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.----- - EDITORIAL----

Wou Id you accept a 
job from this man? 

"How apolitical can you get? If the Devil 
himself offered Mles a job he would 
take lt." 

Phillp John son 

The relationship between politics and 
architecture Is complex and eternal. Of 
late, lt has been the barely visible 
forces of government controls that have 
reshaped the form of our architecture. 
Indeed, as life In general becomes more 
and more (ln)efflclently controlled by 
legislation, the architecture of the age 
tends to be given Its form increasingiJ 
by zoning bylaws and decreasingly by 
the traditional giver of form, the ar· 
chltect. 

As our cities lie suffering from the 
wounds Inflicted by now infamous (but 
nonetheless ongoing) socio·political ur
ban policies, 1t becomes apparent that 
the tangled bureaucracy we now accept 
as Inevitable is a very recent thing. Prior 
to the social upheaval precipitated by 
Industry, the Idyllic age of absolute 
monarchies and tyrannical feudal lords 
allowed for a much more direct 
manipulation of architectural form, die· 
tated entirely by the architect and his 
patron. As opposed to the forces of 
legislation, patronaga can be a timeless 
method of building, and the monuments 
commissioned by the Pharoahs of an· 
clent Egypt and by Pericles In Greece 
continue to have significance today. 

The possibility for architectural per
manence Is at least partly due to the 
dynamics of the patron-architect rela· 
tlonshlp. Both have the power to Impart 
what the other needs, and In the pro· 
cess each will have to give something 
up. The patron sees the architect as a 
giver of form able to create, because of 
architecture's social nature, a public 
manifestation of his (the patron's) ex· 
lstence. In addition to any aesthetic In· 
tent ions expressed by the architect, the 
work necessarily Immortalizes the 
patron and expresses some of his 
beliefs. An example of this Is Baroque 
church architecture, where, as well as 
expressing exciting new formal con· 
cepts, the churches are Imbued with the 
religious fervor of the Counter Reforma
tion. Indeed, the clergy were less con· 
earned with undulating facades than 
with drawing people back Into the 
Catholic fold. In return for this powerful 
tool of propaganda (used equally well 
by religion and state) the patron pays a 
relatively small price: financing of t he 
project and some form of remuneration 
to the architect. 

The architect, while working superficial· 
ly for survival, builds for a reason akin 
to that of his patron, immortality. 
However, unlike painters and sculptors 
who pursue very similar aesthetic inten· 
tlons In their work, the architect has the 
opportunity to exert his presence on a 
grand, public scale . While the 
architect's Intentions might Initially be 
misread · they will constantly change 
as the building weathers time · the 
creator of the work will never change so 
long as the building remains (we still 
kno'{t' that the architects of the Par· 
thenon are 1 ctlnus and Calllcrates). 
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In exchange for this quest for Immor
tality, the architect pays a huge price, 
that of (political) integrity. Since the ar
chitect's task requires more than pencil 
and paper, the need to build often 
forges odd partnerships. Mies made a 
concerted effort to build in Nazi Ger· 
many but his forms were labelled Com
munist , and only the stripped 
Classicism of Hitler and Speer was 
believed to sufficiently express the 
spirit of National Socialism. Yet, both 
Mles and Speer professed to be com
pletely apolitical men, and neither had 
any taste for Naz1 doctrine, or any other 
political doctrine for that matter. Does 
simply proclaiming oneself to be 
apolitical remove all political and moral 
obligations from the architect? Is the 
need to build ·more important than 
responsibility to society? 

Government Intervention In effect 
isolates the architect from these socio
political Issues. In the majority of cases 
this is a good thing, since there Is no 
telling how far the average architect 
would go to appease his ruthless 
developer. At the very least the law 
guarantees a certain level of existence, 
even If this Is at the cost of Interesting 
architecture. The soclo-architectural 
fiascos of the Fifties and Sixties, the 
result of design by committee accor
ding to government programs, have 
become Increasingly rare. Rather, the 
government (In Canada, West Germany, 
etc ... ) has begun to pursue an alternate 
method, whereby a master plan for a 
project Is formulated, and portions of 
the work are doled out to numerous 
firms. This serves to humanize the scale 
of the project (a divergence from the 
mega.pro)ect mentality of old) and also 
gives the architect Increased autonomy 
and the opportunity to produce more 
notable buildings. 

Great buildings, however, continue to 
be the result of an enlightened patron 
commissioning an exceptional ar· 
chltect. The architect of the Villa Sa vole 
or the Roble House Is so completely a 
master for his forms, that issues of 
functional adequacy are no longer rele
vant. Great architects transcend the 
Issues addressed by legislative con
trols and they alone are &Quipped to 
converse at that higher stratu m o f 
universal meaning. 

Adam B. Caruso 

3 



4 

Ill 
ARCHITECTURE, POLITICS 
AND THE PUBLIC REALM 

by Jlll Bambury 

I once met a political scientist whose 
concern for the past few years has been 
the relationship of politics and architec· 
ture. The theme of this Issue of THE 
FIFTH COLUMN provided the occasion 
to exam1ne the perspective of a political 
scient1st on this subJect . .. Architecture 
and the Public Realm" by Dr. David 
Mllne was published in The Canadian 
Journal of Political and Social Theory, 
Winter/Spring 1981. 

The appeal Is maoe by David M1lne in 
" Architecture and the Public Raalm" tor 
greater understanding o' the relation
ship between architecture and pol tics 
culmlnat10g In "the btrth of a ge'lu ne 
political theory of architecture·· For 
thl s purpose, architecture should not be 
considered only In terms of commodity 
firmness and delight, but also In terms 
of pollt1cal symt-?fism: that is, the ex· 
presslon of the olltical ldeals of the in
stitution for which it Is built. 

However. contrary to the popular 
zeitgeist view that architecture can be 
considered as a dtrect metaphorical 
s:atement about the civilization for 
which it was erected ratner, the rela
tionship Is more dialectic. With the aid 
of Mllne's historic examples. it 
becomes clear that political Institutions 
tend to erect monuments as a means of 
reinforcing a weak or threatened power 
structure.. 

Mllne claims that since the eighteenth 
century, political theorists have been 
concerned for "the relentless erosion 
and absorption of the public realrn A 
similar estrangement has occured n ar
chitecture, an estrangement which until 
very recently, this century has shown 
little interest In resolving. Milne's ap
peal to both architects and political 
theorists "entails remembering 
associations which have ceased to hold 
In our own time and using such memory 
and practice of each art .. for the cause 
of the uttlmate restoration of the pub11c 
realm. 

This cry sounds famn,ar to us because, 
for at least lhe past ten years one sec· 
tor of architects has had as Its pnmary 
concern what Leon Kner calls "the 
reconstruction of the public realm". The 
lmages of this crusade are those com
ponents which traditionally belong to 
the public: the street, the piazza, the 
parks, the public bulldangs themselves 
- the places of gathering . They appear 
on our drawing boards and tn our jour· 

NEWS 

nals, but how many of these dreams are 
beinQ realized? 

If the relattonshap between architecture 
and politics Is, as Mllne suggests. that 
" architecture Is a signpost for political 
downfall", must we. then. bear witness 
to a political reformation before the 
public realm Is revaved? Or can such a 
revival. (as Krier suggests) "be part of 
an Integral vision of society ... part of a 
political stuggle?" 

J1 I Bambury is s recent graduate of 
TUNS and Is presently working in Mon· 
trea 

UBC ENTRYWAY 
COMPETITION 

by Margot Puis 

In the spmt of the 1980 Venace Biennale 
exhibition, IN THE PRESENCE OF THE 
PAST, a group of students from the 
UBC Studies Abroad In Venice program 
challenged their fellow students to 
create their own 'Strada Novissrma'. 
The intention of the ENTRYWAY COM· 
PETITION was to enhance and define 
lntenor and exterior entrances of the 
Lasserre building which houses the 
school of architecture. 

Typical of compet1taon dead 1nes the 
students performed the design and m· 
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plementation of the gateways in a fren
zied forty-eight hour period. Some en· 
trances were completed moments 
before the judging team arrived. Judges 
for the event were Mel 'eharney, Paul 
Merrick, Ned Pratt, and Geolf Smedley. 
Of the twenty·one group and Individual 
entries, the judges chose four as win· 
ners. 

The first was a bit of theatrical architec· 
ture entitled The Creation of Architec
ture clearly a spoof of 
Mlchaelangelo's Creation of Man im
age. Extending from either side of the 
entryway were two full-scale plaster 
arms that pointed to a large neon 'A'. A 
backdrop of white drapery diffused 
pools of red and blue light, In contrast 
to the cold punctuation of the neon 
above. The mystery and sat irical majes· 
ty of this piece was complemented with 
wisps of dry Ice vapour, triumphal 
classical music and an enigmatic pair 
of gold sneakers placed on a small ap
proach stairway. 

Another winning entry by a tutorial 
group was a Manhattan Art Deco 
skyscraPW Defying the nine-toot ceil· 
lng of t~e corridor, these students 
rendered the upper storeys using forced 
perspeclive. Like a stroll down 42nd 
Street, the Image forces your head 
back, and as Mel Charney noted, " slaps 
you in the lace." The students 
acknowledged the overwhelming i f not 
oppressive effect of the structure by 
providing a wall of qraffilf - the 
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Ill 
slogans reflecting a common resent· 
ment towards these Imposing urban 
monoliths. With a recording of the 
Manhattan Transfer providing ap· 
proprlate musical accompaniment, the 
completed Image of a ~lght·tlme New 
York skyline emerged with the effective 
use of back-lighting. 

NOUVELLES 

tal (In the form of a pointed arch with a 
vertical extension) provided a strong 
and colourful counterpoint to the mass 
of the building. At the eastern entrance 
a wooden, torl·llke structure extended 
the longitudinal axis, and echoed the 
structural grid of the facade. Fluores
cent surveyors' tape, attached to points 

-----------------'l.L.....Iu:ui..J\IIIIdlnn~w,_,U.. ..... .-.._.""""'l 

D 
z ...... - < 
~ 

Q) 
Q) N 

::J '- < -en C") 
...J >. I 
0 - -
u f/) u 

..... Q) 
Q) .0 ::c > Q) 

t c: ::J 
::::> 0 
0 -1-'"4 (ij 

~ 
CX) 
~ Q) 

~ 
C") '--::c C") 

c:: 
0 

~ 
,.... 

:E 

THE FIFTH COLUMN, Winter 1983 

Ill 
ROY THOMSON CONCERT 
HALL 

by L .. ne L Doelle 

Back In 1972, the Board of Governors of 
the Toronto Symphony made a decision 
to build a new concert hall, and an· 
nounced that "the prime purpose is to 
carry forward to the new building the 
tradition of Massey Hall as one of the 
world's foremost concert halls and to 
create the finest concert hall, old or 
new, anywhere In the world". 

In the mandate given to the architects 
(Arthur Erickson/Mathers and Halden· 
by) and acoustical consultants (Bolt, 
Beranek and Newman of Boston, 
represented by Dr. Theodore Schultz), it 
was also stressed that "while attaching 
the highest priority to acoustical ex· 
cellence, an equally high aesthetic 
standard has to be set for the design of 
the building. The new hall should have 
an appeal to the eyes of those who pass 
by, as well as to those who enter. lt 
should make an architectural contribu
tion to the surrounding area, exciting 
and dramatic In Impact" 

The new building was inaugurated on 
September 13, 1982 and after two mon· 
ths of use it appears that the new Roy 
Thomson Hall has a very good chance 
to be ranked amongst the finest concert 
halls ever built. (lt 581Ves as the home of 
the Toronto Symphony and the 
Mendelssohn Choir.) 

Going to the Roy Thompson Hall is an 
event. At right, from the area surroun· 
dlng the hall, there is a full view nto the 
Illuminated vestibule. From the 
vestibule, through the transparent glaz· 
ed exterior shell of the building, the au· 
dlence has a full panoramic view of the 
exterior downtown environment. Enter· 
lng the concert hall, the silvery gray 
carpeting and seat upholstering 
elegantly blends with the exposed con· 
crete surface of the side walls, ceiling 
and balcony structures, laid out in a 
curvilinear plan. Both at the orchestra 
floor level and at all balcony levels, the 
audience is drawn as close to the or
chestra platform as was feasible , 
creating a formidable v1sual and 
acoustic Intimacy The listener has the 
pleasant feeling as If being seated in a 
small, Intimate music hall. 

One must admire the variable nature of 
the reverberation time. The volume of 
the hall Is 28,700 m3 (1.015,000 ftl) and 
the audience capacity Is 2812. These 
figures and the fact that there is prac
tically no acoustic (sound absorptive) 
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ARCHITECTURE, POLITICS 
AND THE PUBLIC REALM 

by Jill Bambury 

I once met a political scient.st whose 
concern tor the past few years has been 
the relatlonshtp of politics and archi tec· 
ture. The theme of this Issue of THE 
FIFTH COLUMN provided the occasion 
to examme the perspective of apolittca. 
scientist on this subJect. ''ArChitecture 
and the Pub'•c Realm" by Or. David 
Mflne was published 1n The canadian 
Journal of Po/lt1cal and Social Theory, 
Winter Spring 1981. 

The cfppeaJ is made by Davlo Milne In 
.. Architecture and the Public Realm" for 
greater understanding of the relation
ship between architecture and politics 
culminating in " the birth of a genu,ne 
political theory of architecture··. For 
th is purpose, architecture should not be 
considered only In terms of commodity, 
firmness and delight, but also in terms 
of political symt-?hsm: that is, the ex
pression of the olitlcal Ideals of the In
stitution for which 11 ts built. 

However, contrary to the popular 
ze11gelst view thal architecture can be 
considered as a o •eel metaohorical 
statement about the clvthzation for 
which it as erected rather. the rela
ttonship ts more dialectic. Wtth the aid 
of Milne's histone examples it 
becomes clear that politlcallnstttutlons 
tend to erect monuments as a means of 
reinforcing a weak or threatened power 
structure 

Milne clatms that since the etghteenth 
century, political theorists have been 
concerned for "the relentless erosion 
and absorption of the public realm." A 
similar estrangement has occured in ar
chitecture, an estrangement wnicn until 
very recently, this century has shown 
ltttle Interest in resolving. Mllne's ap
peal to both architects and political 
theorists " entails rememberi ng 
associations whtch have ceased to hold 
in our own time and using such memory 
and practice of eaCh art" for tile cause 
of the ulttmate restoration of the public 
realm. 

This cry sounds familiar to us because, 
for at least the past ten years one sec
tor of arctlltects has had as Its pnmary 
concern what Leon Krter calls " the 
reconstruction of the public realm". The 
1mages or thla crusade are those com
ponents which traditionally belong to 
the public: the street, the piazza, the 
parks, the public buildings themselves 
- tne places of gathenng. They appear 
on our drawang boards and in our jour-

NEWS 

na s, but how many of these dreams are 
beinQ realized? 

If the relationship between architecture 
and politics Is, as Milne suggests, that 
" architecture Is a signpost for political 
downfall'', must we. then, bear witness 
to a poltttcal reformation before the 
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plementatlon of the gateways In a fren
zied forty-eight hour period. Some en
trances we re completed moments 
before the judging team arrived. Judges 
for the event were Met "'harney, Paul 
Merrick, Ned Pratt , and Geoff Smedley. 
Of the twenty-one group and Individual 
entries, the judges chose four as win-
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Ill 
slogans reflect ing a common resent· 
ment towards these Imposing urban 
monoliths. With a recording of the 
Manhattan Transfer providing ap
propriate musical accompaniment, the 
completed Image of a flight-time New 
York skyline emerged with the effective 
use of back-lighting. 

A third winner, an Individual entry by a 
first-year student, transformed a non· 
descrlpt door In the student lounge Into 
a Palladlan trompe l'oe/1 arcade. The ar
cade culminates In a parapet vista of 
blue sky and hazy clouds. This gateway 
provides an extraordinary visual escape 
from the rather ordinary room. A 
styrofoam archway frames the door. Its 
flattened classical pediment and Ionic 
columns complete the simplified, Post
Modern form. The trompe d'oeil air· 
brushed panel for the door does Indeed 
'fool the eye' until a doorknob In the 
centre of a column alerts the viewer to 
the deception. 

The final winner, In contrast to the 
rather elaborate designs, was com· 
mended for Its pure geometry. In this 
understated entryway, an eleven-foot 
high parabolic arch was formed by obli· 
quely intersecting fishwlre li nes, pinned 
to a frame. 

Two exterior gateways also drew praise 
for their attempts to counter the 
obstinately rectilinear form of the 
Lasserre building. At the south en· 
trance, a Ice-blue, eleaantly simple por· 

NOUVELLES 

tal (In the form of a pointed arch with a 
vertical extension) provided a strong 
and colourful counterpoint to the mass 
of the building. At the eastern entrance 
a wooden, torl·llke structure extended 
the longitudinal axis, and echoed the 
structural grid of the facade. Fluores
cent surveyors' tape, attached to points 
of the building, drawn throught the 
gateway and tied to a cedar tree, effec
tively 'squeezed' the building through 
the gateway, establishing a dynamic 
tension between the built and natural 
form. 

The winning gateways were only a few 
of the Inventive responses to the design 
challenge of the Entryway Competition. 
One gateway, described by Net Pratt as 
"sexy", employed coloured pantyhose 
as a structural element; while another 
Included eight-foot high cardboard ren· 
dltions of the Queen's Palace Guard. 

The competition, deemd an entirely suc· 
cessful event, showcased student 
talent and substantially Improved the 
studio environment. Student and facul
ty attending the awards culminating the 
competition were rewarded with a scin
tillating and sometimes controversial 
exchange of the judges' views on the 
competition entries and the nature of 
architecture Itself. 

M argot Paris Is a student at the School 
of Architecture of the University of 
British Columbia. 
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ROY THOMSON CONCERT 
HALL 

by Leslle L Doelle 

Back In 1972, the Board of Governors of 
the Toronto Symphony made a decision 
to build a new concert hall, and an· 
nounced that "the prime purpose Is to 
carry forward to the new building the 
tradition of Massey Hail as one of the 
world's foremost concert halls and to 
create the finest concert hall, old or 
new, anywhere In the world". 

In the mandate given to the architects 
(Arthur Erlckson/Mathers and Halden· 
by) and acoustical consultants (Bolt 
Beranek and Newman of Boston, 
represented by Or. Theodore Schultz), it 
was also stressed that " while attaching 
the highest priority to acoustical ex· 
cellence, an equally high aesthetic 
standard has to be set for the design of 
the building. The new hall should have 
an appeal to the eyes of those who pass 
by, as well as to those who enter. 1t 
should make an architectural contribu· 
tlon to the surrounding area, exciting 
and dramatic In Impact". 

The new building was -inaugurated on 
September 13, 1982 and after two mon· 
ths of use it appears that the new Roy 
Thomson Hall has a very good chance 
to be ranked amongst the finest concert 
halls ever built. (lt serves as the home of 
the Toronto Symphony and the 
Mendelssohn Choir.) 

Going to the Roy Thompson Hall Is an 
event. At right, from the area surroun· 
dlng the hall, there Is a full view Into the 
illuminated vestibule From the 
vestibule, through the transparent glaz
ed exterior shell of the building. the au· 
dlence has a full panoram ic view of the 
exterior downtown environment. Enter· 
lng the concert hall, the silvery gray 
carpeting and seat upholstering 
elegantly blends w1th the exposed con· 
crete surface of the side walls, ceiling 
and balcony structures, laid out in a 
curvilinear plan. Both at the orchestra 
floor level and at all balcony levels, the 
audience is drawn as close to the or· 
chestra platform as was feasible, 
creating a formidable visual and 
acoustic intimacy. The listener has the 
pleasant feeling as if being seated In a 
small, intimate music hall. 

One must admire the variable nature of 
the reverberation time. The volume of 
the hall is 28,700 m3 (1,015,000 ft~ and 
the audience capacity is 2812. These 
figures and the fact that there Is prac· 
tlcally no acoustic (sound absorptiVe) 
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surlace in the entire auditorium (except 
that ot floor carpeting and upholstered 
seattng) contribute to a fine, long 
reverberation time of 2.1 sec at the m id· 
frequency range. Th1s will be cherished 
by symphony orchestras and the1r con
ductors By the lowering of a large 
number of suspended, cylindrical, 
sound absorptive banners (designed in 
cooperation with Mme Marie Aousseau
Vermette of Quebec), the reverberation 
time can be gradually reduced to 1.5 
sec, rendenng the hall suitable for 
chamber music groups and performers. 

The large convex, exposed concrete 
side-wall elements, the staggered and 
lndlv1dua ly projecting balcony sect ons 
and the serrated walls around the or
chestra platform, constitute a system 
of sound diffusers, creating the superb 
!eehng that mus1c approaches the 
listeners from all around ttoe ha I, 
seldom achieved to this extent ;n any 
other music hall of the world, except 
perhaps Avery F1sher Hall of the Un· 
coin Center In New York. 

Above the orchestra platform, thirty cir· 
cular, transparent, adjustible sound 
reflectors ('spaceships') are suspended 
providmg the necessary ref'ected 
sounds for members of the performtng 
groups and to eve~y part of the au
dience area 

The concert begins: the hall has a for
midable dynamic range; it can transmtt 
a pfanJSSJmo flute and accommodate a 
thunderous fortissimo S ngtng 
achieves a fine qual1ty, not ortl)' ·., the 
beauty of tone but also In the tn· 
telllglblhty of words There s a htgh 
degree of blend and balance on the or
chestra platform, due to the generous 
u!e ot the overhead sound reflectors. 
The choir sounds forcefully, with Ideal 
balance between all sections. 

A loudspeaker cluster Is suspended 
high above the orchestra plaHorm 
wh1ch can be lowered to any required 
level to aid announcers or partJcular 
performers with weak sound output. 
Behind the orchestra platform there is a 
pipe organ featunng 5207 pipes and 71 
stops, divided over six tona dtvis1ons. 
The organ can be played from a bu 1t-1n 
console or operated from an electric on
stage portable console. 

Suppression of exterior (traffic and air· 
craft) noise has been achieved by the 
separation of the interior auditorium 
structure from the extenor shell of the 
bulld1ng. The spatial separation Is utlllz· 
ed as sound locks through which the 
audience area can be reached. The 
background noise level w1thin the 
auditorium, originating from various 
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technical and mechantcal servtces, has 
been reduced to a low Notse Criterion: 
13 level. 

Obviously the Important question is: 
how gOOd Is the Aoy Thompson Hall 
acoustically? 

We feet, lt Is a highly sophisticated 
music hall that can be superbly fine
tuned (Just like a musical Instrument) to 
the part1cular room-acoustical needs of 
any musical program, performed by any 
group, large or small. But the hall must 
have, and lt certainly has now, the com
petent and qualified persons who must 
be familiar with all the controls of tun· 
lng and adjustment. lt is only natural 
that these people wfll require a period 
of a few months to learn their complex 
duties, technically, musically and 
acoustically. 
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We seem to have a good reason to con· 
elude that the new Aoy Thomson Hall 
lives up to every expectation: both 
visually and acoustically. Attending any 
program In this hall, will be an event to 
remember! 

Les/ie L Doe/le Is a practiclng 
acoustical consultant and Professor of 
Acoustics at the University of Toron to 
and McGI/1 University. 

CONCOURS IRAC 1982 

Au printemps dernier, I'IAAC organisait 
un concours pour les ~tudiants en ar
chitecture du Canada. Nous y avons 
partici~ avec enthous1asme. Cepen
dant, nos documents nous revinrent en 
septembre sans cornmentaire ni critl· 
que. Vous comprendrez A la lecture de 
noire proposition que noire but n'~tait 
pas de remporter une des bourses, m a is 
de provoquer une reaction, un commen· 
taire. Et c'est encore avec ces deux in
tentions que nous la publions, ainsi 
qu'un resume du probieme pose par 
I'IRAC: premierement pour eveiller la 
curiostte des etudlants qui ne con
naltralent pas cette fac;on d'envisager 
l'archltecture, deuxlemement pour que 
des ~tudiants ou des professeurs pren
nent la place du jury et nous fassent ies 
critiques et commentaires que nous 
esp~rions lors de notre participation. 

Benoit Pomerleau 
Jocelyn Aobert 
pour les sept et douze 
archltectes anonymas 

Resume du probteme 

1 Contexte 
Une ecole d'archltecture a rec;u d'un 
philanthrope deux wagons de train de 
type Pullman. L'ecole utllisera ces 
wagons a la lots comma habitation et 
studio pour 18 etudiants et 2 pro
fesseurs. les wagons dolvent done et re 
modlfi~s. le pro)et est de redessiner ces 
wagons afin qu'lls satlsfassent leur 
nouvelle fonctlon d'unit~s mobiles 
d'~ducation. 

8. Phllosophie 
Une grande partle de notre heritage 
hlstorlque est pr~sente le tong de not re 
reseau ferrovlalre. Les etudiants de 
I' IAAC offrent ainsi l'occaslon d'un 
echange d'idees au nlveau national. Le 
concept d'un wagon-studio est une ten
tative vlsant a briser les barrleres 
geographiques de !'education cana
dienne." 
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1. L 'architecture ne touche famals 

aux grands thiJmes, aux thiJmes 
fondamentaux de not re vie. L 'ar· 
chltecture reste 8 la 1/mlte, et n'ln· 
tervlent qu'8 uncertain point dans 
le processus, g~n~ralement 
quand le comportement a d~/8 ~t~ 
entliJrement codlfl~. fournlssant 
des r~ponses 8 des probliJmes 
strlctement prft.~tablls. 

M§me si ces reponses sont aber· 
rantes ou regresslves, la loglque 
de leur production et de leur con· 
sommatlon em{Jiche toute evo/u· 
tion. 

Superstudlo, 1972 

Le design est un outll pour l'architecte. 
Mals la premiere etape de son travail 
est la reformulation des questions. 

2. Votre question est mal formulae 
parce que: 

a) vous proposez d'utlllser les wagons 
comme unites mobiles d'educatlon, 
vous basant seulement sur deux des 
caracterlst l ques de cet objet: la 
mobillte et l'habitabilite. Pourtant, 11 est 
malaise de dessiner efficacement dans 
un train en marche. De plus, le contact 
avec l'exterieur est tres dlfficile, que le 
vehlcule solt en mouvement ou en sta· 
tlonnement. 

b) !'heritage historique le long de la vole 
terrae est tres limlte. 11 ne !lent compte 
que des evenements partlcullers aux 
chemins de fer, alors que !'architecture 
explore des domaines beaucoup plus 
vastes. 

c) vous desirez un systeme d'echange 
d'ldees au nlveau national. Cependant, 
vous proposez une solution dans la· 
quelle seulement dlx·hult etudiants et 
deux professeurs, et quelques autres 
lndlvldus beneficlent des resultats. 

