cupola. Its 
materials were not onl)' selected for 
strengt."t and durability but, specially 
in :he interior, for their texture, 
colour and permanence. Clearly, 
Taylor preferred to obtain richness and 
interest without the use of plaster or 
paint. lt is worth noting too, how the 
arrangement of the big windows in no 

ay detracts from the feeling of 
svength of the walls but through their 
frequently arched and blunt cornered 
operungs, the ~th and power of the 
structure ts ell revealed. Moreover, 
their she and posluon, responding to 
the needs of the rooms they serve, 
glve the facades much Interesting 
pattern and functional expression. 
():her operational requirements, neatly 
and decoratively expc-e5$ed, are the big 
corbdled balconi~ two covered and 
one opened to the sky, :hlch provided 
the laboratories lth outdoor working 
spaces. Sirrularly, a few well ~ 
projecting window sills, which 
permitted e~riments to be mounted 
In daylight, sunlight or low 
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temperature, add considerable in1:erest 
to the facades. The building's carved 
ornament deftly includes ancient 
symbols related to physics or the 
names of physists to be remembered; 
even the two columns of the portico, 
marked Power and Knowledge, suggest 
an equivalence worth contemplating. 

Aspects of the design of the Redpath 
Library, building, furniture and 
fimngs, indicate Taylor was a pioneer 
in the arts and crafts movement, that 
had the objective of making the 
proclJctlon of a building the work of a 
team of artist craftsmen as opposed 
to the work of hired men strictly 
following instructions. For example, 
stone and wood carving in the Redpath 
show freedom to modify given 
patterns. the caps of the buttresses 
are all different and sndlvidual; the 
repetition of a standard form was 
clearly not expected. The carvers of 
the hammer beams were not only free 
to make each grotesque head uniquely 
fierce but to make one wsth sideburns 
to resemble Peter Redpath and one 
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With a full beard, Andrew Taylor, 
work not likely to have been in the 
specifications. 

Taylor foresaw the wave of Classicism 
that followed the Chicago Fair in 1893 
when he wrote, ... "Whatever may be the 
result of the Exhibition on the 
industrial life of the world, I am 
cawinced that the architecture of the 
Fasr will have a powerful influence on 
the architecture of this continent for 
good or evil for some time to come". 
lt was not long after that one of the 
star performers of the Exhibition, C.F. 
McKim, was invited to Montreal to 
join him in the reconstruction of the 
head office of the Bank of MontreaL 
The results can be seen on Place 
d' Armes: a triumph for the ideas of 
McKim and an eclipse for those of 
Taylor. 

In 1904, Taylor retired from practice 
and returned to England where, with 
characteristic energy, he devoted 
himself to public life in the 
administration of schools, colleges and 
eventualJy the University of London, 
and in local government and in the 
government of London. At various 
times he was a governor of Dulwich 
College, the Haberdasher's Schools, 
Roedean School. He became a 
member of Senate of the University of 
London, chairman of the Managing 
Committee of University College of 
which he was an Honorary Fellow, 
chairman of the Slade Committee and 
of the Bartlett School of Architecture. 
He lived in Hampstead, became its 
mayor and for many years its 
representative on the London County 
Council. In 1923 he became 
vsce-cllairman of the Council and when 
he retired he received a knighthood 
for his public service. A few days 
after the nmes listed hb impressive 
achievements in the obituary referred 
to above, a correspondent wrote to 
say it was all very well, but what 
Taylor really brought to bear in his 
public life was an aesthetic perception 
and a sense of tradition. The same 
could be said of his work at McGlli.D 
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CALCARY 

Centralization versus Decentralization 
November 13: lecture by Peter 
Hemingway, Edmonton architect. 
Room 1056, Earth Sciences Building, 
Faculty of Environmental Design, 
University of Calgary. 12:30 pm. 

Brian Kilpatrick 
November 27 Lecture by Brian 
Kilpatrick of Chandler, Kennedy 
Architects, Calgary. Room 1056, 
Earth Sciences Building, Faculty of 
Environmental Design, University of 
Calgary. 12:30 pm. 

MONTREAL 

Le Centre Urbain 
Opening October 6: Heritage Montreal 
resource centre on urban conservation; 
including urban renewal, planning and 
development, protection of heritage 
buildings, civic spaces, renovation, 
energy conservation. Features 
reference centre, bookstore, and 
exhibits. 406 Notre-Dame East. 