3. Posslbllites 

a) vendre les deux wagons 

b) demonter les wagons et reutlliser les 
materlaux 

c) se servlr des wagons comma monu· 
ment 

d) se servlr des wagons comma local de 
l 'unlverslte (laboratolre, cafeteria, salle 
de balns, etc.) 

a) anloulr un des wagons sous une rue 
pour s'en servlr comma tunnel 
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f) transformer un des wagons en 
cinema ou en restaurant, etc. 

g) abandonner l'idee d'utlllser les 
wagons 

h) etc. 

4. Proposition 

Nous proposons l'usage d'un or· 
dlnateur comme moyen de brlser les 
barrleres geographlques nationales et 
lnternationales. 11 permettra non seule· 
ment aux etudiants en architecture 
mals i\ toute la population mondiale de 
pro filer des informations. L'elaboratlon 
du systeme se fera cbmme suit: 

a) installation de l'ordlnateur dans les 
deux wagons, ceux-cl etant statlonnes 
sur le terrain d'une universite pour pro
filer des installations electrlques et 
electroniques 

b) collection par chaque universite des 
Informations archltecturales et con
nexes de leur environnement 

c) transmissions des informations a 
l'ordlnateur 

d) connection de l'echangeur d'informa
tlons de l'ordlnateur au systeme 
telephonique mondial 

e) toute personne aura acces i\ !'infor
mation, le seul critere d'admissibilite 
etant la curiosite 

f) extension du champ d'investigation a 
tous les domaines de la connaissance 

5. Conclusion 

L'elaboration de cette solution n'a 
demande iii formation particullere, ni 
recherche partlcullere; n'lmporte qui 
auralt pu en faire autant. Mals il ne fa ut 
pas s'arr6ter a travalller la solution, il 
taut travailler le probleme. Oans le 
cadre du concours, le probleme n'etalt 
pas d'amenager les deux wagons, mais 
de leur trouver un usage, et de brlser les 
barrleres geographlques qui llmltent 
I' Information. 

6. Remerclements 

• Superstudlo, pour !'evolution 
• Pierre larochelle pour la decouverte 
• Ann Fort In pour la traduction 
• Marcel Duchamp pour n'avolr rlen fait 

• a VOUS pour avolr lu 

Benolt Pomerleau et Jocelyn Robert 
sont tous deux etudlants de troisliJme 
annee 8 I'Eco/e d'Archltecture de 
I'Unlverslte Lava/. 
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VIETNAM VETERANS 
MEMORIAL 

The recent controversy over the Viet· 
nam Veterans Memorial has enraged 
the International architectural com
munity. In light of the debate, we are 
reprinting the following letter to the 
editor originally sent to the Washington 
Post. 

Dear Sir 

lt Is time for professionals in general to 
speak out In a concerted effort to save 
the Vietnam Veterans Memorial from 
becoming an Internationally recognized 
farce. America's current leadership In 
the arts, especially Architecture, may 
suffer a severe loss of credibility If this 
delicate Issue Is not brought to a solu
tion worthy of our heritage, our creativi
ty and our national optimism 

As one of the 1420 competition entrants 
I was excited not only by the vision of 
the organizers and the care with which 
their adviser, Mr. Paul Spreirigen, FAIA, 
prepared the rules, but by the outstan
ding quality of the eminent jury 
members. Here, I felt , was a competi
tion which could produce a work worthy 
to stand with the memorials to 
Washington, Lincoln and Jefferson. 

I worked hard and produced an ex
cellent solution. Yet when I reviewed all 
entries in the great hangar at Andrews 
Air Force Base, I had not the slightest 
doubt that the winning design was so 
clearly superior to all others that I easi· 
ly overcame my personal disappoint· 
ment. I sought out the young wmner, 
Maya Un, to congratulate her on a most 
wonderful and poetic solution. I am not 
easily given to public outbursts but I 
felt like cheering at such an excellent 
result. 

On meeting Ms. Un, I found her 
brilliance matched only by a genuine 
modesty at her remarkable achieve
ment Rather than dwell on her own 
work, she was anxious to discuss the 
entries of the other architects. 

One slightly distressing Incident occur· 
red when a small group of more 
established architects could be heard 
grumbling openly at the jury's decision. 
1 put that down to professional im
maturity on their part, a clear contrast 
to the QUiet maturity of the youthful Ms. 
Lln, and indeed of her work. 

My comments on the quality of the work 
should be weighed In the light of my 
own experience of some thirty years in 
the United States and Europe. I have 
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been successful in mternatlonal and 
national architectural competitions In 
three countries, and have followed 
every maJOr competition s10ce 1952 
with avid Interest. You can understand 
therefore that I do not lightly consider 
the VIetnam Veterans Memorial jury's 
decision to be one of the most clearly 
successful that I ha11e seen. Hence my 
tendency to cheer. I felt a great pride 
that thts Ol"e should be American. 

I have also judged national and lnterna· 
tlonal competitions In Architecture As 
a former dean. and a professor for some 
twenty years, i have had the opportun tty 
to obS8fVe the destgns of severa thou· 
sand budding professionals. I have 
seldom come across one w th such 
clear beauty as that of Ms. Un's pro
posal. 

The competition jury's se ectlon show· 
ed that talent and qualtt)' can transcend 
age, sex, professionalism and 
matenaltsm, giving mcreased dignity to 
all four. 

s; 
.0 
0 

8 

My uneasiness at the successive press 
stones over the past year came to a 
head with Mr. Horowltz' article sn your 
July 7th Issue. Despite that, however, I 
le : confident that principles and In· 
tegrity sttll survive in the only place 
they can - the spirit of the Individual, 
ror Ms Un's quoted comments show a 
wisdom and matunty that should make 
Mr. Scruggs, Mr. Watt, Mr. Perot and Mr. 
Cooper feel deeply Incensed about the 
Image that they wish this wonderful na· 
lion to present to the world of the Arts. 
They need to remember, I feel, that an 
Image of comprorruse, meddling and 
mediocnty Is hardly worthy of the 
heritage handed on by our national 
leaders of the past 

The great architect Thomas Jeffenson, 
when ne failed to w n the competition 
tor tne White House, dtd not try to med· 
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die with Its jury's decision. Can you im· 
aglne how we would have felt If our 
president had to live In a home whose 
elegant lines had been cluttered up by 
cheap additions which conflict wtth the 
Inspiration of the original designer? 

Ms. Un's comment on the placing of tts 
national flag in the manner of a golf· 
green pin suggests that even this 
beautiful symbol may be cheapened by 
such outrageous Interference 

The sculptor, Mr. Hart, apparently does 
not share Mr. Jefferson's concern for 
the integnty of the designer who 
defeated htm fairly 10 open competition: 
for, lt appears that without having the 
courtesy even to consult with Ms. lin. 
he agreed to participate m the potential 
destructton of her elegant concept. 

And what must young American 
citizens, asp r ng to the personal and 
artlslttc dtgn•ty offered by Americas vi· 
sionary Conslitutio ••• think of these 
under-the-table 'shenanigans?' 

How can we on the one hand applaud 
the Baryshnlkovs, the Sandburgs, the 
Frank Uoyd Wrights and the Winslow 
Homers. yet treat our young geniuses 
as f they were mere pawns 10 the 
pollltcization of our great aesthetic 
heritage? 

How can we nv'te the· brilliant poet 
Seamus Heaney to speak at Harvard, 
the musician James Galway to play at 
Carneg'e Hall the archttect James Stirl· 
lng to desrgn work 10 New York. Texas 
and Massachusetts. and yet ridrcule, by 
our actions, our own new talents! We 
pride ourse ves on opening our doors to 
the wortd·s greatest artists; Pavarottl. 
Grop•us. Casals, Bream, SolzheOilsyn, 
Saarlnen, Oylan Thomas, and a host of 
others, so that our people may have ac· 
cess to the wonderful fruits of their tn· 
spired labors. Why must we deny that 
we can offer equal support to the 
creative genius of our own young peo· 
pie? 

There is more at stake here than a mere 
monument. We are concerned with 
more than the polotical interests of a 
few whose petty power plays will be 
lost in the great levelling process of 
history. There is at the heart of this a 
matter of freedom rtself. And freedom is 
at Its purest in the conscience and 
aspiration of the creative individual. 

A nation's aspirations are always 
preserved, for better or for worse, not In 
its words or its politics, but In the cities, 
the buildings and the works of art that 
remain as lasting evtdence for future 
generations. That is why we go to Char· 
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tres, Rome, Athens, London or Peking. 
That Is why visitors from all nations 
came to Wllllamsburg, The Mall, Mon· 
tlcello, Beacon Hill, The Golden Gate, or 
Independence Hall. 

The last truly Inspiring monument In the 
U S. was the St. Louis Gateway Arch 
designed by Eero Saarlnen. Have you 
ever stood beneath lt and listened to 
delighted reactions In dozens of 
languages? Can you Imagine the corn· 
ments of our visitors if someone had 
decided that a tableau of pioneers, 
complete with covered wagon had to ne 
placed beneath it, or if some well· 
meaning public figure had insisted on a 
motto being Inscribed on Its soaring 
stainless curves, or placed a tiny flag to 
flutter meekly in front of its powerful 
sweep? Can you imagine what Its ar· 
chltect would have done if someone 
had the gall to change it without so 
much as consulting him? The whole 
idea Is obviously laughable. The people 
of St. Louis would have been justifiably 
incensed at this cheapening of their 
treasure. 

The people of America should be 
similarly incensed at the Impending 
cheapening of the Vietnam Veterans 
Memorial. 

The politicians of America should be 
ashamed that their standards of na· 
tional pride in quality are being bandied 
about like cheap playthings, or worse, 
in the currency of backroom bartering. 

Perhaps 1t is time too. for President 
Reagan, who so passionately espouses 
individual freedom, to recognize that an 
Idea symbolic of the very essence of 
American creativity Is being steadily 
eroded to the extent that 11 can become 
a laughing-stock among those who en· 
vy us for holding such freedoms sacred. 

I am proud, as a naturalized citizen, to 
have the freedom to voice my individual 
opinion so strongly and to know that I 
can offer it to others through a free 
press. I call on my fellow architects to 
do likewise. Let both our people and our 
political leaders understand that the 
brilliant idea of this gifted architect, 
which shone alone in competition open 
to all U.S. citizens, should not be 
destroyed by political maneuvers. 

let 1t be built But let it be built with in· 
tegrity, In all its clear. uncluttered beau· 
ty 

Sincerely yours 
Pat rick J. Oulnn FAIA, FAAR, FRSA 
lnstltue Professor 
Rensselaer Polytechnic Institute 
Troy, New York 
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THE SOCIETY FOR THE STUDY OF ARCHITECTURE 

The Society for the Study of Architec
ture In Canada was founded In 1974 to 
encourage the study and understanding 
of Canadian architecture. Included In 
this study Is an examination of both 
historical and cultural influences which 
have shaped our built envi ronment and 
c;ontemporary Issues affecting the 
future of buildings, streetscapes, towns 
and countryside. Membership Is open to 
anyone who shares an Interest In Cana· 

MICHAEL COOTE, 
1932-1983 

The School of Architecture at Carleton 
University marked the recent death of 
their Director, Mlchael Coote, with a 
Memorial Service held In the School on 
January 21 , 1983. 

Mlchael Coote received degrees In ar
chitecture from the University of 
Capetown and the University of Call for· 
nia at Berkeley. His career in teaching 
architecture spanned some twenty 
years; first at the University of New 
South Wales In Sydney, Australia then 
at the University of California at 
Berkeley and finally with the School of 
Architecture at Carleton University. He 
jonied Carleton In 1970 and became 
Director of the School In 1978. 

As a teacher, he Is remembered for his 
conviction and commitment. He was a 
very approachable person and his con
cerns for students and teaching is at· 
tested to by the contact that he main
tained with students after graduation. 
Michael was Involved lnteaching at all 
five levels of the studio program and in 
the teaching of technical and theory 
courses. He often acted as tutor to fifth 
year students pursuing thesis work and 
also served extensively as ct'~irl"f1an 
and member of most key administrative 
and academic committees. 

In 1978, he became the second Director 
of the School. He was Instrumental In 
putting Into effect major curriculum 
changes, particularly In the area of the 
studio program and the teaching of 
history and theory. During his tenure as 
Director, he remained constantly lnvolv· 
ed In teaching both In the studio and 
the classroom. 

M lchael Coote's commitment and 
dedication to the School Is recognized 
by all those who knew him over the past 
thirteen years. His presence will be 
missed at the Carleton School of Ar· 
chitecture and throughout the Cana
dian architectural community. 

dlan architecture. The Society 
publishes a bimonthly newsletter as 
well as holding an annual meeting to 
discuss a wide range of topics of In
terest to the architectural milieu. In Ju
ly, 1983, the Society will meet In St. 
John's Newfoundland. For lnformatfon, 
contact SSAC, Box 2935, Station D, Ot· 
tawa, Ontario , K1P 5W9. (Student 
membership: $5.00) 

LETTERS 
To the Editors: 

As a student of the social sciences 
with an amateur interest in architec
ture, I read your Issue on Rational ism 
with enjoyment. While ell-equiped to 
cmment In a manner informed by 
aesthetic theory, I am impelled toques
tion your metaphysical pretensions 
nonetheless. That Is to say, I think your 
pursuit of a Rationalist theory of ar
ch ltecture should be conducted with 
co·nslderably more caution. The 
vagueness of your editorial statement, 
the elementary and mistaken 
epistemology of the article by Ricardo 
Castro, and the outright spiritualism of 
"King Solomon's Rule", all betray the 
uncertain ground upon which this pro
ject Is being constructed. I fear we are 
witnessing another one of those abuses 
of philosophy which have made the 
term 'metaphysical' a synonym for 
nonsense. 

Indeed, architecture involves many 
philosophical questions, but these are 
not ones that can be resolved In the 
realm of the philosophy of knowledge
which Is where you are avowedly intent 
on locating them. Even less likely Is 
·that they will be resolved within the ar
chaic epistemological dichotomy bet
ween Empiricism and Rationalism 
wh lch Is now recotgnlzed by 
philosophers of science to be false. 

The notion that 'rationalist' ideas of 
order and clarity can be applied unlver· 
sally to architecture Is an eminently 
reasonable one. However, the attempt 
to elevate these to a 'meta-architecture' 
premised on the Cartesian a priori will 
go nowhere because it Ignores the 
funamental relationship of architecture 
to society. 

The absuratty of this attef!lll to 
describe architectural Ideas in explicit· 
ly epistemological terms Is clearly If· 
lustrated by Castro's article on 
Chrlstopher Alexander. Facile use of 
the categories 'Rationalist' and 'Em-

THE FIFTH COLUMN, Winter 1983 

~-'11 
plrlcist' has emptied them of all con
tent. He would have us believe that ar
chitects In the moment of conceptualfz. 
lng are to be labelled Rationalist, who. 
putting theory Into pract ice, become I m· 
medlately Empiricists. ' Epistomologles' 
are not brick and mortar, the comblna· 
tlon of which make a building; one can· 
not have an "eplstemolo~y of desl~n". 

The proposal to formulate a Ra
tionalist architecture is fatally fla~ 
because it is built on a misguided con· 
ceptlon of reason. Because archltec· 
ture is a societal phenomenon, what 
must be sought Is rationality in its re la· 
tlonshlp to society. Rationalism then 
be..comes ' rat ionality': a set of "guidinq 
principles" rather than an 
epistemology. For a theoretical com
prehension of architecture we must 
look to history, to the nature of mooe1· 
nity, to human needs, and to physical 
possibilities, limits, and constraints. 
The concrete art must be treated In the 
concrete. 

Alan Fenna, 
Graduate student 
Dept. of Political Studies 
Queen's University. 

EDITOR'S NOTE 

it has been brought to our attention 
that there was an error in the editorial 
of the Summer Issue. One of the four 
firms named as being appropriate for 
the commission of the Washington 
Chancery by the Select ion Panel was 
not, In fact, Smith Carter Partners but 
rather Smith Carter Partners I Flset 
Miller Vinols. We sincerely apologize for 
this oversight. 

In Janna Levltt's review of FILl\l I 
STRUCTURE I ARCHITECTURE in the 
Autumn Issue, the names of the artists 
were inadvertently not included in the 
text. The artists were John Clrka and lg· 
al Goldstein. 

UPCOMING ISSUES 

NEW DIRECTIONS IN 
CANADIAN ARCHITECTURE 

NOUVEAUX HORIZONS POUR 
L'ARCHITECTURE CANADIENNE 

MANNERED ARCHITECTURE 

L'ARCHITECTURE MANIERISTE 

PROCHAINES EDITIONS 
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'D E P E r E R K L I P' ,re
nds the huge label in poly-

'- chromatic tile strung out 
over a quarter kilometer of 
facade. There is a wilful 
absurdity to these giant 
semi-legible letters, an 
idea incomprehensible; a 
game(Venturi?) . We pass thr
ough a wall, the block- 
pastel gingham, glazed tile s 
in modular panels(Bofil?). 
Inside(outside?) spaces 
squeezing, streaming, bend
ing . Sheds like armoured 
elephants in ominous rank 
and file, glower demanding 
an answer to the riddle: 

10 

De Peperklip . . . I~e Paperclip 
. . . huh? . . Does this 'mean' 
HOUSING ? . .. 

Beyond Modernism: 
Notes On A Dutch Housing 

Experiment 

by 

Peter Scriver with Adrian Sheppard 

THE FIFTH COLUMN. Hiver 1983 

A 
pronounced difference between 
the built environment of Holland 
and the rest of Western Europe 

is Its marked dearth of monumentality. 
Whereas the palace, the cathedral, or 
the grand boulevard are signal impres· 
slons one might keep of the French or 
German City, it is a texture, the reslden· 
tial intimacy of the Dutch street and 
canal, Which speaks for Holland. The 
housing project that we wish to discuss 
In this article Is the severe 
quintessence of a monumental state
ment. 11 is at once an object of 
fascinating incongruity to the impres· 
s1onable VISitor; an alien manifesto to 
the Dutch architectural establishment. 



The Dutch, we believe, have always had 
a highly con sclous understanding of 
what 'housing' entails. This tradition of 
enlightened residential building prac
tices was, of course, the womb of some 
of the most significant early 
movements of Modernism In architec
ture -lively polemics enacted In many 
remarkable housing projects. lt Is 
fascinating, then, to compare De 
Peperkllp with Its recent historical con
text. What it draws from these models 
but also what it ignores or, Indeed, 
wilfully confounds In them Is very tell· 
In g. What we have Is a case study of the 
first significant Infusion of 'Post 
Modern' (read: after Modern) architec
tural principles Into the original, 
perhaps most Incestuous If pro
gressive, Modern design culture. 

What, In simple terms, Is De Peperklip? 
The name, as already Implied, refers to 
the distinctive form in plan of this low
Income mass-housing project just be
Ing completed In the dockyard outskirts 
of the Rotterdam city centre. The 
shape, roughly that of a slightly splayed 
paperclip, Is not entirely arbitrary. Ar
chitect Carel Weeber has obviously 
delineated the large elongated wedge 
of land between the water and a main 
service road astride his site with the 
linear mass of his low-rise housing 
block. There Is no relevant urban con
text to respond to. The curious simile 
with stationery hardware Is perhaps on· 
ly a whimsical accident of Weeber's 
desire for closure of the form without 
unresolved continuity. 

The single linear blocl< serves as a wall 
in the communal sense, enclosing a 
large semi-public zone within. Much of 
the central sp-ace is occupied by large 
storage sheds and a single public foot
path is the only additional amenity pro
vided in the narrower passages . 
Automobiles are excluded from the pro
ject and must park In lots or on the 
streetside periphery. The basic section 
of the housing block Is a conventional 
four storey walk-up with eight units to a 
stairwel l. The pattern repeats ad· 
Infinitum with only the slightest cur· 
vature detectable In the linear mass. 
The three corner tower elements are the 
only articulation that the architect has 
provided, this by stacking four tiers of 
maisonettes upon a single ground 
storey (nine levels altogether) In a tight 
ha I f-cyllnder framed by stair and 
elevator cores. De Peperk/lp Is built, like 
most big scale construction In Holland 
today, with a largely prefabricated 
system. The concrete frame Is poured In 
place but the same three by three metre 
modular panel, busily variegated by 
alternate blue, red and yellow, tile appll· 
qu6, covers the entire wall surface of 
the building. The square module leads 
to some rather clumsy proportioning 
about details such as the public portals 
through the block, and creates an odd 
visual tension overall. 

1t Is significant that De Peperk.lip Is a 
product of Industrial building 
technology. Holland, like all European 
nations, underwent a major high-rise 
housing boom In the post-war years as 
a result of growth and zoning pressures 
but In response to new refabrlcatlon 
potential as well. A profusion of vertical 
extrusions was clearly the most logical 
revolution to ensue. Only much later, 
when widespread disenchantment with 
the tower block has set In, have the 
logistics been set aside In quest of 
alternative architectural solutions to 
mass housing. Though certainly un
proven as yet, Weeber's project Is 
already being lauded by some as the 
new prototype specifically because, 
one would suppose, it is the hlgh-rlse In 
all Its big-scale, prefabricated economy 
laid on its side and thus 'humanized'. 
But, this would seem the least of its 
achievements. If anything lt Is the very 
unusual character - the provocative, 
arresting image of the standard pre-fab 
building system as there applied -
which Is the achievement. Through his 
juxtaposition of tower scale modules 
with street scale forms and his 
deliberate spatial contortions of the 
site - the contradiction between form 
In space and space In form - Weeber 
has certainly done much to make a 
more affecting experience of mass 
housing. 

Bizarre and alien as De Peperk.lip ap
pears, it does find certain precedents In 
Holland. If Weeber Is rejecting the later 
functionalist notion of high-rise living, 
he Is quite clearly recalling some of the 
more obvious characteristics of the 
high density inner city housing which 
took shape In the politically and 
ideologically enlightened years im
mediately following the first war: the 
low-rise, site-wrapping configuration of 
the block, Its self-expressing unity, the 
hofje (court) created within . But, he falls 
far short of a comparable quality of 
residential environment ... Why? The 

.. ~ . 

explanation we propose relies on a fun· 
damental distinction that we feel we 
must make. In keeping with the 
theoretical climate presid ing evermore 
Influentially in both Europe and North 
America today, Weeber seems to be ex
ploring the notion of 'architectural 
memory' In his forms and gestures. 11 Is 
the Idea of the form, the power of the 
slipped monumental gesture for which 
he cares; function, tacit solutions, 
seems to be an entirely Independent 
concern. The heroic Ideals which he 
eulogizes are not a nostalgic fabrica
tion. They were very real i n the orig inal 
municipal and workers' housing 
schemes, but as a product, not an ob
jective, or genuine efforts to design the 
intimately functional ideal of communal 
housing upward from the smallest 
elements. 

About ten minutes drive across town 
from De Peperk.llp In the Rotterdam 
quarter of Spangen , an ent i re 
neighbourhood of exemplary working 
class housing blocks were erected In 
the early Twenties under the planning 
(and design In part) of the great early 
Modernist J.J.P. Oud, Rotterdam's chief 
municipal architect in that era. The 
large block designed by Michiel 
Brlnkman (1919-1921) is the most in· 
novatlve of that particular group, a 
sophisticated synthesis of the stronger 
principles In housing prevailing at that 
time and thereafter. As a model of the 
type, it shows us above all the fun
damental notion of a street-defining, 
space-enclosing block. The building 
presents a unified collective expression 
to the exterior; a stern but protective 
wall containing a single community. 
However, within the semi-private zone, 
and this is Important, there Is a busy, 
markedly more lived-in expression 
Through a subtle progression of 
degrees - a breakdown of the major 
zone Into layers of lesser courts, the 
subdivision of green space Into public 
garden and private plots, the standar-
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De Peperldlp; a plan view: "-· (549) 
apartments are situated around a com
mon garden •.• The main shape of the 
building reminds of a paperclip." (C 
Weeber) 
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dlzed articulation of the Individual unit 
and then of specific domestic and func
tional fea!ures - a complex texture of 
public to private space Is built up In the 
architecture. Aecelved by the collective 
whole, individuals can always feel the1r 
Intimate niche wlthm. 

A major innovation of Bnnkman's 
Spangen block was the creation of an 
elevated street, for both pedestnans 
and bicycles, to access a second tier of 
maisonette umts. This provided every 
resident on or above ground level the 
important domestic right to h•s own 
'defensible' private address in the 
public domain. The raised street was an 
Isolated J)lece of ingenuity but a convic
tion in the Importance of entrance and 
private address was prominent m all tne 
contemporary housing in Holland. The 
much more expressaonlstlc Amsterdam 
School achieved some remarkable 

h msy m the sta:ement o' ooorways 
througn tne delig tfut collaooration o' 
such masters as M cnel de Klerk with 
t e ~r.fted brlc '·layers ana masons of 
t e day. The other housing principles 
which u heo t e functionalist unoer
plnnlngs of Hollano's stylistically 
dl ergent scnoors of architectural 
theory in the Twenties were guioed, lii\e 
those alreaoy mentioned, by the central 
concerns for good hygiene, ea>oomy, 
and aesthetics. These included the m
oortance of cross-ventilation tne 
avoidance of [ntemal cornoors and 
large commun a 1 stairs (paired accesses 
were common owe~~er), tne extensive 
use of mitoyen a!ls w tnln t."e bloc' 
for fire control, and ne ce ebra;.ion ol 
t e coDecuve sp n: of t. e block in a 
sln,le aestnetlc expression to • e 
street and the city outsioe. 

T ne folly of Mr. Weeoer, to ·erum :o 
the present. has oeen s faOure 
to appreciate tnat it is not :ne 

forms but tne deptn of reslden<Ja tex
ture In the early housing prototypes 
wnlcn ls tneir success. In a Quirl<y, car
toonlsn way the forms are there in De 
Peperi<IJP but more likely with the op
posite splntual e!lect from what they 
convey in the1r original Incarnation. 
'·IIth latent 'high-nse· mentality the ar

chitect 'specllles' standardiZed solu
tions to functional requirements, and in 
an independent gesture relies on the 
associative metl'lOfY' of shapes and 
the r re!attonsh&psto infuse hfe m to the 
wnole. If t is the 'mean.ng', tne 'lnten· 
t1on', tna1 is important abOve all, then 
tnere is J.ttle Impetus to lllmk through 
the deta Is and innovate anyth1ng so 
subtle as an invlttng public portral or a 
useful flower bed, as the early func
tionalists managed to do with 
methodteal regularity. Weeber's De 
PeperJ'Jfp fs then a hybr&d of two u1terly 
different mentalities; an Ironic homage 
of one to anolher it w1ll not 
understand .. a mongrel. 

A case in pomt to cnaractenze t1'11s an
tagonism of crossed intentions. s the 
obs:ruc:rte placement of the large 
metal storage sheds in two stem ranks 
down the cent er of the enclosed 'green' 
zone. Discrete garden sheds are a corn· 
mon, Indeed, often standardized 
cultural feature of horiculturally minded 
Holland's backyards With land and 
prh1acy at such a premium in this the 
most densely populated country in the 
tworld, the sheds provide storage, 
organlzauon and a partial screen to op
t•mize the usefulness of private garden 
plots. As 'symbols', the sheds in 
Weeber's scneme evoke the only ob
vious thread of DU1chness in the place 
but at the same tJrne they are rob01ng 
virtually all potential pnvate or public 
space In the zone to the visual and 
spatial detriment of all. When J.J.P. 
Oud was faced with the question of the 
sheds in his own Spangen project of 
1918, he pragmatically chose to in· 
tegrate storage within the block and 
hberate the precious .nterior court en· 
llrely. The sheds have never figured 
Slgn•hcantly m urban mass housing 
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Municipal Housing, Spangen, Rotter· 
dam 1919-1921, M. Brlnkman: A plan 
view, and the architect's original 
presentation perspective view of the 
hofj~ (garden court). 

De Paperkllp: View from within the 
'garden' space. 



blocks since. 

There Is something to the Dutch state 
of mind which has naturally 
characterized Dutch architectural 
theory. Uke the chllden's story of the 
good boy who saves the land and peo· 
pie before himself by plugging a leaking 
dyke with his cold and aching finger, 
the Dutch ethic has always had to be to 
serve the safety, comfort and effective 
function of the collective before allow· 
lng Individual urges to rise. One can see 
lt recorded from early mercantile days 
In the near homogenous blend of 
warehouse and mansion along Amster
dam's canals, to reiterate our Introduc
tion. In this century, with a remarkable 
housing act adopted In 1902, the Dutch 
government elected to serve social 
housing needs through an enlightened 
program of monetary and legal Incen
tives to collective housing societies 
and their architects to create quality 
housing free of the speculative 

builder's prerogatlve.1 

This was the ground work for the 
developments In housing discussed 
above and an Impetus for the spirited 
functionalism which took shape In the 
early decades. If the cadre of Dutch 
theory and practice In architecture re· 
mains 'Modernist ' today, it Is that func· 
tlonallsm/modernlsm Is Innately Dutch . 

This Is not to say that Weeber's 
challenge Is the only radical divergence 
that has come to light. But it Is his man· 
ner of alien mutation which, unless we 
are very wrong, will provoke and fester 
until lt Is rejected. If anyone will lead 
Holland, and perhaps those others who 
have followed her initiatives in the past, 
beyond modernist housing , it will be the 
patient, dogged critics within the well 
understood bounds of her design 
culture. Aldo van Eyck and Hermann 
Hertzberger are the most obvious ex· 
amples. Each Is a distinctly radical 

IMAGES OF A NEW PROTOTYPE(?) 

b. 

c. 

0. Peperlcllp (a) Is only one of &eYeral 
municipal housing projects that Caret 
Weeber has designed recently for the 
clUes of Rotterdam and Amsterdam. 
Both his Block I Vensenpold«, Amster
dam (b), and his Wonlngbouw ~ten
drecht. Rotterdam (c), feature a similar 
formal preoccupation with the 
monumentallow-rlae block aod the con· 
talned court (or Ita vestiges). With the 
big scala economy of pre-fab construe· 
tlon, Weeber'a new prototype presents 
an arrMtlng challenge to high·rlse 
eoclal housing, which Dutch municipal 
planntra don't sMm to be Ignoring. 
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force of strongl¥ Independent expres· 
slon, but there Is no quest ion; they are 
Intimately Dutch. For years each has 
worked both critically and creatively on 
the text of Dutch modernism to advance 
the process of spontaneous evolution 
When, years hence, they are accessed 
posthumously, historians will reward 
their work with new labels, classlflca· 
tlons that these practitioners would 
likely think Irrelevant. 

In concluding, it Is Important to set 
things In perspective. In this article we 
have reacted to Caret Weeber's De 
Peperkllp scheme for one as a 
fascinating housing project In Its own 
right; two, as a foil for discussion of 
some lessons In recent architectural 
history which may not be too familiar to 
this readership; three, as a new building 
which we found quite emotionally pro· 
vocative ... a rare thing. We have spoken 
with disdain of the Inadequacy, indeed 
the relative brutality, of the notion of 
'architectural memory' as it seems to 
have Influenced this scheme. But, th is 
observation should In no way be Inter
preted as a condemnation of the cur· 
rent theories of 'Post Modernism' or 
'Rationalism' to which the notion has 
been attached. As a case study, this 
losing showdown with Dutch Moder· 
nlsm might simply suggest that ou r 
understanding of what a pleasing and 
effective Architecture should be Is pro· 
bab ly best founded In the con· 
sclousness of building within one's own 
cu ltural context. Without dismissing 
faith in the universal truths of our art, 
theoretical cri ticism Is probably best 
applied where it Is spawned; that Is, 
Hertzberger In Holland, Rossl in Italy, 
Venturl In L.as Vegas! 

Note 

1. For a discussion particularly rele
vant to the theme of this Issue, see 
the chapter " With Red Flags A ylng· 
Housing In Amsterdam 191~1923", 
by Helen Searing In Art and Architec· 
ture In the Service of Politics (MIT 
Press), wh ich gives a fu ll account of 
this fasc inating co llaboration of 
political policy with architectural 
aspirations. 

Drawings and photos are reproduced 
courtesy of the architects, Hoogstsd 
Weeber Schulze Van Tl/burg ar· 
chltekten bna Rotterdam, unless other· 
wise credited. 

Peter Scriver and Professor Adnsn 
Shepparr:l participated in B McG/11· 
Shaver study tour of Holland and 
Belgium In August 1982. 
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STADTBAHN BRIDGE 

_ but 1t IS th.s Jurtaposltion of con
trasting symbols· the appllqu6 of 
one ordar of symbols on another • 
tllat constitutes for us the 
decorated shed.' 

Robert Venturl 

Bom of the Symbolist Movement, 
Modernism has nevertheless been 
hostile to the symbol as a means 
of visual commumcation. The rise 
of abstract art, m particular has 
tended to locus our sttent1on upon 
the work as a thing fn itself, wholly 
ioentlfled wtth the art-process. Any 
art wtuch can be desert bed as sym
bolist must necessarffy reJect such 
an att1tude. 2 

Edward Luc1e-Smith 

T he skin 'hung' upon the structure 
of a building Is a notion. Robert 
Venturi, In Learning from Las 

Vegas, pleads for the return of sym· 
bollsm. Literal symbolism applied. 
What should symbolic applique mean 
and whom Is it for? 

Some of the purest expressions of the 
s In and applied symbolic ornament 
can be found In the Secessionist/Art 
Nouveau work of the great Viennese ar· 
chltect, Otto Wagner {1841-1918). He 
was an important figure as architecture 
evolved from eclecticism and revivalism 
Into that which more truly embodied 
new materials, ideas and altitudes. 

Born well·to·do, Otto Wagner was train· 
ed as an architect m Germany, under a 
former assistant of Kart Friedrich 
Schln et, and subsequently In his 
native Vienna. Dunng Vienna's glorious 
Rlngstrasse era Wagner established a 
tnrlvlng practice. He became one of the 
leading architects In the ltafianate 
ctass1cal style. "Utility behind a screen 
of hlstoocal sty,e:''3 aptly describes his 
rationalist revivalist apartment houses 
and commercial buildings. These were 
very good, but ended to over· 
decoration. 

VIenna, the grand stucco city. Wagner 
often used stucco In his early ltallanate 
buildings. A continuous, non-structural, 
appt ed material. lt Is an ambiguous 
materlal capable of pretending heavy 
mass when In fact lt Is a thin applied 

OTTO WAGNER APPLIED 
by Graham 0 . Llvesey 

'MAJOLICA HOUSE' 

layer. Stucco should not purport to be a 
classical load-bearing stone facade, as 
Wagner often caused it to appear. But 
stucco cannot indicate a light, thin skin 
either. Ornamental symbolism on stuc· 
eo IS e1ther an uncertain continuation of 
the stucco or somethmg quite separate. 

Wagner was first appointed professor 
in architecture at the Academy of Fine 
Arts In 1894 and two years later he 
published, Moderne Architektur. The 
pragmatic nature of this. his first book 
of theory, is deceptive. it Is a strident 
call for rational utility and the true ex· 
presslon of the modern age, a continu
Ing theme in hiS polemics. He would, 
years later, when discussing city plann· 
lng, reiterate that, "Art must give ex· 
presslon to the conditions of our own 
time. Art must therefore conform its ci· 
ty plan to the needs of the mankind of 
today.''4 Seemingly a rationalist, a 
tremendous change occured n 
Wagner's work during the 1890's which 
refutes this notion. 

In his writings, Otto Wagner never ad· 
mltted the deeply romantic side of his 
nature. This romanticism only became 
obvious In the ornament and skins of 
h1s buildings after the mid 1890's. So 
much so, that a statement such as the 
follow1ng seems absurd: 

au~te as unjust1f1able and as ob
actionable from an artistic view· 

point are mtentional but unwar· 
ranted curves and irregularities In 
the lay-out of streets and squares, 
Intended solely to produce ar· 
tlficfally picturesque vlstas.5 

Although written much later, this 
passage adamantly denies the Art 
Nouveau character that hts work took 
on. He never elaborated on the laws 
that governed his romantic tendencies, 
possibly to preserve an tmage In society 
or because of the inherent d1screpan~y 
between words and romantic thoughts. 

The transformation began In the sta· 
lions, bndges and cultlngs Wagner 
built between 1894 and 1901 tor the 
VIenna city railway system, the Stadt· 
bahn. The white stucco stations had 
taken on a new voluptuousness and 
freedom of classical interpretation. 
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KARLSPLATZ STADTBAHN STATION 

Thus began his use of the 
unadulterated engineering aesthetic. 
Steel l·beams and rivets clashed with 
stucco and stone classicism 
unabashedly. 

During the seven years of construction 
of the Stadtbahn, Wagner became more 
and more influenced by Art Nouveau 
aesthetics and symbolism. The middle 
aged master, open to new Influences, 
produced organic and geometric orna· 
ment of great timeless beauty. This or· 
namental use of new materials stood 
beside the historical classicism of stuc· 
eo and stone pilasters, cornices and 
rusticated bases and the use of 
engmeering steel. Sinuous lines and 
plant images both led and delighted the 
commuter as he passed through the 
stations. John Ruskln, stated earlier his 
influential and Immutable love for the 
organic; " ... all perfectly beautiful forms 
must be composed of curves; since 
there is hardly any common natural 
form In which it Is possible to discover a 
straight line.''6 This leads to another 
Ruskinian ideal, a building w1th either a 
decorative sktn or symbolic ornamental 
elements applied to it. 

1897 sees the formation of the Vienna 
Secession under the leadership of the 
painter. Gustav Klimt. A group heavily 
Influenced by the Glasgow school 
under Charles Rennie Mackintosh. The 
young radical Secessionists included 
the painter Koloman Moser and the ar· 
chltects Joseph Marla Olbrich and 
Josef Hoffman, both students of Otto 
Wagner. The principal aim of the group 
was, ·•to provide in art a surrogate 
religion offering a refuge from modern 
life."7 The Secessionists explored sym· 
bolically, the mystical and mythological 
and the sensuous, mstlnctual, erotic 
and ecstatic. This manifested itself in 
an art depleting plant Images and 
elongated beautiful nymphs whose 
tong flowmg hair hopelessly entangles 
the male psyche. lt was a symbolic 
psychological revolution In form. 

The organic flowing lines and sensual 
women are visually engaging but the 
deeper meanings are obscure and 
elitist· a description of a snake-holding 
woman In the foreground of Gustav 
Kllmt's painting Medicine: " Along w ith 
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KARLSPLATZ STATION · DETAIL 

her brother Ascleplus, Hygela was born 
a snake out of the tellurian swamp, the 
land of death. The snake, amphibious 
creature, phallic symbol with bi-sexual 
associations, Is the great dlssolver of 
boundaries: between land and sea, man 
and woman, life and death."8 VIsually 
relevant but symbolically Irrelevant. 

J.M. Olbrlch's Secession building, the 
exhibition place for the movement, was 
constructed In 1897. Wagner's 'Ma· 
jollca House' , an ordinary Viennese 
apartment house gloriously clad in a 
skin of tiles colourfully depleting a ma· 
jestic flowering rose plant , was built the 
same year; thin, applied decoration, 
symbolic of Wagner's respect for the 
young Secessionists. 

The Majolica House is a 'decorated sh· 
ed'. lt Is, floral-patterned, very much like 
Robert Venturi's ' Best' products 
showroom. For Wagner lt Is the first ex· 
presslon ot the thin two-dimensional 
skin. However, like stucco, the thin t iles 
are applied ambiguously to a hidden 
surface. The curtain-wall , developed by 
the 'modernists', would ultimately ex· 
press both its thinness and total 
separation from the structure. 

In 1898 Wagner officially joined the 
Secession to the horror of Viennese 
society. The major figures were to re· 
main with the movement until 1905 
when most, Including Wagner, left. 

The romantic freedom and symbolism 
so masterfully delineated by Wagner on 
his skins and In his ornament failed, ac· 
cording to most historians, to influence 
the still very rational and traditional 
composition of plans, elevations and 
masses. This and the dull pragmatism 
of his writings suggests an Intellect 
fighting Its own artistic Inclinations. 
Manfredo Tafurl contests, however. 
that the spiritual/romantic Influence of 
the Secession also profoundly affected 
the design and nature of Wagner's 
seemingly rational buildings. Tafurl 
describes the unartlculated Otto 
Wagner; "To stop and listen to those 
mysterious echoes Is possible only to 
one who understands the ritual of Inter· 
pretatlon."11 

Wagner'a ornament la visually and emo-
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tlonally engaging. The matenals, the 
colour contrasts, the lines and the jux
taposition of detailed ornament with 
blank surface, play In masterful visual 
harmony. 1t ranges from the simple and 
poignant to the obtuse and esoteric. 
The meaning of the Secessionist orna· 
ment is irrelevant, it works only at the 
visual level. The mystical paintings of 
Klimt were not understood by the 
leading VIennese Intellectuals of the 
day. The mythology, the sensuality, the 
abstract spiritual codes and ideas are 
obscure. Applied symbolism can repre
sent many things: power, wealth, 
religion, philosophical ideas, a building 
type, structure. However, it must cater 
to the populace or not exist at all. 

The most interesting Stadtbahn station 
is the Karlsplatz station of 1898-1899. 
Two classically planned pavilions 
across the street from one another, 
large semi-cylindrical canopies, for· 
ward set, dominate the simple masses 
beneath. Thin, white, pristine sheets of 
marble stand between slender steel 
support members. Floral and geometric 
patterns enhance, either carved Into the 
marble panels or hung from the 
steelwork. Ornament contrasts with 
blank wall, green and gold contrasts 
with white, natural curve contrasts with 
straight line. The ornament seems 
removed and non-symbolic. merely 
flowers and leaves. The ornament Is 
timeless and the material expression is 
lucid. "Wagner treated the walls in his 
modern manner as skins, suggesting 
volume rather than the mass 
beneath." 10 The Karlsplatz station 
depicts for Wagner, motion versus 
stasis and romanticism versus ra· 
tlonallsm. The buildings huddle, 
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emanating a profound romantic non
Intellectual spirit. 

The Imperial Post Office Savings Bank 
from {1904-1906) is one of the most 
significant early modern buildings. Dlf· 
ferlng from his early decorated 
revivalism and his symbolic Seces
sionism, this Is Wagner as the 
pragmatist. The use of materials i s 
stunning, honest and revolutionary. 
Large aluminium bolts blatantly hold 
thin stone and marble sheets to the 
building. This would seem to be his 
ultimate and most explicit expression 
of the skin as an entity unto itself it 
would never become the total separa
tion of the skin from the structure .. 

The use of aluminium Is unashamedly 
bold, particularly within the luminous 
glass-vaulted banking hall. Riveted sup
ports penetrate the glass ceiling whilst 
aluminium robot·llke ventilation dif
fusers stand on guard. Ornament 
enriches the entrance and encrusts the 
roof-line where two mystical damsels 
dwell, outstretched arms clutching 
wreaths to the city A rationally tunc· 
tlonal building. 

Otto Wagner's Kalserbad Dam Ad
ministration building {1904·1908) Is his 
most 'modern' building. Symmetrical, 
with a subdued cornice, the classicism 
has been restrained as the form follows 
the function. The building controlled 
one of the dams on the Danube canal. A 
ship bridge-like control bay lifts above 
the main mass destroying classi cal 
repose. Stairs that link the street level 
with the lower canal level are part of yet 
distinct ~rom the building. Blue tile 
above bolted-on white marble sheets 
above a bolted-on stone base Wavy 
white lines of tile upon the blue 
background symbolizes the waters. 
Electrifying blue and white, the 
building, a ship-like masterpiece, sits 
beside the canal. Symbolism Is restrain· 
ed . Wagner always designed according 
to principles most appropriate to the 
building In question. 

Wagner's most Secessionist building Is 
St . Leopold's Am Steinhof (1905-1907), a 
domed Greek·cross church. The marble 
sheets are bolted-on In such a way as to 
create conflicting rhythms of bolt· 
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heads, joints and panels Christian In 
its symbolism, the ornament has Itself 
become separate from the structure 
and skin. Wagner Incorporated stained 
glass, frescoes and statues o! ange s 
and samts by other Secessionist art sts 
Into the church. 

The last built W()(ks, lnclud1ng the 
Neustlftgasse •o apartment building 
(1 909·1910) and the second VIlla 
Wagner 11912·19131 show a return to 
stucco In a stnpped·classlcal non· 
symbolic way. The buildings beCome 
simple masses adorned with 111es p ac· 
ed In the stucco to emphasize divisions 
and local points. 

Some of Wagner's most symbolic work 
remained unbuilt and only exists as 
drawings. Wagner's marvellous draw· 
ings, similar to those of Schmkel 'n 
delineation and the use of surreal 
foreground figures, somewhat parallel· 
ed his architecture becoming more and 
more Ar1 Nou~eau. The dra~lngs show 
schemes for tremendous churches, 
museums and monuments One of the 
most symoolically esotenc .s a pro
posal for a Moderne Galer e of 1900. A 
long frescoe on the facade shows the 
arts lifting the ve11 ol Ignorance from 
tne people, whilst four bethroned 
women surround the entrance and 
floral ornament renders the surfaces 
fantastic. 

As a respected transitional architect 
teacher and polemicist Wagner' s 
legacy to 'modernism' would be his 
distinct and honest use of materials. 
Although a functionalist, h1s methods 
would be re1ected for new interprets· 
tlons baSed upon the machine and an· 
dustrlallsm, space, structure and 
socialism. 

Adolf Loos, an admarer of Wagner, 
vigorously attacked tne use of orna· 
ment n architecture. lnerltably ar· 
chitecture became the blank surfaces 
of the machane-agf:llook. AlthOUgh the 
ornament disappeared, symbolism re
mained Venturl wrates, "Ironically, the 
Modern architecture of today, While re
jecting explicit symbolism and frivolous 
appllqu6 ornament has distorted the 
whole building Into one big 
ornament.''11 

The new abstract symbolism was In· 
dustrlal symbolism, the glorification of 
the machine and technology. The 
human intent shifted from bourgeois to 
socialist. but lt failed. Unlike Wagner's 
work the symbolism was Implied, not 
visual. The modem architecture was 
cold, oblivious, and Inhuman and there 
was no recourse, just endless white 
blank stucco strips and endless steel· 
mullioned windows. 

If one accepts ornament in architec· 
lure, lt Isn't a question of man or 
machine made. 1t Is a question of 
enhancement, timeless beauty and if 
symbolic, understandable meaning ... 
eradication of non-articulated surfaces 
in architecture. 

Aobert Venturl, the father of anti· 
modernism, argues for a return to literal 
symbolic appliqu~ In architecture in his 
book Learning from Las Vegas. He re
jects abstract surfaces for appl1ed Pop
art symbolism. His symbols are derived 
from pop American culture. the subur
ban home and the stnp billboard Th s 
understandang surfaces In his work like 
Andy Warhol Brlllo boxes. From low art 
to high art and back again; a d•stortion. 
The references are not to be 
understood; but are Instead esoteric 
tongue-In-cheek games played at the 
expense of good taste and arch tecture 

Venturl proposes the 'decorated shed' 
principle where pop symbolism Is ap· 
piJed to an 'ordinary building', and op· 
poses the 'duck' theory where the 
building Itself is a literal symbol. Ven· 
turf Is eenous but are his ideas? 

Venturl'a symbolism Is as elitist as that 
of the Secessionists. However, the old 
notion of small-scale, dense (and visual· 
ly delightful) surface articulation still 
remains vague In contemporary ar· 
cnltecture. Venturl's surfaces are 
geared towards a medla·blltzed 
populace; "Artlcu!ated architecture to
day Is like a minuet In a discotheque, 
because even off the highway our sen· 
slbllltles remain attuned to Its bold 
scale and detall.''12 Architecture 
representing flash and transience. The 
bold, flat, 'pop'-dellned and pastel· 
coloured surfaces still lack the fine 
detail necessary for ViSual play. 
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Although very Influential. Venturl"s 
Ideas have tended to spawn other 
things. The classicism of the suburban 
home has exploded Into the classicism 
of ledoux, Schlnkel and lutyens. The 
omnipresent classical cycle. lt has 
become pseudo-revivalism and abstract 
expressionistic classicism and eclec· 
t clsm; esoteric manipulation more 
removed from reality than ever before. 

Symbolism tends to the esoteric and 
unrealistic; philosophical, industrial 
and pop' art. 

Instead of a balanced critique of 
the modern tradition we are now 
being subjected to the In· 
discriminate reaction against the 
entire evolution of modernist 
culture.13 

Graham D. Livesey is a student at the 
School of Architecture of McGi/1 Univer· 
sity and has recently returned from 
three months of travel in Europe. 
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The Limits of Reason by Joe Burton 

T
he master work of architect Louis 
Kahn Is often viewed solely as the 
technological expression of pure 

construction In the service of physical 
function. Indeed, Kahn's built projects 
of the 1950's which brought him Intern a· 
tlonal recognition, the Yale Art Gallery 
Addition, 1951·1953, with Its concrete 
tetrahedronal ceiling housing lighting 
and mechanical equipment, and the 
Rlchards Medical Laboratories at the 
University of Pennsylvania, 1957·1964, 
with Its heroic service shafts and pre· 
cast, prestressed concrete structure 
became Icons of contemporary ar· 
chltecture created from functional and 
constructional concerns. Kahn's many 
theoretical statements about his art, 
however, affirm his conviction that ar· 
chltecture goes beyond the rational ex
pression of utilitarian excellence. As In 
the most memorable monuments of the 
past, he pointedly stressed the necessi· 
ty of belief-that which transcends sen· 
slble knowledge-for the creation of a 
work of architecture: 

1 really felt very religiously attach· 
ed to this Idea of belief because I 
realized that many things are done 
with only the reality of the means 
employed, with no belief behind it. 
The whole reality isn't there 
without the reality of belief. When 
men do large redevelopment pro· 
jects, there's eo belief behind 
them. The means are available, 
even the design devices that make 
them look beautiful, but there's 
nothing that you feel is somehow a 
light, a light which shines on the 
emergence of a new Institution of 
man, which makes him feel a 
refreshed will to live. This comes 
from me1nlng being answerable to 
a belief. Such a feeling must be In 
back of it, not just to make 
something which Is pleasant In· 
stead of something which Is dull: 
that Is no great achlevement.2 

By pushing architecture beyond the 
limits of Cartesian measurement, Kahn 
evidently hoped for a meaningful work 
satisfying the requirements of the 
human heart as well as those of the 
body. 

Kahn's own belief was founded upon an 
Intuition of an Ideal and omnipresent 
ground behind all reality that he 
described as "a world within a world" .3 

This transcendent realm which he call· 

ed 'Silence' was populated by eternal 
spiritual essences found wllhln the 
human soul . He called these psychic 
essences 'Form'. In one of his 
notebooks, circa 1959, he professed h is 
Idealism and contemplated this unseen 
existence as a significant determinant 
In the making of an architectural image: 

The beginning Is the time of belief 
In Form. The realisation of an ex· 
lstence without material, without 
shape or dimension. Design serves 
this belief Into being, by placing 
the maker In harmony with order 
and being. When the work Is corn· 
pleted, the beginning must be felt. 

The beginning Is the belief In form. 
1t Is feeling as religion as dream 
and thought as philosophy. Its ex
Istence Is without material, 
without shape and dimension. 
Design Is the maker of harmony 
with order and being. A work in· 
spired by form reflects belief. The 
aura of transcendence, the aura of 
commonness. One feels renewal in 
the work of another In 
transcendence. 

The Beginning Is the belief In 
Form, Feeling as Religion. Thought 
as Philosophy Is the milieu of 
Form. Beyond the personal limits 
of feeling and thought removed 
from self • 

Kahn saw the world as a meaningful 
pre-exlstent 'Order' founded upon his vi· 
slon of Form. He summarized his world 
view, reminiscent of the Greek concept 
of kosmos, as " Order ls."5 For him, 
Order encompassed the essential 
human experiences of the psyche as 
well as the physical world: 

An architect ("a man who feels Ar· 
chltecture as a spirit") can build a 
house and build a city In the same 
breath only If he thinks about both 
as part of a marvelous, expressiVe, 
and Inspired realm From the first 
feelings of beauty, or the first 
sense of it, and wonder that 
follows comes realization Realiza· 
tlon stems from the way we were 
made because we had to employ 
all the laws of the universe In order 
to be. We hold within us the recoro 
of the decisions that make us par· 
tlcularly human. There Is the 
paychlc record, and t here Is the 
phyalcal record, together with the 
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choices we made to satisfy this 
desire to be, which In turn directed 
Itself to what we are now." 

In a figure published In 19737, he 
diagrammed the subtle psychic nature 
of Order conjoined with Its tangible, 
physical character that he endeavored 
to Incorporate within his architectural 
imagery. 