Cities 1981 Lectures 
A series of lectures presented by the 
Groupe d'Animation Urbaine of the 
Montreal YMCA and the School of 
Urban Planning of McCill University. 
H. Noel Fieldhouse Auditorium, 
Stephen Leacock Building, McCill 
University. 6:00 pm. 

"'ovember 4: Humanizing the city 
core, by Lloyd Sankey, architect and 
planner, Montreal. 
"'ovember 11: Venice - Carnival of 
knowledge, by Cianni Longo. 
'lovember 18: Spatial use and usable 
space, by Tony Pheiffer. 
November 25: Why cities wock, by 
Brendan Gill. 

Photography into Print: 
Opening November 17: an exhibition of 
the work of Desbarats and Leggo, 
producers of first half-tone 
photographs in a commercial 
newspaper, 1869. McCord Museum, 
690 Sherbrooke West. For 
information: (514) 392-4778. 

OTTAWA 

Forum L.ectwe Series 
Lectures held in The Pit at the 
School of Architecture, Carleton 
University. 7:00 pm. 
November 11: Sinan, a lecture on the 
Turkish architect by Hans Egli, 
architect, Philadelphia. 
November 18: An Artist's View of 
Architecture, by Cheryl Russell, artist, 
Mencville. 

Car1eton Exhibitions 
At the School of Architecture, 
Car le ton University. 

November 16 - 27: Luigi Figini and 
Cino Pollini. 
October 21 - 30: Werkbtnl. 
December I - 15: Architectural 
Sculpture, by Cheryl Russell, artist, 
Mericville. 

TORONTO 

Ballenford Exhibitions 
Ballenford Architectural Books, 98 
Scollard Street, (416) 960-0055. 

November 9 - December 12: Jack 
Diamond, drawings. 

University of Toronto Exhibitions 
Department of Architecture, 230 
College Street. 

October 26 - November 13: A.J. 
Diamond & Associates, architects, 
Toronto. 
November 16 - December 3: CerTy and 
Leila Englar, landscape architects. 
December 7 - December 31: Joseph 
Lluis Sert, former Dean, Harvard 
School of Graduate Des1gn. 

University of Toronto Lectures 
Lecture senes organized by the 
Faculty of Architecture and Landscape 
Architecture and sponsored by the 
Toronto Masonry Promotion Fund and 
the Ontario Association of Architects. 
Auditorium, Medical Sciences Building, 
University of Toronto. 8:15 pm. 

November 12: Jack Diamond, 
architect, Toronto. 

November 19: Diane Agrest, architect, 
New York. 
December 3: Restructuring Urban 
Space, by Roger Trancik. 
December I 0: Joseph Lluis Sert, 
former Dean, Graduate School of 
Design, Harvard. 

VANCOUVER 

A.1can Lectures 
Robson Square Media Centre. 6:00 
pm. For information: (604) 683-8.588. 
November 10: Designing with People, 
by Charles Moore, architect. 
November 25: Bruce Goff, architect, 
lectures on his work. 
December 8: Aldo Rossi, architect, 
lectures on his work. 
January 8: Douglas Cardinal, architect, 
lectures on his recent work. 

YINNIPEC 

University o.f Manimba Preseutatimls 
Centre Space o1 the John A. RusseiJ 
Building, Faculty of Architecture, 
University of \ianitoba. 

November 2 - November 12: 
Structures, a display by M.S. YoUes & 
Partners, Toronto. 
November 13: Architecture of the 
Maya, an afternoon lecture by 
'licholas Hellmuth, Director, 
Foundation for Latin American 
Anthropologtcal Research, Yale 
University. 

ovember 24: DonaJd C. Smith, an 
evenmg lecture by the Design Partner 
at S.O.M. ew York. 
December 1: Investigation into 
Collective Form, an evening lecture ~ 
Fumihiko Mal<i. 0 

Making Plans Items should be sent to 
THE F1FTH COLUMN, 3480 University 
Street, Montreal, Quebec H3A 2A7 or 
telephoned in to (514) 392-$407. 
Please submit items for January to 
April 1982 before December 1981. 
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