To express the inner world of the 
human soul, Kahn suggested the use of 
symbolic Images. Through such im· 
agery a work of art Intimates psychic 
meaning Which goes beyond the de plc· 
lion of physical reality: 

An archltect...is an artist In addl· 
tlon to being a professional man. 
But first let me explain what an ar· 
tlst ls ... Giotto was a great artist 
because he understood the realm 
of his art. He wasn't afraid to paint 
black skies In the daytime, people 
bigger than a building, birds that 
couldn't fly and dogs that couldn't 
run. His people weren' t even peo· 
ple ... but they are In their proper 
relation for the allegory .... They are 
related story-wise .... In the same 
way, a successful architect must 
understand his art, must command 
his medlum.8 

He also explained that symbolic ar· 
chltectural Images were intrinsically 
more subtle and disciplined than im· 
ages In the other arts because of the 
complex, pragmatic nature of architec· 
tu re: 

Another aspect (of architecture) Is 
training a man (the architect) to ex· 
press himself. This Is his own 
prerogative. He must be given the 
meaning of belief, the meaning of 
faith. He must know the other arts. 
I use examples which I maybe have 
used too many times, but the ar· 
ch l tect must rea lize h i s 
prerogative. He must know that a 
painter can tum people upside 
down, If he wants to, because a 
painter does not have to answer to 
the laws of gravity. The painter can 
make doorways smaller than peo· 
pie. He can make skies black in the 
daytime. He can make birds that 
can't fly. He can make dogs that 
can't run, because he Is a painter. 
He can paint reel where he sees 
blue. The sculptor can place 
square wheels on a cannon to ex-
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press the futility of war. All ar· 
ctutect must use round wheels ("if 
he wants to bnng his stone froM 
place to place"), and he must make 
his doorways bigger than people. 
But architects must learn that they 
have other rlghts-thetr own rights. 
To learn this, to understand this, is 
g1vlng man the tools for making the 
Incredible, that which nature can· 
not make. The too s make a 
psychol~lcal valldlty. not just a 
phystcal vahd•tY because inan, 

unlike nature, has choice 9 

The architect, according to Kahn must 
Integrate the symbolic, 'psycholog,cal' 
Ideas of a work wlthin Its structural and 
functional constraints. August Komen· 
dant, the brilliant structural engineer 
who served as a consultant on many of 
Kahn's projects, apparently describes 
his collaborator's attempts to match 
physical order with spintual order In his 
desigr~s. He says that Kahn would re
quest many structural schemes for a 
particular project. He then setected the 
one v.'hose Image he preferred. often 
against Komendant ' s 
recommendation. '0 In Etghteen Years 
with ArcllJtect Lou•s I. Kahn, Komen· 
dant writes: 

In Kahn's mind 'tmage' (what) was 
the only creative act. to create 1m· 
age does not require lnte1.ectual 
analysis, only intuition, wh•ch ar· 
tlsts and also poets cons•der the 
true source of knowing and truth. 
On the contrary, the oesign (nov.) 
requires lntellectua analysts 
which merely exp a ns even 
hinders knowing. Thus t s not a 
creative process, it only r IO'IIes 
quantifying of mater a s and 
method of construction and when 
engineeflng is ended the spint of 
Image and Us values take over. 

•. .for Kahn. Architecture was Art. 
He strongly objected to the 
generally accepted not on that ar· 
chitecture Is part an and part 
engmeenng. Engmeenng n Kahn's 
mind; was servant to the architec· 
ture. 1 

11 Is most h ely tne h•dden progrAm of 
psych c allegory behind Kahn's cnolce 
of a structural Image which leads to 
Komenadant's professional 
dtssatlsfactlon wltn some of hts work, 
.for example, the capttol complex at 
Oacea.'2 

Kahn's deS re to create an arChitecture 
expresstve of the human heart le<l him 
to study the psychic al egory found In 
primitive pictorial language, tne 
hleroglyp lea and IconograPhy of 
Egypt The Justification for a study of 
the Inventions of SUCh an early culture, 

e expt ed n the following manner: 

- .{tile primitive case Is more of an 

ndlcatlon of value than the more 
sophisticated case. To accept 
something at the 11ery, very begmn· 
tng, without precedent, Is an in
fmitely stronger statement than 
how it Is extended in later years.13 

1f man's nature would not ap
prove, a begmning would be lm· 
possible. So beginning Is a revela· 
tton which reveals what Is natural 
to man-it ne11er would have hap
pened. What the human ap· 
pro11es-human as a larger term 
for man, Instead of man simply as 
the species-is natural to a I 
humans. I would say the beginning, 
then is natural to all humans. The 
beglnnmg reveals the nature of the 
human • 

One of Kahn's books of Egyptology, 
I E S Edwards's The Pyramids of Egypt, 
presents two primitive prototypes of the 
ktnd If psychic allegory found in h1s ar· 
chltecture.1S In his book, Edwards said 
that the Egyptian name for the 
pyramidal tomb, denoted by A . meant 
literally 'castle of eternity'. while 6 
the hieroglyphic for the older stepped 
pyramid, probably meant 'the place of 
ascension'. 

The castle of eternity was designed to 
protect and preserve the body of the 
pharaoh through the ages, thus insur
Ing the survival of his soul. Edwards 
commented that such primitive logic 
produced many greatly admired master· 
pteces which never would have been 
realiZed without a bel1ef in the•r prac
tical splntual value.18 The iconographic 
content of the pure pyramid, he said 
was associated with the sun-god Re in 
Egypt from the earliest times and he 
suggested an explanation for its 
relevance: 

But wtlat did the benben (the 
prlm•tive stone fetish of pyramidal 
shape) and Its architectural 
derlvat111e, the true pyram1d, repre· 
sent? Only one answer suggests 
Itself: the rays of the sun shtnlng 
down on earth. A remarkable spec· 
tacie may sometimes be seen In 
the late afternoon of a cloudy 
winter day at G,za. When standing 
on the road to Saqqara and gazing 
westward at the Pyramid plateau, 
lt Is poufbie to see the sun's rays 
strlletng downward through a gap 
In the clouds at about the same 
angle as the slope of the Great 
Pyramid. The Impression made on 
the nund by the acene Is that the 
Immaterial prototype and the 
material replica are here ranged 
slda by slde.11 

According to Edwards, the choosing of 
this archltectural aHegory lex a tomb 
rests upon Ita metaphysical content 
associated with the sun and the soul's 
resurrection. He described this 
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theological notion which was similar to 
that of the Oslrlan cult: 

The sun-cult and the cult of Oslrls 
were certainly not connected 
either In origin or In their main 
theological conception. A& was 
primarily a god of the living, with 
whom certain privileged persons 
might be associated with after 
death, while Oslris was essentially 
the god ol the blessed dead and of 
the region of the dead. Both gods, 
however, shared one most lmpor· 
tant feature In common: they pro· 
vlded a divine example of survival 
after death Oslrls, though 
murdered by Seth, had been 
restored to life by the magic of lsls, 
and Re, whose dally disap
pearance beneath the western 
horizon was considered as his 
death, was reborn each morning at 
sunr;se. In the experience of these 
gods, the ancient Egyptian found 
reason to hope for his own 
survlval.18 

Edwards further explained that the form 
of the castle of eternity had a practical 
magic purpose. lt served as a solar lad· 
der to the bright god above Quoting an· 
clent magic spells, he writes: 

The Pyramid texts often describe 
the king as mounting to heaven on 
the rays of the sun. Spell 508 of 
these texts, for instance, reads: 'I 
have trodden those thy rays as a 
ramp under my feet whereon I 
mount up to that my mother, the 
living Uraeus on the brow of Re.' 
The temptation to regard the true 
Pyramid as a material representa· 
t•on of the Sun's rays and conse
quently as a means whereby the 
dead king could ascend to heaven 
seems lrreslstable.19 

His reading of the solar stair Is most 
likely Influenced by his Interpretation of 
the earlier stepped pyramid as 'the 
place of ascension'. The stepped form 
associated with astral cults, he sug· 
gested was similar to the zlggurats of 
ancient Mesopotamia and the historical 
Tower of Babel which were viewed as 
links between heaven and earth. 

Psychic Allegory In The Work of Louis 
Kahn 

The ancient symbol of light, the pure 
pyramid and Jtq two dimensional 
hieroglyphic, A , expressed perfectly 
Kahn's sense of 'Order'-that the 
superaenslble, psychic realm of Form. 
Silence, manifests into the sensible, 
physical realm as light and matter. He 
used the pyramtdal shape and the 
triangle In his 'Silence to Light' 
diagrams, circa 1969, to Inscribe In 
hieroglyphics this metaphysical 
allegory. Of this timeless Image, he 
said: 



The pyramids seem to want to tell 
us of 
Its motlvatlons and Its meetings 
with nature 
In order to be. 
I sense Silence as the aura of the 
'desire to be to express' 
Light as the aura 'to be to be' 
material as 'spent light'. 
(The mountains the streams the 
atmosJ6here and we are of spent 
light.) 

One can find the allegorical Image of 
the pyramid throughout Kahn's mature 
work. For example, lt Is presented early, 
clearly and Insistently In the ceiling of 
the Yale Art Gallery Addition. Although 
the design of the Gallery ceiling was in· 
spired by a space fr1me, structurally it 
acts as a series of concrete beams or· 
namented by an lnlill of concrete 
tetrahedrons.21 Similar to Komendant's 
complamt of Kahn's work at Dacca, lm· 
agery overrules structural reason in the 
Yale Art Gallery Addition Kahn 
recognized this Inconsistency and tried 
to rethink the structural logic of the 
completed building in a later study 
After Yale, the primitive solar sym· 
bollsm of the pyramid was brilliantly In· 
tegrated within the triangulated struc
ture of his City Tower Project of1957. 

Kahn's Interest In architectural allegory 
Is also seen In his use of the stepped
pyramid pictograph,~. ' the place of 
ascension', which t::dwards had 
described. In his unbullt projects for the 
Washington University Library of 1956, 
and the Theological Library at Berkeley, 
1973-1974, this hieroglyphic quote Is ex
pressed three dimensionally in 
cruclform plan and In a 'wedding cake' 
composition, respectively. These two 
educational buildings were truly to be 
'places of ascension' of the human 
mind and Its aspiring spirit, an Idea 
especially apt in the context of a 
theologians' Jlbrary. The Imagery of this 
pictograph, however, was more subtly 
realized In the stepped sofflts of the 
cantllevered concrete beams of the 
Richard's Medical Laboratories at the 
University of Pennsylvania, 1957-1964. 
This stepped form which originally was 
also found In the vent shafts Is more 
evident In Kahn's earlier studies for the 
design. The elegant shape of the beams 
simultaneously reflect the physical 
determinants of their design to handle 
moment loading. With this Integration 
of symbol and structure, the Rlchards 
Medical Laboratories provide a clear 
cut example of Kahn's desire to speak 
allegorically within the physical limits 
of the art of architecture. He may have 
been thinking of this work and Its 
psychological meaning when he wrote 
In his 1959 notebook: 

Form Is the religion of Beginning, 
Dealgn 11 the lnaplred writing of Ita 
Scripture• In the layera of order. lt 
Is the contalnlnA text that binds 

thought and feeling prophecy and 
religion and aspiration. Reading it 
one experiences renewal of form 
as Immanent, ever beginning. And 
when we celebrate a work which 
achieves this kind of sacred 
realization, we partake In man's 
worshipful-likeness to perpetuate 
the transcendency of form by that 
of hlmself.22 

In his attempt to extend the boundaries 
of late modern architecture Into the 
realm of the human soul, Kahn joined 
the front ranks of western philosophers 
and artists who have challenged a sole
ly materialistic conception of the world, 
a conception formulated during the 
Enlightenment. The Enlightenment In· 
herlted Rene Descartes's neat division 
of psyche and matter which encourag
ed a methodical exploration of all that 
Is physically quantifiable. lmmanuel 
Kant's Critique of Pure Reason of 1781 
questioned this limited view and con
tributed philosophically to a Romantic 
rebellion against the Enlightenment In 
the nineteenth century. The work and 
thought of Louis Kahn ultimately 
descends from such attempts to re
establish conceptual links between the 
psyche and matter. His work must be 
seen as a form of architecture par/ante, 
speaking architecture-a notion found 
within the Beaux-Arts traditions of his 
architectural education. In the late 
1840's, Leon Vaudoyer, a French 
Romantic architect, coined the term to 
describe the emblematic architecture 
of Claude-Nicolas Ledoux.23 By suavely 
speal<lng through 'the layers of order', 
Kahn never Intended to dismiss the ra
tional , physical aspects of a building. 
He merely hoped to elevate it Into the 
Immeasurable realm of architecture. 

Joe Burton is a professor at the College 
of Architecture, King Faisal University, 
Damman. Saudi Arabia. 
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by Jonas Lehrman 

l
t is often enllghtenmg to cilec the 
picture postcards on safe at local 
outlets to find out what buildings and 

views are considered attractive and lm· 
ageable. lt may be even more Instruc
tive to consider why these images have 
their panlcul. appeal to the public 
mind . Sometimes the building il· 
lustrated Is not one that an architect 
wtth an educated taste may have 
chosen, but almost Invariable the 
building has some memorable aspect 
about it, whether or not it Is supported 
by some additional historic or symbolic 
signi ficance. 

il l s also Illuminating to see how often a 
place, rather than a particu ar bu d ng 
has caught the public lmagtnatton a 
place perhaps not of the qua!Jty of the 
Piano San Marco in Venice, but 
perhaps 11 e Toronto's Nathan Phlllips 
Square oc Vlctona's Bast on Square. 

Unfortunately, Winnipeg does not 
possess such a place. The need is cur
rently met by one or other of the large 
downtown department stores. shopping 
centres or cafes. But people should not 
be under pressure to buy something, 
even coffee, if they merely want to in· 
dulge the very human desire to sit and 
watch other people go by. 

Recognising this need, students n the 
Pre-Masters Regu arclass 'n the un·ver· 
sl ty of Manltoba·s Departmem or Ar· 
ch ltecture formed groups to devetop a 
proposal for a central place. or roofed 
public plaza, i n the context of a spectf'c 
location of the downtown area of w ·n
nlpeg The Urban Room was to be easoly 
accessible yet free of vehicles, while 
providing a place foe people to mee: in a 
climate controlled environment. 

Inherently attractive to undertake as 
was this project, lt was no mere flight of 
fancy unrelated to 'the real world' . The 
City of Winnipeg needs such a place, 
the downtown core has many 
underdeveloped sites containtng one 
and two storey structures and parking 
lots, and the current $96 million Core 
Area Initiative provides Inter alia the 
facility for property acquisition. 

Each of the six groups In the class had 
a distinctive Idea to offer. Wnat fo ows 
are Illustrations of two of tne projects, 
with wrftten descriptions by tne group 
Involved. 

ON POSTCARD 

-

A GALLERIA FOR WINNIPEG 

D. Davidson, M. Krapez, P. Petkau, B. 
Sparrow 

In providing a central meeting place for 
Winnipeg, it was decided that this facili· 
ty could not only fulfil! this function but 
also utilize many potential, existing, but 
unreallzed ammenitles . The CN 
rallyards were seen as a symbolic en
trance to the site and structure, which 
extends the axis that terminates 'n a 
manna, and visually terminates In the 
ruins of St. Bonlface cathedral, an lm· 
portant landmark In Winnipeg. 
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The space with in the gallery could be 
utilized on a year round basis, with a 
mixed use Infrastructure to att ract 
users and provide sometnlng of a 
population base. This would consist o f 
shops, residential/hotel , squares, trees, 
Interior gardens, all of which connect to 
a terraced development on the exterior. 
Riverboats and a monorail connect at 
the east end of the facility 

River development Is extensive, allow· 
lng tor maximum access to the river's 
edge. Winter activities could extend 
from the structure to the river surroun
ding park. 



SAND PLACES 

A CENTRAL MEETING PLACE 
FOR WINNIPEG 

Colln Frlesen, Hendrik Herfst, Glenda 
Jowsey, Garth Norbraten, Bob Taylor 

In our design we attempted to solve a 
real problem. We felt that the challenge 
of working towards a solution which 
dealt with the present deterioration of 
urban form In Winnipeg could excite our 
imagination although it held more con· 
stralnts than the other directions we 
could have taken. A perceived need for 
a central development to re-establish 
downtown as a functional core lead us 

to search for a downtown site. This also 
Inherently satisfied some major criteria 
for a 'meeting' place. 

The site we eventually used · the north 
side of Portage Avenue · was chosen 
because it Is a rapidly dying area near 
Winnipeg's heart. In 1982 approximate
ly seventy-five percent of the land In the 
blocks between Portage Avenue and 
Ell ice Avenue Is parking lot or alley way; 
major growth In the Winnipeg core Is 
presently taking place from Portage 
Avenue to the Convention Center. 

Central Winnipeg Is de-centralized Into 

Unlvertlty of Manitoba 
Urban Design 1982 

a number of defined districts: The Bay
Eaten's corridor; Old Market Square; 
the medium-h igh density housing 
around the Cumbertand area; the Por· 
tage and Main financial district; and so 
on. The site we have chosen possesses 
the potential of acting as a central com
municating link for all of these places. 
lt has a ready clientele of residential, 
business, shopping, university and 
visiting people. We have re-Inforced 
each of these activities at the periphery 
of our site to Increase their density and 
have then provided a variety of passive 
or active areas with spaces of varied 
character. Included are fast food 
outlets and a beer garden, a tram stop 
and bus shelter, a speaker's corner, a 
sculpture garden, an amphlteatre, a 
carlllon and a clock-tower. Some ac
tivities provided for include jogging, Ice 
and roller skating, outdoor chess, an ar
tists' bazaar, and playing fields. 

One ma1or part of our proposal Is to 
relocate the Free Press newspaper of
fices and printing plant In a new 
building on the corner of Portage 
Avenue and Colony Street and to 
renovate the existing building to pro
vide studio and office space for Win
nipeg's cultural groups such as the 
Royal Winnipeg Ballet, the Contem
porary Dancers, various ethnic groups, 
theatre companies, film companies and 
so on. The ground floor of the building 
would have public spaces for reading 
rooms, lounges, billiards, and a room 
for chess and other board games. 

We feel that the proposal submitted 
would Increase the desirability and 
amenity of living, working, shopping 
and visiting In the city center. 

Jones Lehrman Is a professor at the 
University of Manitoba's Faculty of Ar
chitecture. 
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Rationalism, 
Classicism, 
Nation a I ism: 
Myth and Monument in the Third Rome 

by Martin Thomas Troy 

Slow, incessant, inexorable, is the 
advance of Fascism. Fascism con· 
structs In a Roman way, stone 
upon stone, Its ideal and material 
buildings, which like the Roman 
ones, will defy time. 1 

Ben/to Mussolini, 1923 

M ussollnl's 'March on Rome' In 
1922 signalled the final over· 
throw of the old order In Italy and 

the rise to power of the Fascists. The 
symbolic manifestations of this 'March 
on Rome' were much greater than any 
Imagined military ones. Mussolini's vi· 
sions of a new Imperial Rome, with If 
Duce as the new August us, would need 
to have just such a heroic beginning to 
truly mark the advent of the new spirit 
In Italy. This new spirit , arising from the 
political, economic and social theories 
of Fascism, attempted to express its 
ideals by assuming a 'cultural dress'. 
Thus art and architecture became prime 
vehicles for the national expression of 
Fascism. These Ideals were not of a 
constant nature, but were always evolv· 
lng, to match the evolution of the 
Fascist Ideology Itself. Mussolini's 
brand of Fascism was as politically op· 
portunlstlc as he was himself. Italian 
Fascism transformed Itself from a na· 
tlonal 'socialist' movement based on 
revolutionary theories Into a completely 
reactionary and nationalistic Ideology 
In the later stages of Its developme,nt. 
These changes In Ideology were 
paralleled by shifts in the State's at· 
titude towards theories of art and ar· 
chltecture. From an Initial attitude of 
art as an individual expression, and not 
as an expression of the State, Mussolini 
was soon In a strong enough political 
position to be able to dictate which 
aesthetic would consti tute an official 
Fascist art . Thus t he concept of Fascist 
architecture was spawned. 

it Is here that the eternal dilemma of 
how to define the nature of the relation· 

ship between Ideology and architecture 
Is encountered. Can there be a true 
Fascist architecture, whereby the 
ideals of Fascism are truly expressed 
by architectural form? If this Is so, then 
lt follows that Ideology can be a 
generator of form. The other extfeme 
position on this question Is that ar· 
chltectural form, used in the service of 
an Ideology, Is merely a 'facade' behind 
which Ideology can lurk, Its true secrets 
hidden behind a screen of heroic 
gestures and monumental myths. 

I. Futurism and the Italian Tradition 

We w/11 sing the stirring of great 
crowds... as revolution sweeps 
through a modem metropolis. We 
w/11 sing of the midnight fervour of 
arsenals and shipyards blazing 
with electric moons; insatiable sta· 
lions swallowing the smoking 
serpents of their trains; factories 
hung from the clouds by the 
twisted threads of their smoke ... 2 

from Marinetti's Futurist 
Manifesto 1911 

We could define Classical ss the 
spiritual movement In our desires, 
excluding... every meaning of 
rhetorical reaction or of the 
rehabilitation of worn out manners 
and Ideas, which no longer corres· 
pond to our sensibilities ... 
Classical, finally, is the sustainer 
of certain fundamental norms ... of 
a certain political and moral order. 3 

Ardengo Sollic/1924 

The Futurist Ideals of the glorification 
of war, aggressive action, the society of 
the machine, revolution, and the 
abolishment of morality and historical 
culture appealed Immensely to 
Mussolini as he was formmg his 
philosophies of Fascism followmg the 
First World War. The Futurists' revolu· 
tionary theories of art meshed well with 
Mu ssolini's early theories of the 
'Fascist Revolution'. So, when the 
Fascists took power In 1922, they were 
able to turn to the Futurist movement 
for a new revolutionary aesthetic as a 
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tool of national policy. However In 
spite of Mussolini's personal friendsh ip 
with the Futurist Marinettl. and his ad· 
mitted enthusiasm for a modern 
aesthetic, Futurism presented a basic 
unresolved contradiction to the main 
body of nationalistic Fascist theory 
Revolutionary and destructive anti· 
tradit ionalism ran counter to 
Mussollnr s obsession with a return to 
the 'Roman Tradition'. To Mussolini. 
Rome was " ... the eternal city that has 
given two civilizations to the world and 
will yet give a th ird."• 

At this time, In the early 1920's, there 
was developing a flourishing Classicist 
movement In Italian painting and ar· 
chltecture. This movement did not have 
any particular political alignments or 
pressures as Its Impetus for develop· 
ment. Rather, it grew from a desire for 
cultural renewal: as a react ion against 
what was considered to be the failure of 
the pre-war avante-garde. Making use of 
the Italian Classical tradition. they 
sought a new order, reason and 
regularity In art and architecture. 5 Th is 
new order would aid in defining the 
nature of the relationship between the 
present and the past In artistic theory 
and practice. 

Inspired by the powerful metaphysical 
Imagery in the paintings of de Cllirlco 
and by the painters of the Novecento 
movement, the new generation of 
'Ciassiclzing' architects from Mtlan 
were led by Glovannl Muzio, GJo Pontl, 
and de Flnettl. The stripped Classicism 
and heavy traditional forms used by 
this group, known as the ' Milanese 900', 
owed as much to the Internationalism 
of Austria's Adolph Loos as •t did to 
Italian tradttlon.6 Thus, it can be regard· 
ed as a precursor to the architecture of 
the Rationalist mo'iement as well as to 
the Monumental neo-Classicism of the 
following decade. 

With the decline of Futurism as an 
aesthetic force In Italy and its quick fall 
from favour In official circles, the 
debate over what would constitute the 
of ficial Fascist Architecture began to 
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'Progressions of Classicism: Terragni 's intellectual abstraction of the Classical spirit' 

rage. The key to this debate was the 
Fascists' desire for an architecture that 
would express the greatness of the 
Third Rome by evoking Italy's Classical 
tradition. The Interpretation of the form 
of this Classicism would be the major 
point of contention between the Ra· 
tlonallsts and the noo-Ciassicists. 

11 . Rationalism as Classic ism 

... New architecture. true architec
ture, must emerge from a stflct 
adherence to logic, to 
rationallty ... there exists a 
Class1cal foundation and spirit of 
trBdltiOTI (not the forms. wt11ch s 
something different) thst s so pro
found in Italy, that evidently aJ'Id 
almost automatiCBI/y, the new ar
chitecture will preserve a stamp 
wfllch Is typically Italian.. We do 
not want to break with trad1l10n. lt 
fs tradition which transforms itself 
and assumes new aspects. .. 7 

Gruppo Sette 1926 

The formation of the Gruppo Sette in 
1926 signalled the birth of the Ra· 
tionallst movement In Italy. As the 
group's spiritual leader, Gluseppe Ter· 
ragni was lndisputedly the most tmpor· 
tant IndiVIdual within the pre-war Ra· 
tlonallst movement lt Is not necessary 
to descnbe here the details of the nse 
and fall of Gruppo Sette and the!r brand 
of Rationalism. However, 11 s r,portant 
to realize how-and why Rational sm 'n· 
ltlally appealed to the Fascist reg1me, 
and ~hy the movement eventual y ost 
the support of the Fascists. 

From the t1me of the movement's incep
tion, the Rationalists realized that the 
only wa'l they would be able to receive 
building commissions of any 
significance within the Fascist system 
was to gain the off1cial sanction of the 
regime. To this end, direct appeals were 
made to Mussolini through various 
manifestos, publications, and exhibl· 
t!ons, declaring the close ideolog1cal 
alliance bet,.. een Ration a ism and 
Fasctsm. By presenting a theoret1ca 
synthesis of a modern aesthet1c with 
the Classical tradition of Italy, the Ra· 
ttonallsts were able to attam some 
degree of success and official recogni
tion In the early years. 

Declanng themselves to be agamst 
both .. the vain destructive fury" of the 
Futurists and the "false hlstonclsm"8 

of the Monumentalists, the Rationalists 
tried to present a moderate pos1t•on. 
This paslt1on was, however, based on a 
left-wing Interpretation of the Fasctst 
Revolution'. A rational, modern ar· 

chltecture, they believed. could embody 
Mussolini's rhetorical annunciations of 
the need to rejuvenate. the triumph of 
youth, and " the revolution In actlon.''9 

At the same t1me. th1s architecture 
could embody the national sptrit of Italy 
by 1nvo ng the spirit and essence of 
C asslcism. These polemical an· 
nouncements were replete wtth am· 
biguities In meaning and intent. lt was 
not until the actual realization of 
several projects that this concept of Ra· 
tlonallsm as Classicism was clarified. 

Perhaps the most obvious link between 
these two can be seen in the similarities 
between Rationalism and the Classicist 
Novecento group 10 Both movements 
called for a return to order and logic. 
Although approachmg it from different 
directions. both movements tended 
towards a monumentalism and for· 
ma .. sm that can be considered to be an 
expression of a Classicist 1deal. The 
abstraction of formal tectonic elements 
a so tended to move Italian Rationa ism 
1nto an almost metaphysical mode of 
expression. 

These abstractions of Classicism can 
best be seen In the work of Terragni. 
With commissions such as the 
Novocomum Apartment House In 
Como, and the Casa Rustic! In Milan, 
Terragni established a language of Ra· 
tlonalist architecture and gave the 
movement its early credibility. 

Terragn s Casa del Fascio, built in 1932 
In Como. tS In Kenneth Frampton's 
words, " - the canonical work of the 
Italian Ration 1st movement."11 He goes 
on to state that the rational geometry 
the structurally COdified and layered 
surfaces, the metaphysical spatial ef· 
fects, Terragnl's use of materials. and 
the siting In the histone urban core al l 
combine to make the bulld1ng ..... tee· 
tonic, meticulous, and monumental." 
Planned around a double-height 
meeting hall, the spatial organization is 
an abstraction of the traditional palaz· 
zo w1th a central courtyard. This em· 
bodlment of the spirit of Classicism 
represented Rationalism's claim to be 
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the true architecture of Fascist Italy. 
The casa del Fasclo, designed as a 
symbol of 'Fascism In Action', featured 
a direct connection between the 
meeting hall and the exterior piazza, 
permitting the flow of mass political 
rallies from inside to outside. 

The Rationalist symbolization of a 
'Revolutionary Fascism' eventually and 
inevitably succumbed to the forces of 
political reaction within the regime. 
Over a period of time In the 1930's, the 
movement lost Its internal 
cohesiveness and Its political support. 
The shift towards the right Implied a 
shift towards the neo-Classic as an ex· 
pression of the Fascist State. Ra· 
tionalism's bid to represent the aspira· 
lions of Fascism through an abstracted 
national Classicism had failed, amid 
reactionary cries of 'Internationalism' 
and Bolshevism 

Ill. Classicism as Nationalism 

Mussolini wishes to resuscitate 
the matertal vestiges of ancient 
Rome because they are beautiful 
and lnvatusbte, but also and main· 
ty because, m doing so, he hopes 
to revive the old virtues of rugged 
men who under iron discipline 
once fashioned Roman Power.12 

The New York Times. 
March 19, 1 9 3 3 

Freeing the monuments of Imperial 
Rome from the 'Inferior' medieval fabric 
that surrounded them was merely the 
first step in reviving the glories of 
Rome. In addition, Mussolini wished to 
build a new set of monuments to 'The 
Third Rome', 1t was left to Marcello 
Piacentlnl - Mussolini's 'official 
but .der'- to mediate between the neo
Classical and Rationalist movements, 
to find a suitable architectural expres· 
sion for the glory of Fascist Italy. The 
resulting 'Official Architecture' was a 
stripped neo-Classicism, combining a 
Rationalist and a simplified neo· 
Classical vocabulary of architectonic 
elements, composed In a Classical 
manner. 



'EUR '42: Monumentality, heroics, and grandeur; The myth of the new Roman Empire' 

EUR '42, Rome 

Placentlnl was the architect In charge 
of planning such representative pro
jects as the Via della Concillazlone, the 
University of Rome and the Espolzlone 
Unlversale de Roma (EUR). 

The EUR was to have taken place In 
1942. The entire world would be able to 
come and admire the achievements and 
grandeur of Fascism in this 'Olympics 
of Civilization'. This vision of a new 
monumental canter for Rome turned In
to a stark, scaleless reality. The com
plex can be seen as a monument to the 
myth of Fascist power and culture. 
Although hauntingly beautiful In the 
same sense as Is a de Chirico canvas, it 
Is totally separate from social reality 
and humanist values.13 

With such diverse states as Germany, 
the Soviet Union, France, and America 
using the same reduct ive language of 
form, neo-Classicism can be con
sidered to be an 'international style'. 
This Implies that neo-Classicism had 
lost any significance in terms of 
specific ideological meaning. The 
monumentality of the EUR was a com
promise between the forces of 
Classicism and Rationalism to express 
the nationalism of Fascist Italy. Sym
bolically, such diverse tools of tectonic 
language as scale and iconographic 
references contributed to what was 
hoped to be an effective communica
tion of the Ideals of Fascism. 

IV. Architecture as Ideology 

What Is of interest here is the 
precise Identification of those 
tasks which capitalist develop
ment has taken away from ar
chitecture. That Is to say, what it 
has taken away from ideological 
prefiguration. With this, one is led 
almost automatically to the 
discovery of what may well be the 
drama of architecture today: that 
Is, to see archttecture obliged to 
return to pure architecture, to form 
without utopia; In the best cases, 
to sublime uselessness. 14 

Manfredo Talurl 1976 

Palauo del/a CM/Ita, EUR '42 

According to Tafuri, there has been a 
lack of Ideological content In architec
ture In the modern era, dating from the 
time of Plranesi. This has resulted In a 
type of 'autonomous architecture' , a 
pure architecture achieved through 
sterile transformations of historical 
form. 

This concept is perhaps an over
simplification of the role of Ideology in 
architecture today. Architecture can 
never really be considered out of the 
context of its Ideological base. This 
Ideology inevitably has some bearing 
on the way architectural form Is 
transformed In an attempt to Impart 
new meaning to 11. 

This meaning is communicated through 
syntactical signs, rather than through 
an actual embodiment of ideology In 
the form and mass of the architecture. 
lt Is both the decision of the architect 
and the subsequent Interpretation of 
the user which creates these signs. 
However, the Interpretations of these 
signs can change with time and social 
context, making it impossible that ar
chitecture can serve as the eternal sym
bol of a specific Ideology. 

The Rationalism of the Fascist era 
gleaned Its meaning on an Intellectual 
level, whereas Monumental neo
Classicism appealed to human em
pathy In an attempt to extract a specific 
emotional response from the user. The 
Image of the Fascist State as bringing 
about a heroic, ordered, and glorious 
society was a myth. That the architec
ture of the Fascist State seeked to 
perpetrate this myth shows that ar
chitecture as a symbol of Fascism was 
based on the suppression of the 
realities of the Fascist society. The new 
monumentallsm of the Third Rome was 
nothing short of an attempt at formal 
propaganda. This architecture attemp
ted to portray the mythical greatness of 
the Fascist State by the symbolic 
manipulation of scale. Perhaps In
advertently, it also portrayed the 
dehumanizing aspects of the Ideology. 
Fascism's adoption of the neo-
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Classical as Its official stylistic expres
sion proves that Ideology Is not the sole 
generator of architectural form or style, 
since we have seen that neo-Classicism 
Is such an 'Internat ional' style. 
However, the Ideological Interpretation 
of architecture through formal 
slgnlflcatlon and symbolization has 
been seen to provide an otherwise 
'autonomous' architecture with a new 
Ideological level of meaning. Reading 
this architecture in today's context, one 
can see both the truths and the myths 
of the Fascist Ideology. Thus, the ar
chitecture of Fascism is a symbol of 
both what Fascism was and what lt had 
attempted to become. 
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Leon Krler was In Montreal In March 
1982. While in Montreal, Mr. Krier kindly 
agreed to take part In a discussion with 
McG/11 architecture students. The 
following is the transcript of part of that 
discussion. 

L 
eon Krier. We have reached a 
stage which is very difficult to 
cope with, where· virtually· educa· 

lion ignores the main Issues of the pro· 
blems we cause through the system we 
have established with nature. And I 
think that city planning and, in the end, 
architecture are maybe the pivotal in· 
struments in the destruction of country 
and city and of our values ·which have 
been established over a very long 
period of time and which have been 
taken for granted by the last five or six 
generations. 

I do not only mean politicians but also 
intellectuals and history responsible to 
people · which had to do with an at· 
titude that one always thought, 
'whatever we do, if we do it together, 
and with majority decisions, it will be 
alright. lt will be tine in the end even if 
there will be suffering in between, if 
some people will lose meanwhile. But in 
the end, the overall gain. historically, 
will be colossal and we can't possibly 
avoid going in that direction.' And now 
we see that, basically, majority deci· 
sions or committee decisions very often 
don't replace, or cannot replace, the 
moral responsibility of the individual. 
Quite the contrary. Very often majority 
decisions or committee decisions allow 
the individuals to completely give up 
their moral conscience and hide behind 
this anonymous concensus which final· 
ly is · and has shown to be · extremely 
destructive. And I think as an architect 
one is immensely involved In that pro
cess of destruction. You automatically 
work in a system which is furthering 
this total devastation of the planet. And 
however carefully you do your work · I 
mean, you may design a very beautiful 
house· but JUSt the problem of design· 
ing a house in a certain system, plann· 
lng system, is, in my way, extremely 
destructive If you do not know exactly 
what you're doing. 

Now, I'm not trying to create moral pro· 
blems with slogans to be antl·capitallst 
because lt's not a problem of being 
antl·capltalist because lt's not a pro· 



Eighty-Three 
blem of being anti-capitalist or anti· 
Industrial or anti-anything. The real pro· 
blem Is that when you do something 
you have to be morally responsible tor 
lt. And there Is no excuse. I think the 
problem of capitalism Is certainly one 
but it's not the main problem because 
whatever system you claim to change 
capitalism or get rid of capitalism has 
never achieved that. Quite the contrary. 
lt has very much been Instrumental In 
radlcallzlng these tendencies towards 
pontlflcatlon of purely accounting 
values rather than moral values. Purely 
numerical values. And I don't know 
whether Industrialization Is a sign, a 
cause, or an effect of the moral 
decadence of the European and then 
the rest of the world. So sad. 

So one doesn't really know how it was 
possible suddenly to give up moral con· 
earns and principles which transcend· 
ed, really, epochs and cultures; which 
had nothing to do with being Christian 
or Jewish or Greek. But there was an 
essential concern which was always 
the same, I think, In our philosophy, In 
our theology. There was the same con· 
cern with the moral responsibility of the 
Individual. And suddenly, for that to be 
given up· I haven't found out yet what 
caused it and I don't think anybody real· 
ly has. 

This very great problem nobody . can 
solve, even Individually, because the 
education you get Is completely against 
this taking of responsibility. And also 
the modern conception of history Is 
really that the Individual doesn't, Is not 
able to, do anything against history; 
that history Is a big machine and it runs 
In one direction which we can't change 
and If you go outside that machine you 
Just make yourself a bit ridiculous. 

I think the fundamental problem came 
with the change In conception of the 
universe. From the Renaissance on· 
ward there was a very strong tendency 
to consider the universe as a machine; 
a very complex machine which we 
didn't understand yet entirely. But 
potentially there was a possibility for 
human Intelligence to understand the 
machine In all Its complexity, In all of Its 
parta, and at a certain moment to In· 
tervene In the working of the parts and 
alao In the overall construction of that 
machine. That was sustained, I mean, 
basically, by Descartes and by Newton 

but was also, I think, very much at the 
basis of thinkers like Hegel, maybe, and 
Marx. 

Another philosophy which I find terribly 
Important was that of one of the last 
great universal thinkers, I think, Lelb· 
nltz. Lelbnltz was a mathematician 
He's most famous for his development 
of calculus. He was very important in 
many matters. He was basically also a 
theologian and a philosopher and he 
criticized very strongly that mechanical 
concept of nature. He said however 
close or however far you look at nature 
you always see about the same amount 
of complexity; but the further you 
penetrate that complexity it will always 
reveal new complexity of the same 

order and of the same vastness. Even If 
you build the hugest machine, if you 
look at the Infinitely small, you will just 
see a surface, an outisde of something 
which Is Infinitely more small. Each part 
of the machine Is yet again an Infinitely 
complex machine. Whereas Descartes, 
and what became known as rational 
thinking, said that if you blow up half of 
this machine very big and you project it 
on the wall, you will suddenly see a 
huge member which Is part of that 
machine and you can touch it and you 
can say that Is the member of that 
machine and there Is nothing else to it 
but Its own characteristics. I think that, 
morally, it creates a very different at· 
Illude and a much greater modesty 
towards nature which Is that there Is 
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feels like a shower going through your 
head and just the mam things remain. 

I think h's very good for architects to 
think. lt creates a modesty which Is very 
Important and which will also reveal 
that we are at a very low level o' cu'ture 
and also of art1stlc sens1bil•t). of 
awareness of what beauty is. Beauty, 
today, Is purely taught as h•storical 
category. lt's removed from tts In· 
strumental value. After all,thesepeop'e 
who wrote about beauty knew that peo
ple are apt not only to understand what 
beauty Is. but · at an age where the 
awareness of beaU1y vanishes· are able 
to recapture and re-understand what 
beautY Is and !low they can also make 
it. I thin the discourse Is very universal 
and you Shouldn t expect, If you read 
these people, that by tomorro" you 
know. 

And I think m our lifetime there won' t be 
any grea1 architects. lt's not possible. 
There will be no great painters. Because 
great artists can only come after a time 
when the awareness, the Intelligence of 
basic categories 1s so natural that by 
the time you are fifteen years you really 
know hOw to make great art. lt's so 
natural that you don't even question lt . 
Then the~e may be people who come 
and just with a stroke of a brush make 
genial things v.hlch will be remembered 
for another thousand years. 

But now a single Individual wlll not be 
able to do that because we have no art 
ourselves. One can say, of course, there 
are a lot of artists wno produce an and 
they pu• sculptures e-Jerywhere. They 
ma e big build ings therefore one can 
say there is art and archaecture. 
Because there are art1sts and ar· 
chhects, they do not necessarily pro
duce art and arcnHecture. Today people 
automatically conclude, because there 
are so ma.'ly artists and archhects who 
have even diplomas and the greatest 
achievements as far as Institutional 
evaluation goes, that we are In a great 
artistic epoch. But I think it's qu1te the 
contrary. If you really see a great work 
that just moves you overwhelmingly, 
you may conclude perhaps that there Is 
a great artist behind it. That does not 
mean that that great artist may just 
have had a stroke of luck, you know. 

Today, I think, Is a desperate periOd. My 
wor I ftnd, Is extremely primitive as far 
as artistic values go. I'm not thirty-five. 
lt took me about fifteen years to learn, 
myself, what Is architecture at all· even 
the names of things. If I had to describe 
all the profiles in a column, I couldn't 
describe it like I describe a meat 
although I have now been occupying 
myself with these problems for the last 
fifteen years. You see thiS Incredible 
problem of Intelligence which also 
prevents, then, artistic matunty to ar· 
rlve. 
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had any result, as far as education 
goes, for my students Quite the con· 
trary. My best students reacted very 
strongly against any kind of rational 
teaching. The brightest became really 
crazy artists. lt's very strange. If you 
want to put things right or put things In 
place, you disappoint such huge expec· 
tatlons · which are both social and pro· 
fesslonal. 

Most people become architects or ar· 
tlsts because 1t has a certain social 
value. I'm sure that ninety per cent o f 
people become architects because 
their mother, their father, their grand· 
mother said, become an architect 
because he Is both an artist and In a 
social position where you earn enough 
money bla, bla, bla and you will be con· 
sidered like a priest.' Now, In the last 
thirty years, the profession of architec· 
tu re has changed in Europe from a very 
high prestige to just the bottom of any 
status at all. That If you say for in· 
stance, now In England, that you're an 
architect ... I never say I'm an architect If 
people ask me because people feel 
very·aggressive against architects. 

I was at school In Stuttgart for a few 
months The only thing I found out was 
that everything I was taught was exact· 
ly the contrary of what architecture Is 
and was, truthfully and fundamentally. 
Really, what you are taught Is that you 
will not be able to do this and that and 
therefore you have to be content to do 
just this manner of unpleasant things. 
My brother had to go through school. 
He's much older and he had to do his 
diplomas to satisfy the family and so 
on. BU1 by the time I came Into the 
machine, we were all aware enough that 
that teaching was completely useless 
and also counterproductive, and 
therefore I was able to leave school In 
the first year I just told my parents I 
simply can't go because I would not 
have been able to do the exams. I 
couldn't function in that system. 

I looked for a master. I wanted to learn 
something because by the time you are 
twenty you are fed up, you want to 
know what Is right and what Is wrong. 
And I was then very much still enthused 
by LeCorbusler and Leger and all that 
kind of stuff because lt felt very revolu· 
tlonary, still. I was looking for 
somebody who could teach me and 
then I thought James Stirling was the 
only one who had done something 
which I found really Important or had 
some quality. But when I went there I 
found that he had no security. He was 
jumping from one flower to the other 
and that, virtually, with every project he 
changed his belief. He was designing 
according to very superficial categories 
of Industrial aspect rather than of In· 
dustrlal production, so, In that sense, 
he was still an artist· but without any vi· 
slon of life. Just then he had been com· 
mlssloned to design, I think it was, 



eiQnt hundred or a thousand housing 
units and he didn't know what to do. 
There were about five guys in the office 
who tried for six months to design 
shapes and nobody knew what it really 
was; whether they were court houses. 
yards, gardens, or what even the image 
was or should be. So it was completely 
looking In the darkness for fame. He 
had another good publication and 
that's. really, when I got extremely 
critical and also got in a terrible crisis. I 
told him if somebody so childish, who 
has no theory, gets such a big job· and 
he's the best man I could imagine· what 
are the other big offices doing? How do 
they confront the real problems? 

Then you come to the conclusion that 
this industrial system only creates 
phantom values and phantom 
pressures. You always have to finish a 
certain thing for a certain time. A stu· 
dent, every three months, has to do one 
project. Now, with the artistic and 
techmcal ability we have, it is extremely 
difficult because with every project we 
have to learn virtually everything. 
Whether it is at the scale of designing a 
door or a city. I always found to really 
do something properly, the deadline is 
always too short. And now I've decided, 
because I have some comfort, that I can 
work to the moment I've finished. Even 
if I've won or lost the competition, I 
have to rework it no matter how much 
time. I have now been working on a 
competition I got a small prize for two 
years ago and it is not yet finished. Vir· 
tually everything you draw you have to 
learn. lt's very nice if you have time but 
you can't work on pressure. I don't think 
you produce quality because judge
ment is so obliterated. That judgement, 
if you don't learn it by the time you are 
fifteen years old, you have to learn it 
just through ... 

I found out a very good system. If you 
are doing a project or a drawing or 
anything, it's very good to hang it on the 
wall to look at it, just always have it 
there. And then when there is 
something which is not right, it will lr· 
ri tate you very shortly. And then you will 
work on it until it won't irritate you. 
That's the dumb way towards beaut y. 
The moment nothing will irritate you, 
you will probably have quite a beautiful 
product because only a beautiful pro· 
duct will leave you completely peaceful, 
I think. 

Judgement is something, I think, you 
can only regain by being very relaxed 
and also very open-minded. Don't think 
about what Leger or what LeCorbusler 
is doing, just look at what the thing is 
worth. Material things, technical things 
become extremely Important for judge· 
ment. And I found out that In school 
this Is completely Impossible If you get 
people who come from the most dif· 
lerent places; from America, from Iran, 
from this and that, with very different 

moral backgrounds. 1t Is comp(etely 
unbelievable, unthinkable that you can 
teach them anything within a year or 
within two years. 

That was also the value of pre-lndustrial 
educating · of education, I would say, 
because I don't think there Is Industrial 
education. it just doesn't exist. it's call· 
ed so, but the results are not every 
educative. But the relationship of the 
master and the pupil was a relationship 
of extreme care and also of love, of 
tenderness, and of great concern. Not 
only for the pupil towards the master 
but also from the master to the pupil. A 
direct human concern. 

I had that chance because my brother 
was much older. So we had a great emo· 
tlonal relationship for a very long time, 
and which lasts on and on, because he 
had to go through hell, virtually, himself 
· or through the first ring of hell. I 
always could avoid. I always had a 
greater comfort after because he had to 
go through this very terrible experience. 
And so we had a very nice relationship 
and I think that is the relationship a 
pupil has to have with a master. lt must 
be extremely of great concern and, 
therefore, one of the great principles of 
the medieval guilds, of those artlsanal ' 
systems of education, was that a 
master must never have more 
employees than he can educate. That Is 
about three or four at one lime and that 
is already a maximum. All the rest is 
dilluslon. 

My brother has now two hundred and 
fifty students In Italy. Some professors 
have a thousand students. lt is com· 
pletely meaningless and the outcome is 
tragic. And, usually, selection Is much 
harsher than even the most elitist 
aristocratic societies because it is 

much more brutal. That equality WhiCh 
we have is not so much equal oppor· 
tunity for everybody, but equal oppor· 
tun lty for everyone to fall and only the 
toughest survive. And then one says, 
'Oh yes, he had the same chance at the 
beginning' and therefore, If they fail , we 
just treat them like human rot . 
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Whereas, I think, a society Which is 
aware of colossal differences will be 
much more sensitive to these dif· 
ferences and have more respect to what 
people can do. Now all of that leads 
towards conclusions which I haven 't 
resolved and which can't poss•bly be 
resolved. But this we have to think very 
strongly about and not be so sure we 
have the best system which has ever 
been invented. That doesn't mean that 
you can't enjoy life colossally. 

Panel: There must be parts of the world 
where industrialization hasn't had any 
effect at all. For instance, in Nepal. Do 
you find here a continuity of an older 
society that is undisturbed and is 
satisfied? 

Krier: The things which escaped in· 
dustrialization, they have escaped only 
for the moment. That is the tragic 
dimension to it. Not any of the highest 
cultures in Europe, or also in China or· 
in other parts of the world, were able to 
confront this industrialization. But eve, 
why Europeans or North Americans. 
why even the dumbest of them, always 
feel superior. that they are the top of 
the world and behave as if they were ... 
Why there is no other culture Which in· 
fuses us with so much respect that we 
would want to imitate it, and why we 
don't want suddenly in Central Europe 
to have Nepalese temples, and why, in 
Nepal, petrol stations and factories 
begin to grow and will finally blast the 
place very quickly, very soon ... 

Industrialization is that kind of invasion 
of life which was not expected and 
because nobody expected the attack 
from this side or that side, nobody 
reacted against it. 

In 1954 in France, somebody signed a 
treaty which led France towards that 
development of nuclear energy which is 
now the most colossal and monumental 
investment in history · when compared, 
the cathedrals or any of the great 
pyramids are nothing. Now, a French 
thinker, Michel Bosquet, who is very 
concerned, tried to find out who was 
responsible for this. So he went from 
one contract to the other, hackwards, to 
find out who made the first signature 
which made the machine develop. And 
he found out that the first contract was 
signed by the then prime minister, 
Pierre Mendes-France. Mendes-France, 
in France, was the only politician who 
had never been involved in Mafia or any 
kind of terrible political maChinations. 
He resigned over Dien Bien Phu. He 
said, ·we can't do that,' and he resigned 
and said, 'I'm unable to take that 
responsibili ty.' And so, he was the 
greatest moral character in French 
politics; and he signed this treaty which 
led to total disaster and I'm sure that 
it's completely out of control. 

In 1954, when you were told about 
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nuclear energy, scientists and technt· 
clans sad this is a great thing of the 
future I saw propaganda films of the 
English nuclear authorities saying, In a 
heroic voice, that in 1960 we will have 
developed so many stations, In 1970 so 
many, and In 1980 electricity will be 
free. And on those reports, which were 
signed by the greatest scientists and 
technicians of the time, political deci
sions were taken ~ust because they 
believed the scientists. Now they know 
they were wrong and there are some 
scientists who beg m to realize and who 
begln to criticize what they did 
themselVes. But that Is really to say 
:hat In 1954 nobody was capable to be 
critical of the nuclear program because 
nobOdy knew what it was. 

In 1935, nobody in Germany could be 
critical of the motorway because 
nobody knew \\hat 1t was, what tt 
meant. In 1820, nobody could be 
against the railways because nobody 
knew what lt would mean, that it would 
blow all the c1t1es In Europe apart. In· 
dustrlallzation Is always that thing 
which comes towards you and that you 
don't know what it Is. And yet you are 
Incapable to take the moral respon· 
slolllty oecause you don't know what it 
Is, wnat lt will be. 

I mean, If the British Parliament would 
have been told In 1830 • or whenever 
they took their decisions to let this big 
Industry develop as far as public 
transport goes · wnat it would mean 
over a ~ery long period of time, that in a 
hundred years i t will have changed com· 
pletely !le nature ot English cities and 
tnat it would oe a system which lmtlatly 
was profitable but {n the end would de
mand incredible public funding and 
sacrifice, probably people wou1d have 
said, 'maybe we have to devise now the 
system. Maybe we should just reduce 
trains to luxuries, to develop train lines 
towards spas so people can have 
healthier lives and drank good wa:er.' So 
If you want to be a good Industrialist, 
you have to think of something which 
has not been there and nobody expects. 
lt's very easy because you just have to 
think In a certain way and then you will 
win. 

I mean, ttle man whO Invented Muzak · 
this music which goes on and on and on 
and has no structure, no beginning, no 
end, no high, no bottom, no middle, no 
section, notttlng: It's just complete con· 
fusion of music - ne discovered 
something which Is now so present that 
nobody even notices Jt. lt's In hotels, 
ft's In houses, it's everywnere. AAd yet it 
Is nothing lt has no structure. And, ln
dustnally, it was the best thing to pro
mote. These things which have no limit. 
which are completely expandible, which 
can be spread out everywhere without 
anybody noticing • that Is the nature, 
the fundamental structure of our time. 
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because they are Identical to each 
other, they have no Identity. They have 
only been called Mach 11 or Ford Caprl, 
but you can't distinguish one Ford 
Caprl from another In terms of the pro· 
ductlon. And that Is what I think Is fun· 
damentally against nature and al so 
what will take colossal revenge on what 
we are doing because we created a 
world which Is not real, which Is com· 
pletely abstract. 

Panel: How do you, as c losely as you 
can, define Industrialization? The term 
means many thlr.gs to many people. 
Certainly, a long t ime ago, before the in· 
dustrial world, people were reproducing 
things, they were making a lot of stones 
to build wlth. 

Krler: You can define it as the develop· 
ment of a means of product Ion lndepen· 
dent of an Immediate need If that 
develops towards a complete in· 
dependence 1t also develops a com· 
pletely autonomous system of produc· 
lion and it creates work which Is ex· 
tremely unpleasant. it's a unlversallza. 
tlon of toiling. 

I think Hannah Arendt Is very important. 
She distinguished three categories of 
work: body work, manual work, and In· 
tellectual work. Artistic work Is that 
form of production which allows an 
Ideal combination of manual and in· 
tellectual . The physical exercise is ex
tremely pleasant and yet. you produce 
objects which have a lasting value, ob
jects of use which outlast a generation 
and which have a kind of permanence. 

Now, artlsanal work. craftwork, was 
that manual work which was also hrghly 
pleasant • and I know 1t because my 
father is a tailor, and the only problems 
he had were with the government, who 
were just destroying his firm through 
overtaxation and so on. But I still ex· 
perlenced a place where there were 
about ten people working in very great 
human oondltlons which were extreme· 
ly pleasant, which showed, by the way, 
that these people were very good 
friends In the way they were talking. lt's 
a very quiet way of production. So, 
craftsmanship Is a form of production 
where you make necessary objects of 
use with pleasure. 

Hannah Arendt makes the fundamental 
difference between objects of use and 
objects of consumption Objects of 
consumption are those you oonsume 
Immediately like an apple or anything 
the metabolism needs for Immediate 
survival and reconstruction. Objects of 
use are those with which you build the 
human world . They are artificial objects 
but which create a world which Is 
human. She said that human beings are 
basically alien to nature. They can't live 
In nature. They have to build their own 
objects. We are not like cats. 



Now, craftwork Is that work which Is ex· 
tremely pleasant but which Is also very 
comfortable. You don't have great pro· 
blema of creativity because lt Is work, 
really, for private use. lt has no great 
public status. Whereas art Is really 
public. lt creates values which are 
public values which everybody admires 
because they reach a higher degree of 
awareness of our condition, I think, and 
also of beauty, of solidity. 

Whereas toll ing, she says, Is purely 
body work, where pleasure, virtually, 
doesn't come Into account, like 
primitive forms of agriculture. Sheer 
physical work like digging out graves. 

Industrialization Is that condition where 
unpleasant work becomes the universal 
condition of all human production. But 
even now, In the condition of In· 
d ust rl allzatlon , artists subject 
themselves, without being asked, to 
that Industrial alienation. Then you 
have artists who do these most 
alienating works of art· what are called 
'works of art' · In which you see that the 
man can't have had pleasure, because 
it's so abstract and something so 
minimal, as far as intellectual Invest· 
ment goes, that lt couldn't have been 
done with pleasure. And yet, she says · 
not only her, she does an analysts of 
other occldental thinkers · that a work 
of art can only exist If lt has been done 
with pleasure, because pleasure and 
beauty are extremely linked. There can 
be no beauty which Is not conceived 
somewhere In pleasure. Sometimes it 
takes pain, but even pain can be very 
close to pleasure. But lt's completely 
di fferent from industrial work where 
you go everyday to a place where you 
know they are going to tear your guts 
and your brains out. And if you go 
through that for thirty years, you are not 
a human being anymore. You have 
never developed the capacities which 
you have been given by nature. 

Industrialization Is that stage where 
this unpleasantness becomes the 
universal condition · although it's un· 
necessary. All the excuses which one 
brings up with demographic explosion 
are not true because European society 
has not grown demographically In the 
last thirty years. lt has reached an ab· 
solute top. So there would be the 
possibility of now Installing structures 
which would create objects which 
would have a greater permanence. Yet 
the contrary Is being done. Objects of 
use are more and more being taken over 
by Industry and becoming objects of 
consumption. So you do not only con· 
sume pears and bread but you consume 
now entire cities. 

If you go to places like St. Louis, you 
see that that city Is being completely 
consumed. it doesn't exist anymore. 1t 
la complete ruin. You can drive for 
hours and hours diagonally and crlss· 

cross the city and it is just an eternal 
wasteland like Detroit, like the Bronx In 
New York and so on. Yet, twenty m•les 
from there, one Is building a completely 
new city. But In twenty years that place 
will also be a place of total devastation 

And that Is a tragic dimension because 
now an average single generation has 
to do work which can only be done by 
several generations. That Is why it 
becomes extremely superiflclal or 
unpleasant and why it also becomes 
unbearable for the next generation to 
see; because If something is done with 
shoddiness, it can't have permanence. 
You can make the most solid structure, 

lt will not be permanent if it has not 
beauty because nobody will be in· 
terested to keep it. 

Now, one of the tragic situations is that 
you can have today the most beautiful 
object and because of the moral in· 
capacity of people to judge, they don't 
even see anymore what is beautiful. 
You can tear down the most beautiful 
buildings and replace them by the 
greatest nonsense, as far as art and 
aesthetics go. You have criteria of 
urgency or necessity ... that is where, 
really, people have lost their senses. 
Where they have become blinded and 
unable to smell or really judge what Is 
pleasant. 

Panel: What did the public think of your 
Luxembourg counter-proposal? How 
did lt go? 

Krler. 1t was great because Culot had 
organized a fantastic publicity cam· 
palgn. Luxembourg is a very small 
place . 300,000 inhabitants · but it Is 
very complex. lt has about six daily 
papers. can you Imagine? Just 300,000 
people. it's a country which has cities. 
which has a beautiful landscape, which 
has mountains, and which has plains 1t 
has everything. it's like a miniature 
world. And so, when you do something 
you Immediately reach everybodY. You 
can organize a press conference and 
the whole of the press is there. And 
because they really love writing about 
things, you give them a text and they 
just change the commas. So they filled 
the papers for a few weeks. 
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it was a fantastic occasion. it was a 
great reward for my toll ing because 
there waa no one who disagreed. ' it's 
the right thing. What should one do? 
How can you proceed? What's the next 
step?' I said, ' I just offer you a solution. 
What to do about it, I don't know. I'm 
not a politician. I'm not a developer. 1 
just offer you Instruments.' 

I occasionally go back every two years 
to do a few lectures and I think it 
creates an awareness that not 
e~erythlng Is right, now, but that there 
are disasters which are each and 
anybody's responsibility and that 
maybe one can bring a crisis to a boil· 
lng point where they ask who can 
resolve lt. And so , I would offer my ser
vices to do that. 

I think most people agreed because I 
just confirmed what they were saying. 
The only thing I tried to do was prove 
that people were right In their feelings, 
however stupid their argument. They 
said, 'Tallllbert, it's Inhuman.' it's not 
an argument which has value because 
then three other specialists say, 'No, 
it's the only thing which is now human. 
it's progressive. lt's liberty. it's creatlvl· 
ty. it's everyth ing.' So I just tried to pro
ve, with what they had, why they were 
right to say this Is wrong, because they 
didn't know how to articulate lt. By com
paring to the existing situation which Is 
beautiful and which they are losing. But 
If that situation Is beautiful, it's not 
because it' s natural to have a beautiful 
environment, but because thet'e have 
been so many generations· Who cared 
for and who were extremely sensitive 
and Intelligent and also made the 
greatest effort to build up this envlron· 
ment. Now, If we take that for granted, 
it's to our own disadvantage because if 
we don't respect it. it will have disap
peared In two generations and then 
there will be nothing left. And then it's 
even worse than starting from scratch 
because we are so alienated and so far 
away from any good sense that, I think, 
it's something which Is completely 
without issue, without possible positive 
outcome. 

The populist approach Is also a very 
dangerous one because If you take peo
ple's judgement as the supreme judge
ment... If an architect Is a good ar· 
chltect, or If a town planner is a good 
town planner, there Is no need for peo
ple to protest because he does his job 
well and people respect him and he will 
earn a lot of money and he will be 
remembered. That has been done with 
all the great architects and artists and 
they are venerated like gods, almost. 
But If you are a bad artist and you pre
tend to be a good one, you can make a 
lot of money but you will be punished by 
a bad conscience and by disrespect 
and by a lack of comfort In the society .. 
We are still, now, at the moment where 
people realize that something has gone 
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wrong, but they are not yet capable to 
Judge wtlat should be done. 

We sent to all politicians a book ex· 
plain log all the elements of the analysis 
and of the prorect. What could be done. 
And lt's extremely simple to do because 
lt could be done by political dec1slons 
which don't Involve disappointing 
anybody. No exproprlatlons. Nothing. it 
doesn't hurt anybody. 

Town planning and archttecture is 
something which creates values. 11 you 
use that human labor to bu lid 
something beautiful and something 
solid, it 11 be a value. lt will be a real 
value WhiCh has not existed beiore. lt 
w111 be a new value and that value will 
have a certain permanence if it Is 
beautiful, solid and comfortable. All the 
good classical objectives . li you don't 
do that, lt will have none of these 
qualities and you wfll lose values. But 
-that will la! e time fOf people to realize. 
Or even If they don't realize, it will be 
too bad. 

But now the situation has become so 
ridiculous that people disbelieve ar· 
chltects and tn Europe there's a huge 
demand for participation. People say, 
'Because architects are so bad, we 
want to participate,' and they form com· 
mlttees and they want to have a say. 
And so, an architect, wtlo wants to do 
anything nowadays in a European city, 
has to present his profect to big com· 
mlttees a.'1Cl even the butcher has a say. 
The same say. They can say, No I don't 
like this", or ' I want my car park here.' 
That's total Babe!. lt's complete confu· 
slon. 

lt' s impossible to thtnk In a committee. 
If we were to think here about 
somethmg, we Y.'OUid have to go back, 
each of us, and think and ;hen maybe 
we could come out wl:h something In· 
telligent, and present ft. A comrmttee 
cannot possibly do something wnich Is 
intelligent and yet these participation 
rounds claim that they are going to 
create a better env1ronment. 

If engineers were unable to build 
alrplanes that fly, committees would 
not be able to resolve the problem. 
Committees will say engineers are 
wrong because they build airplanes 
which fa11 down or which can't fly, and 
then there would be a demand for par
ticipation. But there Is no demand 
because engineers build airptanes 
which fly. So If architects make houses 
which are real houses, there wouldn't 
be any need for participation. And, alter 
all, we look bac · on a few thousand 
years of architeeturat culture, of the 
haghest c.chievements of an and ar· 
chltecture. So someone should be able 
to do something but ••. 

Panel: Ooe thing you magnt explain. 
because there may be a misconception 

about it, Is how do you spend your 
time? 

Krlar.l had to leave teaching because of 
my health. lt made me very Ill and I got 
very bad headaches. The doctOf' said 
whenever you get that sort of thing 
there's something wrong with your 
work. When I told him I was teaching. 
he told me to just give up teaching. I 
told him that lt was. •:1e only thing I earn· 
ad my money from. He said give up 
teaching or have ulcers, so I gave that 
up. 

I had a lot of projects for authorities in 
Germany, and In France, too, which 
earned a bit of money. Because I do 
things myself, alone, I don't have any 
problems with people. I don't have 
dlscusslons. I just do things until 
they're right and all by myself. it's very 
easy because an Individual can do most 
of the things which are required 
nowadays from a planner. Just by doing 
lt peacefully. it's Interesting because 
you can earn a lot of money which 
otherwise Is lost In big office problems 
and teamwork. lt is a colossal 
fJBSp/llage, teamwork, because you 
waste so much energy In just bringing 
human differences together or Ironing 
them out, that they're counterproduc· 
tlve. lt's enough If I do a project every 
two years which earns me some money 
so I can live. Usually I work on it for six 
months so I can live for two years. it's 
very pleasant. But before that, I usually 
put the conditions so that my WOfk will 
be accepted for what it Is. 

Usually you find enough people who are 
In authority · and usually it's ad· 
mlnlstraiOf'S and politicians · who have 
great awareness of the catastrophe we 
are In. They don't have any Illusions 
because they have nothing to excuse 
themselves for. They don't have terrible 
drawings they did twenty years ago that 
they had to burn. So they know exactly 
when art Is just useless, or when ar· 
chltecture Is bad, because they see 
with very cold eyes. So these people are 
very ohen quite rational and they go 
along, If you really argue something 
very rationally. There are many projects 
where I demonstrated to the local 
senate Of' the authority of a new town 
that they were fundamentally wrong 
and that my project was right. So they 
had to agree. They had to pay me. And 
yet they say, ·we are sorry. You are 
right. We will pay you but we can't build 
your stuff although you are right. We 
know you are right." 

I had one very big project In France for a 
school and I needed a budoet which 
would have been about double to build 
it decently. If you wanted to build the 
materlala I presented, lt would have 
been two hundred percent lllOfe ex pen· 
alve. Which Is not very much because, 
after all, Tallllbort, hta budgets go over 
two thousand times. But If you want to 
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do something reasonable, lt's very dif· 
flcult to ally the great amount of the 
people because people understand lt 
and therefore they say, 'Oh, but we 
can't have this.' If you mystify the pro· 
btem, you say this must be so expensive 
because of this and that and Inflation ... 
If you don't have the truth you will unify 
people behind you. Just by lying. But I 
don't want to get Involved with these 
problems because I won't survive just 
healthwlse. 

I found out that a very good comblna· 
tlon of working Is writing and drawing 
because I usually get very angry when I 
do a project and then I can write very 
well aher. Culot commissioned me to 
do a series of books and I concentrated 
and I haven't done any drawings in two 
years. I got so frustrated because 
writing· the sort of writing which I want 
to do · Is already something more 
abstract than drawing because drawing 
may be an abstract thing • it's two 
dimensional · but it's very much related 
to the real world. Whereas philosophy Is 
the highest degree of abstraction and 
universality and if you don't have a col· 
ossally gifted mind for that 1t leads you 
to terrible frustration. And I just had to 
learn for two years how to write. And I 
found out that the combination of draw
Ing and writing is a good combination. 

Panel: What sort of books are they? 

Krler. They're called The Six Books of 
Reconstruction which also try to link 
the idea of reconstruction to 
philosophy and science and to situate 
architecture In a very broad moral land· 
scape. I found out that the work I did 
ten years ago was still very abstract 
because what I drew I was learning. I 
could only draw things which I had 
understood; so, I couldn't draw a cor· 
nice because I didn't know how it was 
built and what it was there for. I didn't 
know what a modillion meant or where 
an ovolo motif came from and what it 
really signified. So, now, my projects 
have become more and more real and to 
do these books I will rework old pro
jects. They won't be changed but I will 
just add the things which have been 
missing and maybe sometimes even ex· 
plain why this has been done so. 

The books are extremely simple. 
They' re like school books and they ex· 
plain how the system works from the 
smallest part to the larger. it's rational. 
Rationalism really came about In the 
eighteenth, nineteenth century when 
the world was already falling that much 
apart that some people thought the on· 
ly way to keep it together was to gather 
knowledge in some form, so that it's 
possible to learn not from direct em· 
pirical experience, but just by taking 
books. With books you are able to 
recapture all this knowledge. But lt Is 
already a great simplification of the 
moral and sensuous world of feeling ... 



... a useless aquarium which became a 

centre for the Nazi war machine ... 

the 
Bauhaus 

by Vikram Bhatt story 
signet of the staatllche bauhaus • 1922 

D urlng the First World War, Henry 
van de Velde, founder of the 
School of Arts and Crafts at 

Welmar, being a foreigner (Belgian), felt 
himself Increasingly persecuted In the 
xenophobic atmosphere In Germany 
and decided to leave the country.1 In 
1915 he wrote to Waiter Groplus asking 
him to take over the directorship of the 
School, but lt was not until 1919 that 
Groplus was formally offered the direc· 
torshlp of the School of Arts and Crafts 
which was now part of the Grand Ducal 
Academy of Arts.2 

In a letter written to a state official at 
the time of accepting the directorship, 
Groplus wrote, " ... Before I accept this 
honourable appointment, it will be 
necessary to call to the attention of the 
proper authorities that the momentary 
financial situation does not promise 
favourable working conditions. In the 
following, I am presenting a closely 
calculated account of the necessary ex· 
pendltures.' '3 A look at the budget 
shows that 'the momentary f inancial 
situation' was Indeed bad; In his total 
1919·1920 budget of OM 163,000.00 the 
support requested, apart !rom fee In· 
come, was OM 123,400.00, a mere 
75.71%1~ 

The School of Arts an.d Crafts whll:h 
Groplus had taken over and which was 
to become Staatlches Bauhaus in 
We/mar on the forty-second day after 
his request for f inancial assistance, 
was thus, even before lt was born, 
dependent on state funds, and 'the 
momentary f inancial situation' per· 
slsted until the closing of the school In 
1933. Moreover, the considerable flnan· 
clal assistance which the Bauhaus 
received during Its entire existence In· 
sured that the fate of the Institute re· 
malned tied to the whim of the polltl· 
clans In control of public funds. 

Some of these politicians, however, 
were supportive, among them, Max 
Grell, a State Minister in Thuringen. 
During the early years of the Staatiches 
Bauhaus In We/mar, he remained loyal 
to the Institution, protected it from the 
attacks of other politicians and above 
all was a help in keeping the state funds 
flowing. 1924 brought a rightist govern· 
ment to power In Thurigen. State flnan· 
clal support for the Staatlches Bauhaus 
in We/mar was slashed to half of what 
Groplus considered essential for runn· 
lng the Institution and In December ot' 
that year a declaration of dissolution 
was made by the Faculty.5 However, in 
Dr. Fritz Hesse, the lord Mayor of 
Dessau, the Bauhaus found another 
saviour. With in three months of the 
dissolution, Dr. Hesse had successfully 
obtained approval from the city council 
of Dessau (1927 populat ion 70,000)6 for 
an annual subsidy of up to OM 
100,000.00, as well as additional money 
for a new building for the Institute. The 
new Bauhaus at Dessau was to lncor· 
porate the municipal school of arts and 
crafts and was also to Incorporate an 
existing technical school in the city. 
The Staatlches Bauhaus in We/mar 
thus moved to Dessau In 1925. Within a 
year a new building complex designed 
by Groplus and also known as the 
Bauhaus was completed. 

signet 1919·1921 
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After I had already found my own 
ground In architecture before the 
First World War, as evidenced In 
the Fagus building of 1911 and In 
Cologne Werkbund Exhibition In 
1914 (Germany), the full con· 
sclousness of my responsibility as 
an architect, based on my own 
reflections, came to me as a result 
of the First World War, during 
which my theoretical premises first 
took shape.1 

I became obsessed by the convlc· 
tlon that modem constructional 
techniques could not be denied ex· 
presslon In architecture and that 
that expression demanded the use 

of unprecedented torms.8 

lt was In the new buildings for the 
Bauhaus at Dessau, that Groplus' pre
war architectural experience and post· 
war theoretical maturing came 
together. 

The fate of the Bauhaus at Dessau was 
In good hands as long as Mayor 
Hesse's power base was secure. In 
1932, however, the National Socialist 
German Workers (Nazi) Party became 
powerful In the city couocll. The funds 
for the Bauhaus, which In the eyes of 
the National Socialists was a "Jewish· 
Marxist Institute of deslgn",9 were cut 
off and the Institute at Dessau closed. 
Mles van der Rohe, who was director of 
the Institute, tried to continue the work 
of the Bauhaus, as a private school, In 
Berlin However, by 1933, the lack of 
financial assistance from the state 
compounded by harrassment from the 
National Socialists (by now the party In 
power In Germany) proved lnsurmoun· 
table and this Institute, too, had to 
close down. 
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Because of the post World War I 
political climate in Germany, the 
Bauhaus as an Institution lasted only 
for 14 years and produced less than 500 
graduates1o, but lt ·.,qas not an inslltu· 
tlon with a definite program, lt was an 
Jdea"11 and the spt•' "ves on, almost 
f1fty years after the institution was c los· 
IW1 

The Building 

The life story of the Bauhaus building at 
Oessau Is remarkable. Unfike the n· 
stltution which lt was designed to 
house, lt has assumed many COlours. it 
lived through severe changes of 
political cl•mate, and survived. And in 
all likelihood it will be with us for 
generations to come. 

The building, built In 1926, was, in my 
opinion, the ultimate architectural 
manifestation of what that institution 
stood for. The Welmar announcement 
expressed lt this way: 

The complete building Is the fnal 
aim of the visual ans. The1r noblest 
function was once tne decorat•on 
of build ngs. Today they exist m 
Isolation, from wtllch they can be 
rescued only through the con
scious. co-operative effort of all 
craft~n. Architects, painters 
and sculptors must recognize 
anew the composite character of a 
bulld111g as an ent1ty. Only then will 
their work be imbued with the ar· 
chltectonfc spirit which lt has lost 
as salon art.u 

s=:a=J 
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•••• 
the workshop wing · 1926 

The Bauhaus building was commission· 
ed by the City of Dessau in 1925. and 
was built in a relatively open north· 
western part of the city near the 
Junkers Aircraft Factory. The building 
consisted of five main parts: a single 
storey auditorium, stage and dining hall 
wing Including the main entrance foyer 
to the buDding complex (1 ); a three and 

the bauhaus building 

a half storey build ng containing 
laboratory, workshop and classroom 
space (2) • studio space in present ar
chitectural terms · whose upper two 
floors are connected via a bridge (3) 
conta1mng two floors of adm n1strative 
offices to the technical school (4), 
which Is also three and a half storeys 
h1gh and has a separate entrance; a five 
and a half floor studio wing (5) next to 
the dining area of the auditorium. The 
building occupies about 28,3000 square 
feet. The total construction cost 
amounted to OM 902.500,000.00 and the 
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cost of furnishing was OM 
126,000,00.00.13 

When the National Socialists succeed· 
ed in stopping the flow of funds from 
the city to the Bauhaus, the city council 
representative Mr Hofmann proposed 
that the building Itself be demolished. 
That motion was defeated In the coun· 
cll by a vote of 25 to 1514, but the Na· 
tional Socialists were unwilling to ac
cept defeat, as Is Illustrated In the 
following which appeared In the pro· 
Nazi newspaper Anhslter Tageszeltung, 
Oessau, on 10 July 1932: 

. .. since the National Socialists will 
probably not be able to get a ma· 
)orlty for the proposed demolition 
of the institute buildings, efforts 
will have to be made, for the time 
being, to use the build ing for other 
purposes. This is likely to be very 
difficult. since the glass and steel 
skeleton structure can be used 
neither for educational nor for 
health facilities, nor for ad
ministrative or Industrial purposes. 
Malntenance ... will put such a 
heavy financial strain on any 
owner that only nabobs (my em
phasis) would be able to afford 
such luxury. Whether one likes it or 
not, then, some day the building 
will have to be taken down ... may 
the total demolition follow soon 
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and may on the same spot where 
today stands the somber glass 
palace of oriental taste, the 
'aquarium', as it has been popular
ly dubbed In Dessau, soon rise 
homesteads and parks that will 
provide German people with home 
and places for relaxation. 'The robe 

has fallen. the Duke must follow.'15 

After closing the Bauhaus in 1932, and 
until 1938, the building was used as a 
technical school, a trade school for 
construction, a home economics 
school for girls and at one time as an of· 
flee for the National Soclalists.16 Accor· 
dlng to Dr. Georg Opltz, the present 
Director of the Scientific and Cultural 
Centre of the Bauhaus, when I met him 
In Dessau this summer, after 1938 the 
technical school wing was still used as 
such but virtually all the remaining 
space was taken over by the Third 
Re lch . The laboratory workshop 
classroom space being converted into 
an aircraft design shop for the Junkers 
factory down the road, and the rest oc· 
cupled by the S.S. supervisory staff. 
What an Irony of fate: thi s useless 
'aquarium' now became a centre for the 
Nazi war machine. A new robe was 
made up tor the Duke, the S.S. nabobs 
were coming! 

Dessau, at the end of the Second World 
War, was more than 84% destroyed,17 
as a result of air raids, but the Bauhaus 
buildings suffered relatively little 
damage. Only the laboratory, workshop 
and classroom wing, enclosed In a steel 
and glass curtain wall, was badly 
damaged. The structural frame of the 
building however was still sate, and the 
curtain wall portion was eventually 
bricked In. In the early post-war period 
(1945-1946) Dr. Hesse was reinstated as 
Mayor of Dessau and he tried to re-open 
the Bauhaus with the help of a former 
Bauhaus member, Professor Hubert 
Hoffmann. According to Hoffmann's 
account, Dr. Hesse was able to help In 
the restoration of the building and he 
succeeded In having 1t declared a 
historical property. During these years 
(and later as I learned from Dr. Opltz) 

the workshop wing • 1958 

the Bauhaus building was mainly used 
as a school premises where five dif
ferent schools ran in shlfts.18 However, 
under the subsequent Soviet Russian 
army occupation, Dr. Hesse and Pro
fessor Hoffmann, despite their best ef
forts, were never able to reopen the 
Bauhaus. 

So, until 1976, the Bauhaus building re
mained In Its early post-war condition. 
The genuine restorat ion of the building 
was Initiated by Dr. Paul, the state ar
chitect In Dessau. For the restoration, 
help was sought from two former 
Bauhaus students: Professor Konrad 
Puschel of Welmar and Professor 
Selman Selmanglc of Berlin. Sixty 
students from the Weimar School of Ar· 
chltecture and Eng ineering and 
engineers from Dessau also par
ticipated In the process. The restoration 
work as of September 1982 (when I was 
In Dessau) was almost complete. At pre
sent, the building Is used for the follow
Ing functions: 
-The Bauhaus archives and exhibition 
(open to the publ ic); 
·An experimental centre for building 
design and architecture (Bauhaus); 
·A cultural centre; 
-A teachers training school; 
-A technical school; 
·A home economics school for girls. 

After looking at the quality of restora· 
tlon, and the pride and care shown by 
the people Involved In re-building the 
Bauhaus bulldlna. I had the orofound 

dessau 1965 
main entrance of the bauhaus with 
Incorrectly reconstructed g!ass panel 
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Impression that while the Bauhaus 
story was certainly coloured by the 
politics of the times, Its real history was 
made by Individuals and small groups 
of dedicated people. 
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LA QUESTION SOCIAl:E 

A
vant de vouiOtr s'engager dans le 
d&bal sur I'Arch lecture et la 
Po tiQue ne devralt-on pas s'lnter· 

roger Slfr les fondements cutturels de 
ces deux notions? Ou plus preci~ment~, 
ne d us pas admettre que nous 
attachons trop rapfdement a ces no· ~ 
t1ons 'lnstftutlons' constltuees et ~~ 
ilmancip6es des profondeurs an· ~ 
thropo ques d'ou elles s'61bvent 
vers res 'lumleres de la Culture J" ~~ 
savante pour se prilsenter a nous "_.. 
totalement naturalis6es dans leurs ,. ~ 
fonct•o soclales. Or, ce qui dilrange ~~~ 
ces rappons de complilmen aritil entre ~ 

!'Architecture et la Po!lti que, en par· 
t lculler dans eur travail de Repr6senta· 
tfon, c'est ce que l'on designe par la 
OuestlOtf soclale depuls le XVIIIe s1ecle 
1• L' Ar t ture comme institution ne 
oeut piu$ hm Iter a donner ses !ormes 
aux Institutions de la Poll lique pour leur 
conf&rer une grandeur soclale. Cette 
crise de ) a Representation ne peut se 
comprendre en dehors d'une recherche 
plus genhale sur la fonction symboli· 
que dans le champ culture!. De plus, 
cette crise deviant elle-meme le sujet 
des contributions constru1tes et dtscur· 
slves aux theones nouvelles de I'Ar· 
chltecture comme production lntellec-
tuelle sP'clllque. C'est dans ce contex· 
te que je propose d'ouvrir le debat 
dtrectement sur la question soclale et 
ses rappons au symbollque dans I'Ar· 
chitecture contemporaine. 

COMMUNICATION ET 
CULTURE 
Oars SO"' ouvrage, La structure 
absente, Umberto Eco nous rappelle en 
quol !'architecture se con~orme aux 
conditions de realisations du message 
de masse· elle est persuasi ve, 
psychagogtque, r~ue dans l'matten
tlon, supporte des signifies aberrants, 
coercltive, done menant a l'irrespon· 
sabilite, rapidement obsolete, totale
ment lns6r6e dans l'khange marchand 
Mals el e comporte quelque chose en 
plus: elle lnforme aussl sur la manlere 
dont elle a decide de susc1ter et de 
dt!noter les lonctlons, c 'est-a-<11re que 
les sumull en architecture sont en 
mllme temps producteurs d' une 
ldt!ologle de !'habitat 2• Oans ce contex· 
te, on comprend mteux la fascination 
pour des jeux pratlques de formes 
traites par analogle comme des feux de 
langages, cherchant a inventer de 
nouvelles rt!thonques Cette analogle 
est denonot!e par Jacques Gulllerme 
qui volt dans le recours que font les ar
chltectes il la llngu st1que, le signal de 
la prt!sence d'un champ aveugle que ce 
groupe professlonnel en crise cherche 
A lnvestlr au nom de la science et d'une 
expertise specltlque au plan de la com· 
munlcatlon soclale, afln de rM!ster a 
l'impilrlal sme des lng6nleurs· 

As a result, the Invasion of the 
language or crlrlcJsm by the syn· 

tagm, arcflfrecture language. can 
be seen to mark, tn the first in· 
stance, the disappearance of that 
about which one could no longer 
reasonably speak (classical Ar· 
chttecture,) except In terms of Ar· 
chaelogy, and subsequently, to 
mark the place of somethmg about 
wh1ch one does not know how to 
speak at a/1.3 

L'archltecture comme product on 
culturelledans une societe information
nelle pr~nte la difficulte de se laisser 
seduire par une definition restrictive de 
la culture en terme de communication. 
Cette tendance a la n~atlon o·un fond 
common de culture. a la negation de 
l'hlstolre soctale, est aussi une dlf· 
f1culte chez les semlotlciens amsi que 
le rappelle Argidas Julien Gre1mas: 

11 n'est d'ailleurs pas etonnant de 
constater que les ~mioticiens qui 
avalent essaye de rapprocher les 
deux concepts, Communication et 
Culture. et de fonder sur la theorie 
de !'Information une semiot1que 
culturelle, ont vite abandonne 
cette voie.• 

Et 11 ajoute· 

Les cultures se deftnlssent un peu 
a. la manlere des eplstemes de 
Mlchel Foucault, par des 'at· 
tltudes' qu'elles adoptent par rap· 
port a. leurs propres slgnes et non 
par rapport aux textes culturels et 
encore molns, comma on aurait pu 
s'y attendre, par rapport aux codes 
de communications utlllses.5 

Comprendre la fonctlon symbollque de 
l'archltecture nous appara1t, apr6s ce 
d6tour, beaucoup plus complexe que le 
simple rapport qui unlralt une 'volont• 
artlstlque• 6 un deatlnatalre.,. attente. 
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LES FORMES DE LA CULTURE 
Les SCiences de la Culture cherchent a 
dllflnlr cella-cl par des oppositions, 
pourtant la question soclale artlculee a 
l'archltecture comma pratique slgnl· 
flante ne peut se contenter de l'opposi· 
tlon tactlque entre 'culture vkue' et 
'culture reprllsentee', ce debat ayant 
occupe dllja le debut du slecle en terme 
de ·peur du nouveau' et de resistance 
des modes de vie comme le decrlt 
Anatole Knopp dans son ouvrage sur 
!'architecture de la perlode stalinienne: 

Pendant les annees vingt, c'etait la 
vie collective, les nouveaux con· 
densateurs sociaux: le club 
ouvrier, la Malson-commune, 
l ' usine nouvelle, qui allaient 
permettre et la construction du 
sociallsme et !'apparition de eel 
homme nouveau caracteristique 
du nouveau regime. L'lndustrialisa· 
lion, etape consldllr~e comme 
necessalre sur la vole du 
soclalisme devralt aussi litre le 
rllsultat de ces rapports nouveaux 
entre les hommes favorises par les 
condensateurs soclaux crMs par 
les architectes d'avant·garde des 
annlles vingt. Au cours des annees 
trente, il en sera tout autrement. 
Les conditions favorables a l'in· 
dustrlallsation ne seront plus con
siderees comme devant rllsulter 
d'une organisation collective du 
mode de vie, facllltant la vie quoti· 
dlenne et &Ievant la conscience de 
classe des masses. C'est a la 
famllle tradltlonnelle qu'il in· 
combera, comma autrefois, de 
donner a ses membres le goirt de 
l'effort et du travail blen falt.8 

La r6fle11lon critique ne peut pas non 
plus se llmlter l l'opposltlon entre 
'culture populalre' et 'culture 
bourgeoise' car cella-cl ne peut se 
d•talre du concept de 'lutte de classe' 
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et du d~term lnlsme ~conomique qu'll 
recouvre dans la pratique politlque. Par 
allleurs la distinction entre 'culture 
populalre' et 'culture de masse' est 
essentlelle car elles ne peuvent se con· 
fondre. Pour t enter de clarifier cette 
distinction, je propose, a ce stade, de 
situer dans l'espace public les con· 
figurations culturelles produltes par 
l'histoire sociale. (Figure 1) 

Ce tableau synoptique offre l'avantage 
de nous montrer clalrement que la ten· 
ston polltlque et economique entre 
culture populalre et culture bourgeoise 
passe par la fonction id~ologique de la 
culture de masse comme culture · r~elle
ment domlnante'. L'Architecture corn
me pratique signtflante ne peut se 
penser en dehors de cette probl~mati
que et sans occulter son appartenance 
a la 'culture represent~e·. 

LE DEBAT CRITIQUE 
Le courant europ~en de 'I' Architecture 
urbalne', tel qu'll apparait en partlcul ler 
en ltalle, se d6flnit comme critique et 
fonde sa pratique sur 'la tongue duree' 
que representant les etabllssements 
humalns et la m~moire collective des 
habitants. 11 se tourne done vers le 
caractere op~ratoire du constrult en 
tant que 'monument' et vers la 'tradition 
artistlque'. Mals ce mouvement man· 

Figure 1 
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Figure 2 

que totalement le passage des formes 
arcMologlques dans une civilisation de 
!'Image et du message. 11 d~montre 
plut6t una demarche elltlste et cynlque 
face a la culture populaire doni 11 
ellm lne la slngularite au profit d'une 
culture savante de l'urbain. Au con· 
t ralre, la demarche des Archltectes de 
la vll le de Bologne, demarche 
restauratrlce du construit et in· 
stauratrlce de nouveaux usages de con· 
trult axes sur t'echange symbollque, 
possede un caractere critique et 
operatoire manlfeste pour la culture ur· 
balne vecue. Ces deux attitudes qui 
s'appuient sur la meme ralionallte 
d~gagee des positivites du XIXe et 
~clair~e par l'economie, les sciences 
humalnes et l'histoire, di fferent: la 
premiere cherche a maintenir le statui 
d'oeuvre au construit, la seconde le 
sltue r~solument dans le passe, par op
position au statut de produit du con
strult aujourd 'hul, decouvrant alnsl la 
question de !'appropriation de l'espace 
a toute la collectivlte habit ante 7• En ce 
sens et derriere les apparences, cette 
r~ponse est totalement tributalre du 
mouvement moderne. Elle est corn· 
plementalre a celle qu'expose Henrl 
Clrlanl a propos de son travail en ville 
nouvelle: 

Je refuse categorlquement de 
reproduire les rnorphologles ur· 
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Figure 3 

balnes du pass~ comme moyen de 
retrouver l' urbanlt~ perdue. Je 
refuse le mimetisme en architec
ture parce qu'll aboutit a la 
th9atrallsatlon des espaces qu'il 
engendre. Apprenons a construlre 
la vllle contemporalne sans pour 
autant oubller les legons de 
l'hlstolre.8 

SI la prise en charge de l' urbaln dans la 
problematlque architecturale constitue 
une necesslte theorlque et pratique, 
ceci ne dolt pas nous dissimuler une 
autre reduction simpllste qui sltuerait 
!'habitation dans la sphere prlvee par 
opposition a la vllle qui sera1t la sphere 
publlque de !'experience culturelle. Si 
!'habitation participe de plus en plus 
aujourd'hul a "la sphere apparemment 
cro lssante de la souveralnete in
dlvlduelle", c' est en '"&change de la 
depossess lon et des contra lntes 
cro lssantes que les lndividus subissent 
dans leur travail." 9 En effet, faut·ll se 
rejouir aveuglement " des possibil ltes 
d'exploratlons des aspects sensoriels 
et splrituels de !'existence qui, faute de 
temps et de connafssance, n'avalent pu 
litre ex per lmentees jusqu ' a 
aujourd'hul." 10 Jusqu'ou faut·il sulvre 
Susan Sontag dans son apologia du 
style 'camp': 

FEODAUTE 

La premiere forme de sensibllite. 
cella de la grande culture se fonde 
solldement sur l a morale. La 
seconde senslbllite de l'exces qut 
ln sp•re souvent l'art 'd'avant· 
garde' contemporain, tire avantage 
d'une perpetuelle tension entre 
l'esthetique et la morale La 
troisieme, le ·camp' , n'a que des 
preoccupations esthetlques.11 
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ARISTOCRATIE 

Cette vlctolre possible du style sur le 
contenu, de l'esthetlque sur la mora lite, 
de l'lronle sur la tragtque caractertse 
assez bien le post·modernisme ar· 
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chlteeturaf qui acoompagne la montee 
des " .,logtes tertia res" fortement In· 
divld a sante,12 a nst que le developpe
ment t1 attitudes nan: sslques" '3 dans 
ta pr uctlon cufturelle Une approche 
essent ellement lconographlque du 
constru t llcartant le spatial, la 
pfast tll et toute idee de 'besoins' et 
de •d6siJ relies l 1 hab tablht6 est 
trom Une telle conception, tors· 
qu'elle se sltue dans l'ordre de I'Art 
public, prenant appu sur une archltec· 
ture uette peut seufement prendre le 
carac bre d'un manlleste artlstlque 
contre l'autonomle de I Art pnve et con· 
tre "le design'' de l'archltecture. Ainsl le 
group_e S te, dans son travail s'attaque
t·il a paysage urbam de la consomma· 
lion: ad strfbution de details (magasln 
BEST). le compte d epargne, te rest· 
area, e psrkmg lot 1' Ouant au post· 
modem sme nord-amerlcaln, n n'est 
pas ff&rent du styfisme des objets 
dans les annees 1930 11 se contente de 
substituer aux s~gnes d'une fausse 
modernite, ceux d'une rausse 
hlstoricite 'usonienne'. Alnsi que fecrlt 
Kenneth Frampton: 

11 est aujourd'hui difflcile de 
prevolr l'evolution de !'architecture 
dans la procha1ne decennie. Si e 
post·modernisme exerce beaucoup 
d'lnfluence, ses bases plurahstes, 
ouvertes et llberales le rendent In
capable de toute articulation 
slgnlflcatlve. M1s A part a defense 
du Kitsch ou du pastiche comme 
forme d'expression, la these 
popul1ste s'expnme generalement 
en termes negatifs sans ouverture 
pratique sur le futur.1 5 

Non seu!ement l'arnvee de la fonction 
symboi!Que comme pr~ccupatlon 
sp6caf1Que dans !'architecture contem
poralne tend a lsoler le forme! de 
I habrtabllite et de la techniQue, mais 
plus encore elle tend a voulolr demon
trer fa desuetude de la question soclale 
comme quntlon de logement suppose
men! r6solue par l'etat-providence. Ne 
demeureralt que la quest•on esthetique. 
Rien ne nous demontre en fait que la 
question du logement est resotue, mais 
pire encore cette vision des choses 
gomme totalement du champ de la 
reflexion archltecturale les heux de 
travail. Or, 'la nouvelle hlstoire· par les 
moyens qu'elle se donne ouvre la 
possiblllte d'lltudes comparatives qui 
peuvent permettre de rendre a la crltt· 
que architect urate on r61e social impor· 
tant 1". Cette critiQue qui se tlendrall a 
1'6cart des interpr~ations ou constrult 
en aeoonde main 17 facillteralt des 
etudes te es que eel es qu'evoque Ken· 
neth Frampton dans le dernler chapitre 
de son ouvrage MrxJern Architecture " 
En effc1, comparoos les 'r~ses' 
qu'aportent Herman Hertzt>erge et Nor· 
man Foster quant A la place qu'ils font 
• l'lndlvldu au seln de l'organisatton 
d'un travail a traversle processus de sa 

spatlalisatlon: s'agit une part au 
Centraal Beheer Building d'Apeldoom 
en Hollande (Figure 2) at d'autre part 
du Willis· Faber and Dumas Building 
d'lpswlch en Angleterre (Figure :t , 
tous deux constrults in 1974 1' 
Or, que! 'brult' dans n cas et quel 
's11ence' dans !'autre serlons-nous 
tenu~s de dire en poussant vers la 
th&orie des c()JT1municallons ce que 
nous r.Welent le graphisme de ces pro
jets. Pourtant, una etude plus approfon· 
die pourralt a la lots montrer Que cette 
analogle reductrice est effectlvement a 
l'oeuvre au plan conceptual comme elie 
l'est dans la th4orle des organisations 
et aussl rendre plus claire rarticutatlon 
lnstrumentale d'un programme spatial, 
technique et formel aux 'besoins' ex· 
clustls de la commande du monde de la 
production 

POUR UNE PRATIQUE CRITI· 
QUE 

la queshon soclale trouve son expres
sion soclale la plus claire au sein du 
mouvement modeme. la critique de 
son programme lormel dllnonce trop 
vile le 'manque symbollque' de son Ar
chitecture. 11 faut, selon moi, au con
traire y voir l'tnvestlssement utopique 
de ses positions critiques dans le 
champ culture!. C'est sur cette base 
qu'll faut aujourd'hui reprendre le 
travail critique. 
Concevo~r une pratique critique n'est 
poss1ble que si f'on sttue celfe-cl par 
rapport A l'lnstltution archilecturaJe. Ce 
sont en partie les universitas et les in
stttuts qui rassemblent aujourd'hul le 
travail mtellectuel de la legitimite de la 
pratique archltecturale. C'est dans ce 
contexte qu'll m'apparait necessaire de 
produire un dlscours theoriQue et une 
pratique artlcules f'un a l'autre. Sans 
doute, cette production doit-elle passer 
par le dtscours lettrf! qui en est la forme 
consacree, toutefois si le dlscours fait 
l'oeuvre, le pro jet fait le constrult. C'est 
ainsl qu'll me semble possible d'en
vlsager la production d'un discours 
theorique et pratique a travers f'actlvlte 
projectuefle ouverte a la reflexion criti
QUe. S'aglt·il de se refugler dans le 
graphlsme? Non, si l'on prend en 
charge son hlstoricite ainsi que sa 
sp6clficlte Qui portent sur les moyens 
inteflectuels de l'architecture. S'agit-11 
de poser l'idee d'une pratique prescrip
tive sltuant la th6orle d'abord et la prati
que comme telle apres? Non, car ce 
travail reflexif du projet a pour objet le 
construit, et le rapport critique qui les 
unit l'un a l'autre dans le processus 
socialise de la production. Enfin, c'est 
aussl dans tes universltes que devralt 
se dtlvelopper une veritable critique ar· 
chltecturale, comparative et sociale, 
qui permettralt aux habltants l'acces a 
une connalsaance concrete dans leur 
lutte au sern du monde v~cu pour un 
mellleur envlronnement. 
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A LANCED 
GET 

BY PE TEA HEMINGWAV: 

T he brief recently presented to the 
Federal Government by the Royal 
Architectural Institute of Canada 

on behalf of Canadian architects, 
argues strongly in favour of ending 
deficit financ ing. But the mathematics 
and the charts and the conclusions are 
only part of the story. The essential 
thrust of the brief Is that it challenges 
t he assumption of the Canadian 
Government that Its economists and ex
perts now have the wisdom and the 
knowledge to solve the periodic 
economic slumps created by business 
cyc les. 

On the contrary, I think it can be shown 
that not only have governments failed 
to understand the nature of the 
business cycle, but what is worse, they 
have failed to appreciate the relevance 
of the cycle to how economies and 
societies function. 

lt Is only necessary to check the graphs 
and diagrams beloved by business 
economists · some of which trace 
economic history back to 800 A.D. - to 
see that business disruptions are more 
often caused by government meddling 
than t hey are by natural disasters. By 
government meddling, I am thinking of 
wars, trade sanctions, and usurious 
taxation, as well as the Ill-advised infla
tionary schemes that rulers have 
resorted to from the earliest civiliza
tions until the present. I can see no 
essential difference In this regard, bet
ween the "half crazed" concepts of a 
John Law In eighteenth century France 
and the far more sophisticated theories 
of John Maynard Keynes. Both attemp
ted to argue that the imperfections of 
the business cycle can be corrected; 
Law by printing paper money and 
Keynes by deficit flnanctng. 

Before Keynes and Law, we had the 
outright theft o f personal and com· 
munal wealth by forced expropriation o f 

property to replenish empty govern
ment coffers, or the more devious infla
tionary schemes of a Constantlne or a 
Henry VIII . The latter two worthies if you 
recall , used the goldsmiths of the Im
perial Treasuries to simply scrape the 
gold and silver off the coinage 
whenever lt returned Into government 
hands. Then, later of course, we had the 
Infamous 'Greenbacks' Issued by the 
American Government dur ing the Civil 
War and the worthless currency issued 
by the German Weimar Republic to pay 
off Its war debts. Indeed, it is hard to 
find any period in history when some 
government or other was not trying to 
extract more money from its citizens 
than they were prepared to give more or 
less voluntarily In good or bad times. 

During the feudal epoch and even 
earlier, governments had complete 
power over their subjects and thus, 
were able to enforce their tax laws and 
their disregard of business cycles by 
pain of death. If the peasants revolted 
over the price of bread or the scarcity of 
commodities, they were put to the 
sword. However, once wealth became 
more evenly distributed with the rise of 
the middle classes, governments 
resorted to more Insidious ways of col
lecting monies. TI1e emergent middle 
class was a considerable threat to 
autocratic government because it had 
arisen in the first case in opposition to 
feudal and aristocratic structures The 
John Lockes, the Rousseaus and the 
Thomas Paines were the philosophical 
guerillas who championed and justified 
the ambitions of the merchants and the 
Industrialists. The political strength of 
the middle classes grew In direct pro
portion to their acquisition of property. 
Property generated wealth and wealth 
In turn opened the gates of political 
power. So no matter how hard the old 
aristocrats tried to cling to their posi
tions, they were eventually neutralized 
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by a more numerous and vigorous 
bourgeoise. 

Between the middle of the eighteenth 
century and the beglnmng of the First 
World War, the merchants were 
generally able to convince governments 
and politicians of the merits of free 
trade policies. The rise of mercantilism, 
In any event, paralleled the great expan
sionist phase of the European empires 
and this was a period of optimism, both 
sclent1flcally and economically. The 
wars that broke out, as for example 
those of the Napoleonic era, were 
relatively tame contests when com
pared to the holocausts of the twen
tieth century. The economists and 
social theorists of the age were general
ly sympathetic to liberalism and free 
trade. The French Physlocrats, Adam 
Smith, and Dav•d Ricardo in Brl tlan in 
fact believed that econom ies were gufd· 
ed by natural laws that in turn were 
ultimately discoverable and 
measurable · Smith refers to these laws 
as the ' Invisible hand'. 

The Physiocrats, Smith and Ricardo, 
were essentially acting as scientists 
much In the tradition ot a Newton or 
Galileo. But then, the social turmoil 
created by the new Industrialism 
fostered the emergence of a whole new 
group of economic philosophers who 
saw the world In radically different 
terms. Marx In Germany and J.S. Mill In 
England were not content to Investigate 
economic activity objecti vely and, In
stead, believed that economic law a:nd 
human behavior were interdependent. 
As If this was not enough, these men 
and their disciples - and th is Is especial
ly true of Marxism · developed a feeling 
of religiosity about thetr theories. Marx 
it may be remembered, spent most of 
his li fe In castigating his opponents, In
cluding Mill, and accusing them of all 
k inds of ph i losoph ica l treason . 
Measurement and reason favoured by 
the classical economists was replaced 
with rhetoric and emotion . Marx borrow
ed a curious Aristotelian logic from 
Hegel and adopted it to fit his own 
theories based upon his own subjective 
concepts of class structure. He likewise 
completely misinterpreted the need for 
economies to accumulate surplus 
capital for re-Investment purposes and 
Instead claimed that surplus capi tal 
came about through the exploitation of 
labour. 

In retrospect , lt is surprising that such a 
distortion of econom•c common sense 
could gain widespread acceptance until 
one remembers that the latter half of 
the Nineteenth Century and the greater 
part of the twentieth century was fertile 
ground for all manner of neo-sclenti flc 
theories. Think of Mary Baker Eddy, 
Theosophy and even the racial theories 
of N!U!s;n. 

However, once this evangelical rag-bag 
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approaCh to economic thoory had 
found popular acceptance. then it 
spawned similar movements frort' Fa· 
blanlsm In BrHian to Roosevert and h,s 
'New Deal' In the Uni ted States of 
America. Finally it reached Its 
philosophical culmlnat.on •n the 
wri tings of John Maynard Keynes who 
claimed surely for the l ast lime that 
governments can cure the periocfcily 
so long associated With economic ac· 
tlv(ty. In the midst of the Depression of 
the1930's, he argued that future 
disasters of that kind could be avo ded 
by a sldllful government manipulation 
of the money supply. To justify his 
Ideas, he Invented a whole new lexicon 
of economic jargon that is still in use In 
most of the educational institutions n 
the Western World. Gross National Pro
duct, Gross National Income and other 
equally tenuous aggregates of va ue 
became part of ma~onomic theory 
In whiCh economies could be v•sual z.ed 
as objective national entitles. .,.o th nk 
that t s type of crude vlsua'lz.aton was 
ta ing place at a lime In h'story when 
nuclear physic i sts froM Bohr to 
Helsenberg to Chadwick were exploring 
the structure of the atom With Infinite 
pr~cislon beggars the mind. 

But Keynes had a lo~ going for him 
because h1s Ideas were ready made for 
ambitious politicians and a semi· 
lllerate public. In addition, central 
banks designed to manipulate 
economies had been established in just 
about all Western nations Following 
the realignment of capital that occured 
as a result of the Second World War 
and encouraged by proponents of the 
Welfare State, governments began to 
apply Keyneslan remedies each time 
their economies started to fa.:er. There 
was ooe further significant attract1on in 
Keynslan business cycle mag1c and 
that was that it dovetailed wen with the 
Idea of redistrlbutive societies. In other 
word&, lt allowed governments to tax 
their cltlzens to previously unheard of 
levels under the barrier of self 
nghteousness. The eaten was. and Is, 
that the necessary dynamism of the 
business cycle was lost as e<:onomlc 
units were given no possibility of re
charging their financlal batteries. Thus, 

the flexibility of the market was aban· 
doned and the signals that the market 
normally gives to all segments of socie
ty were distorted. Accordingly, if 
government decided to stimulate one 
segment of the economy, say, for exam· 
pie, housing, then lt would redirect 
fmanclal resources Into that industry 
creating all manner of maladjustments. 
Students would be encouraged to 
become engineers, architects and draft· 
smen. The trade schools and the 
building unions would graduate and 
license more bricklayers, carpenters 
and electricians than might normally be 
required. Inevitably, there would be less 
interest In other fields, say computer 

science or bio-genetlcs, with a cor· 
responding loss of social vitallty. After 
a while, when the government decided 
to sw1tch pnorities, the workers who 
had been mistakenly attracted nto the 
housing f1eld in the first place, would 
have to find alternative employment, 
causing perhaps even greater dfstor· 
lions. 

The methOd by which the maJority of na· 
tlonal governments decided on 
prionties or, as they stated, national 
goals became sanctified as central 
planning and the underlying weakness 
of the system was recognlz.ed by too 
few critics. Notwithstanding that rigid· 
ly, centrally planned economies, 
especially In the so called 'peoples 
democracies' have repeatedly failed to 
produce social env~roments which en· 
courage cultural and material wealth, 
the underlying reasons for this failure 
have never been properly studied. On 
the contrary, whenever centrally plann· 
ed economies break down, wh1ch they 
do continually, the apologists always 
seemed to deduce that the problem was 
that the economies were not planned 
enough. So it goes on, layer of restric· 
lions upon layer of restrictions until 
finally society ceases to function In any 
human way and guns, sold•ers and 
secret police forces have to be 
employed to keep order. 

Now what If man has misinterpreted his 
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role In the natural world much as he 
misunderstood the slg nlflcance of 
relativity In classical physics? Lately 
there seems to be a great deal of 
evidence that this may be the case. 
What If the business cycle Is deeply 
related to man 10 the cosmos, just as 
the soclo-blologlsts maintain anlmals 
and the Insects are related to their en
virement? That there Is, as it were, a 
super determinism In all of existence 
that cannot be escaped anymore than 
the laws of thermo-dynamics can be 
subverted. 

To take just two Illustrations in quan· 
tu m physics. one Einstein's search for a 
Unified Field Theory and Bell's ex· 
perlments with the polarization of 
photons, they seem to suggest that 
there Is a fundamental underlying unity 
in nature. That for every action there Is 
Indeed an equal and opposite reaction. 
That matter can neither be created or 
destroyed and that as Einstein 
demonstrated, mass and energy are 
eQUivalent and on the quantum level, 
are Indistinguishable. 

The work of Verne Atrill In expanding 
classical economic theory to include 
the same physical constants that have 
been discovered in physics also ap
pears to Indicate that economic law ex· 
hlblts an equivalent determinism that 
cannot be flouted. Atrill 's dictums that 
debt will always be paid, If only by the 

creditor, can be compared to the laws 
dealing with the conservation of 
energy. His explanation of accounting 
and discounting principles Is surely just 
another description of the balance that 
must exist in the universe and that we 
are just beginning to perceive. 

In astronomy, as well as In the attempts 
to determine whether the universe Is 
closed or open, we are likewise beglnn· 
ing to sense a similar sort of super 
balancing mechanism or super deter· 
minlsm. The possibility of this balance 
Is both fascinating and salutory, 
especially for Interventionists who 
believe that they alone hold the key for 
re·orderlng the world In which we live. 



To return to economic theory, lately 
there have been suggested modifica
tions to business cycle concepts. Fried· 
man and Laffer, both of the United 
States, have suggested , In my view 
rightly, that government economic In
terventionism should be curtailed, but 
for the wrong reasons and by the wrong 
methods. Friedman has argued that In· 
flatlon can be controlled by restricting 
the money supply while not appearing 
to understand that non-monetlzed debt 
Is just as big a problem. Accordingly, 
government s have been encouraged to 
go on Increasing their deficits while at 
the same time restricting the growth of 
the money supply. The result Is a com· 
plete distortion of the monetary system 
and a predictable deprec'latlon of the 
value of the currency. Th is system can 
be compared to a tautly-strung bow 
with the bow trying to reflect the actual 
growth In the money supply while the 
central bank symbolized by the bow str· 
lng refuses to allow this to happen, ben· 
ding the bow more tightly until Its 
resilience and power is destroyed. 

In effect, when accumulated debt Is not 
reflected in the money supply, then ac
cording to the proportion of unmonetiz· 
ed debt, one dollar Is owed to more than 
one person. Eventually, if this process 
continues, then the currency can shrink 
In value until it becomes entirely wor· 
thless. This is for Instance, what must 
occur when central banks continue to 
buy their own Treasury Bills in ever In· 
creasing amounts. 

Laffer, for his part, seems to believe 
that taxes can be cut, even though the 
U.S. Federal Government Is In a 
hopeless debt position. To persevere in 
thIs approach without apparently 
understanding the laws of solvency for 
an economist is inexcusable. The laws 
of bankruptcy clearly indicate that once 
an economic entity passes a certam 
debt stage, the entity cannot recover 
solvency without selling assets or 
devaluing Its net worth · that Is, ten 
cents on the dollar. 

The key to what Is happening Is surely 

that governments are continuing to 
depreciate their currency much In the 
manner of a Henry VIII. Of course, their 
methodology Is not as obvious. Of 
course, their reasons appear to be for 
more humane motives. But In the end, 
the results are the same. The clearest 
Indicator of this depreciation remains 
the stock markets. as In the long term, 
the monetary value of stocks must con
tinue In most cases to be less than their 
book worth. This situation will persist If 
governments carry on Inflating and 
depreciating. 

But finally, Is all this interventionism 
and government paternalism really for 
humane motives or is it for that age old 
elixir, the acquisition and the 
maintenance of political power. Much 
of the research being carried out by 
social scientists strongly suggest that 
1t Is the latter. Men and women surely 
function most responsibly when they 
are left alone to build their own lives 
and their community structures without 
the constant harassment of govern· 
ment officials. This is the manner In 
wh ich all life forms reached their pre
sent level of complexity from the 
building of the first amino-acid chains 
to the brain of an Einstein. Now if In ad· 
dlt lon we can confirm what many now 
suspect, that evolution proceeds In ac· 
cordance with a natural rhythm, then 
the constant attempts by one group of 

people to control another much larger 
group of people begins to look strange
ly like an Ignorant neurotici sm 
Democracy, after all , as defined by 
John Locke was and is an attempt to 
diffuse central government power and 
to neutralize the arrogance and the 
dogmatism of the state. Democracy, If 
1t Is to survive, must always challenge 
the motives of the statist and strive for 
a dlmunitlon of state power. In the last 
century we seem to have forgotten this 
lesson as governments are once again 
relentlessly struggling to return citizens 
to new forms of feudalism. Perhaps 
they sense though that very shortly they 
will no longer be able to achieve their 
unstated goals In the future In the man-
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ner they have In the past by boasting 
that they can protect each and 
everyone of us from the vicissitudes of 
the business cycle. For what will hap
pen when we finally realize that the 
business cycle is not our adversary, but 
our Inseparable companion. 

This Is not a /alssez fare position or a 
traditional anarchist posit ion, but only 
a plea for a more objective view of man 
in society. 11 is a realization that 
perhaps comes very close to a par· 
ticipatory view of the world rather than 
the adversary posture that Western 
man has always tended to adopt. In a 
sense, it Is perhaps a reaffirmation of 

traditional eastern philosophy that has 
always seen man as an integral part of 
a never ending cycle In which salvation 
or satorl finally comes when we 
recognize the oneness of existence. 

As to what happens to all the political 
parties and philosophers when the 
populace finally realizes that polit ical 
promises are merely posturing is a mat· 
ter of conjecture. A general awareness 
of how the business cycle operates will 
surely bring about major changes In the 
way that countries are governed and 
could well usher In a new area of Inter· 
national stability. 

There are also many Implications for 
the architectural and design proles· 
slons. for when we possess the degree 
of predictab ility given us by a 
knowledge of how economics operate 
then we can properly advise students 
as to what chances there will be for 
employment when they graduate Ar· 
ch ltectural off ices likewise will be bet· 
ter able to stage their staff re· 
qulrements, avoiding to a large extent 
the 'hire/fire' syndrome that has been 
so prevalent over the last decade. 

lt Is an exciting and encouraging pro
spect. 

Peter Hemingway Is sn architect prac
tlclng In Edmonton. 
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Dear Plater: 

I was pleased to hear from you and to 
have this opportunity to write on a 
theme so Important to me, one which I 
was beginning to think had very little 
currency In the architectural thinking of 
the Eighties. With so little time between 
your call and my leaving again for 
Mozambique, I have abandoned all 
possibilities for a scholarly treatise but 
hope that this rambling, personal ac· 
count will still do the topic justice. 

In Its most essential, politics Is a pro· 
cess of questions and choices. it starts 
with simple questions: Who pays for 
and who benefits from the work I am do
Ing? How much control do people really 
have over the decisions that affect 
them? 

I started asking these questions in the 
Sixties, apparently a more affluent time 
and certainly a more heady and militant 
era than today. Looking back at the 
AUS Handbook and my first attempts at 

social commentary, there are the views 
of a concerned and, I think, not too Im
mature student questioning the design 
and content of courses and procedures. 
Can professors really be as 
knowledgeable as they sometimes pre
tend, especially In such a fluid and 
often subjective field such as our own? 
Why couldn't there be student input In· 
to administrative matters · darkroom 
hours, choosing a new director? Why 
did the Dean of Engineering keep 
political files on myself and other 
students? Lots of hot stuff In those 
days and we organized McGIII's first 
ever student strike. it lasted four days 
and at the end of lt, a student-faculty 
advisory committee was struck. I think 
11 resulted In some constructive discus· 
slon but never really overcame faculty 
Intrigues and mistrust of student lnten· 
!Ions. The School was not ready for too 
much democracy. 

This questioning quickly extended to 
the University. At that time the Board of 
Governers had no student, women, or 
minority members. Who did it really 
represent? Why was a group of elite 
Anglo businessmen making decisions 
about our education, when If fact the 
people of Quebec paid eighy percent of 
the bills and students paid most of the 
rest? Unfortunately, my fellow students 
gave me a chance to become even more 
frustrated over these issues by electing 
me to the Students Council. At the 
same time, my neighbourhood, Milton· 
Park, was under attack by the La Cite 
developers and the War Measures Act 
troops were breaking into the house 
every few days just In case Mr. Cross 
was in the basement. 

The next logical step seemed to be less 
talk In the comfortable university 
climate and more direct action trying to 
use some of the skills which I had been 
lucky enough to acquire. (How often do 
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we remember that university Is a 
privilege enjoyed by a small minori ty?) 
Fortunately, Joe Baker was thinking the 
same way and the Community Design 
Workshop was created. We began to 
work with neighbourhood and tenants 
groups, day care centres and communi· 
ty clinics. In the process we started one 
of the first three 'modern-era' housing 
co-operatives In Canada. 

Our motivating Idea was to work direct· 
ly with people so that they could begin 
to make decisions about their own 
habitat. We were particularly concerned 
to help people who would not normally 
have access to professional skllls and 
In the process we began to define a 
popular architectural idiom. We moved 
away from the notion of architect as 
genius and towards a pro-active deflni· 
tlon of architect as social agent serving 
those other than the wealthy and 
powerful. We found American friends 
doing similar th ings and for a while 
storefront architecture was at least a 
minor rage. 

The new role we were playing not only 
Involved the nltty-grltty of renovating 
hundred year old slums, it also meant 
kitchen · and community meetings, 
demonst~atlng for welfare rights, and 
building our own version of Berkeley's 
People's Park In Montreal 's Polnte St. 
Charles. Taking the Idea of direct act ion 
to one of Its limits, and much to our 
retrospective credit, I th ink. three 
McGill architects were arre-sted defen
ding Mllton-Park along with fifty-five 
other residents. Not Incidentally, we 
were also fighting the architects who 
work for block-busting developers- 'so
meone has to design it and we are go· 
lng to do the best job posstble'. Cite 
Con cordia was the result! (Much to his 
credit, Ray Affleck gave up the JOb.) I 
still don't talk to some of the others and 
they will never work on one of our new 
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co-ops. 

At this point, my own career beCOme 
someWhat cneckered, moving along 
from grant to grant, sometimes sustain
ed thanks only to Unemployment In
surance. I defmed myself as an activist 
who happened to be an arch1tect and 
continued to work on co-ops. seniors 
housing, playgrounds and other com
munity projects all leading up to a 
serious case of 'bum-out'. Ready for a 
new place and some new thoughts, I 
enrolled m the Faculty of Environmen
tal StudieS, York Umverslty, ~oronto. 

Once the•e, it seemed that I picked up 
where I had left off at McGIII. Could it 
have been that the transformation was 
permanent? I was tumed down for a Job 
teach1ng design because I was " too 
rad lca!". Was tnat because I d idn't 
th ink destgn was entirely a mystical, 
philosophical and Intellectual process? 
Instead, I was still looking for ways to 
Involve the too often victims of design. 
Perhaps 1t was because I was a little too 
noisy about the absence of a student 
voice In choosing a new Dean- some 
things never change! 

In any case, I at least added a new set 
o! questions to my repetoi re. These 
concerned appropriate sizes and types 
of orgnaizatlons for human develop
ment and social change balanced wi th 
a new concern of the natural environ
ment. V1slons of a decentralized, 
rurallurban society danced In my head 
although not wl thou1 many questions 
about ho'N to get tnere. 

Turning outward once agatn, I did some 
volunteer work with an east end Toron
to community group trying to develop a 
recreation centre and I became excited 
by the potentlals of nelghboorhood 
planning Almost unbelievable, at least 
to a Montreal lad, the City actually h~red 
planners to work In neighbourhood of-

fices. This provided opportunities for 
neighbOurhood voices In local planning 
but it soon became clear that most of 
the cards were held by the big 
developers and the neighboumoods 
were most often bemg saved for those 
who could afford them. The arch•tec
turally pleasing effects of ·gentrif"ca
tion' were only a slightly l ess msidious 
form of slum removal - removmg the 
people instead of the buildings. The 
same old questions popped up - who 
benefits and who pays? Still, compared 
to Montreal, the temperature level of 
debate at City Council was hot and a lot 
of housing, including many non-profit 
co-ops, have been built downtown. 

In 1976, With my Master's degree almost 
in hand, I went to the biggest human 
settlements show In the world - the UN 
Habitat Conference. Lo and behold, 
there were a whole lot more people ask
Ing questions about thelf work as ar
chitects and planners, only the context 
had been changed. The slums were n 
Asia or Africa, physical problems were 
that much more acute and the vast ma
}orl ty of people seemed to have very lit
tle to say aobut thei r own en
vironments, indeed, their own futures. 
Of course, the log1cal happened and 
soon I was off to the People's Republic 
of Mozambique. (Doesn't that have an 
odd ring to the North American ear?) 
Mozambique is a country which, having 
suffered mightily at the hands of Por
tuguese colonialism, gained Its In
dependence only In 1975 With few skill
ed people and a massive unprovoked 
exodus by the settlers, there were only 
twelve architects In the National Hous
Ing D1rectorate when I arrived and most 
of those were expatriates. Having 
decided on a strategy of pilot projects 
to develop housing, I soon found myself 
working with community groups to im· 
prove basic living conditions 1n a huge 
shantytown around the capital , 
Maputo There was no room left for the 
grandiose architectural fan tastes of the 
colonial architects; people needed 
roads, water, electricity and better 
latrines. In a way, I was at home for the 
first time. I wasn't working on the fr
Inge, our work set the guidelines for na· 
tlonal policy. 

THE FIFTH COLUMN, Hiver 1983 

Since returning, I have tried hard to 
create a niche here, one which still 
allows for my kind of questions to be 
asked. 1 have been fortunate that some 
of our earlier work has flowered to the 
extent that housing co-operatives are 
an accepted part of the Canadian hous
ing scene. I don't think that I ever would 
have thought that building townhouse 
co-ops in suburban Toronto might be at 
all satlsfymg. This isn't Mozambique 
and our movement is a small one, but 
we do work losely w1th people and em
power them to control at least one part 
of their lives - their housing. At the 
same time, I am about to join the board 
of a community centre In my own 
neighbourhood and I stay active in ac
tivities related to both city politics and 
more reeently to Third World solidarity. 

I started out by suggesting that politics 
Is a simple thing - asking questions. lt 
quickly becomes more difficult if you 
don't like the answers and try to do 
something about them. lt may be 
especially hard for an architect to com
bine politics and her or his profession. 
it means helping to create a new 
system of self-valuing. Shantytowns 
and suburban housing co-ops do not 
look great In the glossy mags and the 
clients often don't have too much to 
pay. The real satisfaction is in knowing 
you are part of creating a new world 
based on new values of Individual worth 
and community participat ion. 

Another satisfaction is knowing that 
you are not alone. Lots of us late Sixties 
types still seem to be at lt. Jal Sen 
works In the shanties of Calcutta and 
Richard Beardmore has been building 
co-ops In Lesotho. cassle Gottlieb has 
been helping to save neighbourhoods In 
Baltimore, Herb Stove! Is trying to 
preserve Ontario's arch i tectu r a l 
heritage, and of course Joe Baker never 
ceases his activities. I hope that we are 
not all dinosaurs, relics of a lost era. 
There s too much to be done, the ques
lions are getting bigger. How big a pile 
of dust will all our architectural master
pieces make when hit by twenty 
megaton bombs? 

Pieter, I hope this Is what you were look
Ing for. Thanks again for the opportunl· 
ty. 

Best Regards, 

Barry 



Zeppelinhaf en 

Image of the aerial plaza 

I looked around upon the carved sides 
Of an old sanctuary with roof august, 

by Howard Davles 

Howard Davles completed his studies 
at the School of Architecture at McG/11 
University In December 1982. 

VIew from the zeppelin field 

Bullded so high, it seemed that filmed clouds 
Might spread beneath, as o 'er the stars of heaven. 
So old the place was, I remembered none 

Of grey cathedrals, buttressed walls, rent towers, 
The super annuations of sunk realms, 
Or Nature's rocks toil'd hard in waved and winds, 
Seemed but the Faulter of decrepit th ings 
To that eternal domed Monument. 

The like upon the earth: what I had seen John Keats 

A Concourse s tudy (acrylic) A Concourse Image (makara) 
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READERS' POLL I OPINION DU LECTEUR 

In keepmg with the upcomlng theme of 
New Dlrecteons In Canadian Archllec· 
lure 11 seems appropnate that our poll 
should deal with what has Influenced 
architecture in Canada We would like 
to know what you think have been the 
ten most segn1ficant buildings built 1n 
Canada Of course, the cntena for 
selechon are difficult to enumerate and 
so 11 is felt that the guidelines for 
deciding what significant means should 
be left up to the Individual reader By 
significant, however it is Implied that 
these are not necessarily the ten beat 
buildings but rather those which have 
exerted the most influence on the Can a· 
dlan architectural horizon. 

Selections for the poll should be given 
to your Regional Editor or malted to the 
Montreal off1ces of THE FIFTH COL 
UMN using the reply card prov ded In 
this issue. The readers choice for the 
ten most significant buildings in 
Canada will appear 1n the Spring 1983 
ed1t1on New Directions in Canadian Ar 
chltecture 

En vue du procha n thl!me A paraitre en· 
tres les pages de notre revue 
'Nouveaux horizons pour l'archHecture 
canadlenne' ,11 nous sembl6 de mise 
d axer ce sondage sur les Influences 
qu'a subltes !'architecture canadlenne 
En fa1t, nous almerlons connattre ce que 
vous croyez litre les dlx 6dlflces le& plus 
slgnlflcatifs construits au Canada Lea 
crlt6res de s61ectlon sont 6videmment l 
cerner, nous lalssons done au lecteur la 
llbert6 de d6termlner ce A quol 
'signlficatlf' lmplique sourtout lea 
6dlflces ayant su exercer une grande In· 
fluence sur le monde architectural 
canadien et pas nlk:essalrement tes dlx 
'mellleurs en tant que tela 

Vous pouvez remettre votre lisle A un de 
nos 6dlteurs r6gtonaux ou falre parven r 
la cart•r6ponse cl·jolnt au bureau mon
tr6alals du THE FIFTH COLUMN. Les 
noms dea dhc 6dlftces canadlens 1es 
plus slgnlflcatlfs s61ectlonn6s par nos 
lecteura seront pubiiM dans 1'6dttlon 
prlntannltre 1983, Nouveaux horizons 
pour l'archltecture canadlenne 

THE FIFTH COLUMN 
Canadian Student Journal of Architecture 

Revue Etudlante Canadlenne d'Archltecture 
a480 University St, Suite 13 
Montr6al, Quebec H3A 2A7 

tel. (514) 392·5407 
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Plan-Station level 

Zeppelin Station 
Keystone of the Air-City; 
Watching the sky as was once watched the sea ; 
Helmdall arisen reborn. 
Alone; 
A destination, in a destination; of a journey, Itself; 
An object; 
Helldunkel. 
Silently listening; In expectation 

Section, Grand Hall and Concourse 

--...... 

Concourse 

-.; _____ :_~.=-:?:=-:-.. ~ ·~=... ~~ 
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Substation studies 
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VIew from the Hlndenburg 
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Plaza 

Awaiting the return of giants. 
A product (Ballung), the result (hopelessly) of today, 
And tomorrow; 
The face of Gotterdammerung; 
After-
What exists? 

--'-.·-----"'~··- ::--.·= .::-
·=:::.. t::::_-,..,._ __ 1 
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Memories which remain like our ideas, 
..... even In ruins . 

Elevation, Noire Dame view 
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CALL FOR ARTICLES I DEMANDE DES ARTICLES 

THE FIFTH COLUMN as a national jour
nal, Is calling for Increased participa
tion throughout the country and 
beyond. Whether from student, profes
sional or otherwise matenal Is 
welcome and needed to raise the level 
of quality and broaden the appeal of the 
magazme Articles can be thematic or 
of general Interest lt 1s our pot cy to 
publish themes of future Issues well In 
advance In order to better solicit sub
missions 

The theme for the Summer Issue of THE 
FIFTH COLUMN will be Mannered Ar· 
chitecture. As the High Renaissance 
subsided m sixteenth century Italy the 
phenomenon of Mannerism crept Into 
all fields of art including architecture 
The word implies stylization· architec
ture contrived, manipulated and tor
tured, consciously or not to the point of 
shock and humor. Mannerism, or Man
nered Architecture still seems relevant 
today Technology has placed so much 
emphasiS on Invention that the vaguely 
familiar has become mundane The 
med1a bombards us with easily d1scard· 
ed 1mages and emotion Is abstracted 
and removed. In this 1ssue we hope to 
look at whtm and fancy, the associa
tions of Images as well as the consump
tion of tdeas . a guiltless Mannensm. 

The deadline for submissions of theme 
articles for thiS issue as well as any 
matenal for our regular features such 
as News, Esqutsse, Perspective or Ar
chives IS May 15 For further Informa
tion, contact your Regional Editor or 
THE FIFTH COLUMN 

THE FIFTH COWMN en tant que 
~rlodlque d'envergure natlonale Invite 
6tudlants ou profesalonnels canad ens 
ou 6trangera A partlctper actlvement 6 
1'61aboratlon de son contenu. 
'L'archltecture manl6rlste &eJa le 
th6me de i6ditlon estlvale de THE 
FIFTH COLUMN Avec I entrM de la 
soc16t6 itahenne au selzltme ai6cle un 
nouveau ph6nomene apparut le 
manil!rlsme Au sommet de la 
rena1ssance, ce mouvement allalt se 
r6percuter dans toutes les actiVJt6s ar
tlsllques lncluant l'archltecture. Cette 
dernltre se retrouvalt alnsl I mit6e, 
manlpul6e, tortur6e, consciemment ou 
non, jusqu'au point I mite de I esth6t -
que Le manu)risme,ou plut6t l'archltec
ture man triste , se retrouve 
aujourdh hu1 encore d actuallt6 Notre 
monde technologlque a tenement 
1dOiatr6la notion de 1'6ternal renouveau 
que nous consld6rons malntenant corn· 
me fut1l le femiher. Les medias d Infor
mations, SI Important de nos jours ne 
cessent de nous soumettre a un born· 
bardement constant d mages non 
emot1onelles, totalement d6nud6s de 
sens. Dans cette 6dtlon de THE AFTH 
COLUMN nousd6strons vous pr6senter 
de spontan61t6 et de la fantasle dans 
tes Images et la pen5M un mani8r sme 
actualise. 

La date llmlte pour la remise d'articles 
th6matlques 6 paraltrent dans notre 
6dltlon Et6 1983, alnsl que pour tout 
autre mat6rlel est tlx6e 
au 15 mal Pour ptus a tntormatlon. con· 
tactez votre 6dlteur r6gional ou THE 
FIFTH COLUMN 
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BBC Headquarters, London, England 
Concept sketches for invited competition. 

Ink on sketching paper. 

BBC, Siege Sociale, Londres, Angletere 
Esquisses soumlses pour le concour par Invitation. 

Encre sur papler calque. 

Webb, Zerafa, Menkes, Housden 

THE FIFTH COLUMN, Hlver 1983 



"' u 
~ 
:c 

! 
s 
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COMPETITIONS 

National Architecture Student Design 
Competition 1983 
The Canadian Students of Archi tecture 
are sponsoring this second annual 
competition. The theme for this year ad· 
dresses Architectural Memory In the 
design of a house. The competition Is 
open to all students registered In a 
school or department of Architecture In 
Canada and to RAIC syllabus students. 
The entry deadline Is March 14, 1983. 
For more Information, contact the CSA 
representative at your school or write to 
RAIC Competition, School of Archltec· 
ture, University of Waterloo, 200 Univer· 
slty Ave., West, Waterloo, Ontario N2L 
3G1. 

EXHIBITIONS 

Le ChAteau Dufresne, Musee des Arts 
Decoratlfs de Montreal 
The Archltectureof Sir Edwln Landseer 
Lutyens (1869·1944) 
A retrospective of sixteen of Lutyens's 
work as selected by Allan Greenberg. 
February 4 to March 13. 

Frank Lloyd Wrlght 
An exhibition of architectural drawings 
and furniture from the Museum of 
Modern Art In New York. April 9 to June 
12. 1983: La Chateau Dufresne (Musee 
des Arts Decoratlfs), corner of Pie IX 
and Sherbrooke, Montreal. 

Le Centre Urbain 
From the Architect's Sketchbook -
Drawings by Bruce Anderson, Morris 
Charney, Davld Covo and Norbert 
Schoenauer. Ends February 28, 1983. Le 
Centre Urbain, Heritage Montreal is 
located at 406 Noire Dame St., East, 
Montreal. 

Carleton University 
School of Architecture 
Exhibition Gallery 
First Year Studio 
Student projects from term one . 
February 10 to 18, 1983. 
Berne, Switzerland· A Medieval City To· 
day 
The evolution and growth of a city over 
800 years. March 1 to 18, 1983 
DSA - Rome 
The results of the latest 'Directed 
Studies Abroad' program In Rome dur· 
lng the fall term. March 21 to April 1, 
1983. 
Student Work 
A cross-section of work from the 
various studios In the school during the 
year. Beginning In May. 

Ballenford Architectural Bookl 
Mlu lssauga City Hall Studies 
Mlchael Klrkland and Edward Jones 
January 19 to February 26, 1983. 
Recent Drawings - Ron Thom 
February 28 to April 9, 1983. 
Back at 98- Drawings by Davld Slsam, 
John Van Noatrand and Jooat Bakker 
April 12 to May 21, 1983. 
Waterloo at Rome (tentative) 
Beginning May 23, 1983. 
Ballenford Architectural Books Is 
located at 98 Scollard Street, Toronto. 

McGIII University, 
School of Architecture 
Exhibition Room. 
Working Drawings Working by Aldo and 
Francesco Plccaluga 
January 31 to February 11, 1983. 
An exhibit from the office of Bobrow 
Fleldman and Associates. 
February 21 to March 4, 1983. 

Centre de Creation et de Diffusion en 
Design 
Expositions 1983. 
Graphlsne Canadian 
Du 17 fevrler au 6 mars 1983. 
Afflches Polonaises, Apres la Seconde 
Guerre Mondlale 
Du 17 mars au 10 avrll 1983. 
Design Diffusion P6dagoglque · Proj ets 
des Flnlssants. 
Du 18 avrll au 1er mal 1983. 
Archltectures Colomblennes, Alter· 
natives aux Modeles lntem atlonaux. 
Exposition ltlnerante, cont;ue et 
reallsee par I 'Ecole Speciale d'Archltec· 
lure de Paris. 
Du 19 mal au 5 juln 1983. 
Design Diffusion · UOAM 
Du 9 juln au 30 aoOt 1983. 
Pavilion Arts IV · Design de I'UQAM, 175 
ave. Pres. Kennedy (locaux 1915 et 
2890), Montreal. Ouvert au public mer· 
dim, 12hOQ-18hOO. 

LECTURES 

Architecture Alcan 1983, Montreal 
The lectures are at 6:00 pm in McGIII 
University's H. Noel Fleldhouse 
Auditorium. 
Paul Goldberger. Architecture, History 

and Confusion; February 1, 1983. 
Nail Levlne: Frank Lloyd Wrlght , 

Picasso and Modern Architecture; 
February 8, 1983. 

Michael Kirkland: Suburban Monumen· 
tallty - Mississauga City Hall and 
Other Recent Work; February 15, 
1983. 

Andrew Batey: The Work of Batey and 
Mack; February 22, 1983. 

Charles Moore: The Beverly Hills Civic 
Centre Competition; March 1, 1983. 

Demetrl Porphyrlos: Classicism is not a 
Style; March 8, 1983. 

Mark Mack: The Vienna of Hoffman and 
Loos; March 15, 1983. 

Richard Etlln: The Forgotten Modern 
Movement - The Mllanese 
Novecento 1918-1938; March 22, 
1983. 

Bernard Huet: Architecture 
d'Aujourd'hui en France; March 29, 
1983. 

VIncent Scully: The Architecture of 
Mlchael Graves; April 5, 1983. 

University of Toronto, Faculty of Ar· 
chltecture and Landscape Architecture 
Spring Lecture Series 1983. Sponsored 
by the Toronto Masonry Promotion 
Fund and assisted by the OAA. All lee· 
lures at 8:15 pm In the Medical 
Sciences Auditorium. Admission free. 
Barton Myers: Recent Works; February 
3, 1983. 
Edward Jones; February 10, 1983. 
Jan Gehl: Street Ufe and the Quality of 
the Urban Environment; February 24, 
1983. 
Jerome Markson: Influences and Work; 
March 3, 1983. 
Wallace E. Sherrlff: The Architectural 
Designer's Role In a Multi-Faceted 
Practice; March 10, 1983. 
To be announced: March 17, 1983. 
Randy Heater. Emerging Aesthetics In 
Landscape Architecture; March 24, 
1983. 
Sir Peter Sheppard: Ught and Water as 
Elements of Landscape; March 29, 
198!). 
Fernando Domeyco-Perez: Analytical 
Methods for the Study of Traditional 
Form; April 7, 1983. 

Perspectives on Architecture - Lee· 
tures on Architecture by Architects 
Calgary Central Library, Second Floor 
Auditorium, 7:30 pm. 
Daniel Soloman: February 4, 1983. 
Norman Hotson: March 18, 1983. 
Tom Dublclanlc: April 22, 1983. 
Tickets are $4.50 at the door. A recep
tion will follow each lecture at the 
Palllser Hotel Penthouse, Calgary. 

Alcan Lectures on Architecture 1983, 
Vancouver 
Organized In collaboration with the 
Vancouver League for Studies in Ar· 
chltecture and Environment and held at 
the Robson Square Media Centre. 
Rlcardo Legoretta: February 9, 1983. 
Kenneth Frampton: The Prospects for 

Critical Reg ionalism; February 23, 
1983. 

Angela Danadjleba: March 30. 1983 
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First Exhibition Palace at Fredericton, New Brunswick 
1863. 1877 

Matthew Stead, Architect 

Photo: Geo<oe Taylor Collection, Courtesy ol Provincial Archives of New Brunswick Fredericton 
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