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MISSISSAUGA CITY HALL: A FORMAL ANALYSIS
OF THE WINNING ENTRY-BY BARRY BYRNE

La publication de Mississauga City Hall, A Canadian Compe-
tition par Rizzoli suggére qu'il est temps d'enlreprendre une discussion
serieuse a propos du projet.

Les exemples qui ont servis de precedents pour le projet ( les travaux
de James Stirling et de Leon Krier) devraient étre explorés el une ana-
lyse formelle du design powrrait étre entreprise.

Cette article se termine en commenant le point de vue de Trevor

Boddy, lorsque celut discute la validité du batiment en tant qui architec-
ture Canadienne régionale.

The recent publication by Rizzoli of Mississauga City Hall:
A Canadian Competition would suggest that the time is ripe fora
detailed and serious discussion of the winning entry, by
Toronto architects . Michael Kirkland and Edward Jones,
and of the implications for architecture of a project which
James Surling has stated 1s “of high quality by world stan-
dards".

Despite the fact that the Mississauga City Hall is sull in
progress, the care and detail-work evident in the competition
entry make a fairly close critical reading of the project possi-
ble, even before its actual completion. My assertion of the
significance of the project is based on reading of the contem-
porary architectural milieu. The idea of a post-modern archi-
tecture is clearly in the wind, however many practitioners and
critics may wish to decry the label. Already a more focused
definition of the new trend is emerging. Philip Johnson's
AT&T Building, unfortunate example though one might find
it to be, has served to put a sort of nihil obstat to the fashion.
The Portland Building and the Human Foundation Building,
both by Michael Graves, have already exerted a stylistic influ-
ence in Toronto as can be seen in the most recent work of Eb-
erhard Zeidler and even in the recent redecoration of the
Manulife Centre at Yonge Street and Bloor. If the Missis-
sauga City Hall simply lives up to the promise of its drawings
(and one might reasonably expect it to exceed that promise),
Toronto may well find itself in possession of not another wa-
tered-down imitation of the new architecture but rather an
example that others will hurry to imitate.

This is not to say that the Kirkland and Jones project is
without its own immediate pedigree. In fact. any real under-
standing of the methodology, intentions and implications of
the scheme demands some examination of that pedigree in
its several manifestations. When we note the presence of

James Surling as the most prominent member of the Missis-

sauga competition jury, an initial exploration of trends
Surling’s work would seem indicated.

The early Surling impresses one as willful, yet so thor-
oughgoing as to be able 1o make his willfulness stick.

For all that Stirling continued to impress and shock, from
his student days at Liverpool Umiversity in the 1950’s over
the next twenty vears, he remained solidly within the frame-
work of established modernist concerns—the expression of
structure, the expression of function.

In 1970, however, one sees something quite different in
Surling's work, and 1t 1s notable that this surprise appears in
one of two projects that had as their co-author the voung
Leon Krier. The project was an entry to a hmited competition
for Derby Town Centre.

The preservation of an histonc facade was suggested. Stirl-

ing tilted it back (to form a band shell roof) definitely de-

taching it from a former context and theatncally crashing it

to another; ad hoc preservationism at its most astounding,

witty and even considerate, since the facade was a familiar

but not a remarkable sight.!

I'he authorized biography of Surling tends to suppress
both the menuon of Leon Krier and the idea of any partcular
change in the direction and focus of Surling's work, stressing
instead the aspect of a continuity of preoccupations, and in
fact there are strong currents of a continuous nature to be
discerned in the veuvre. Nonetheless, the clear expression ol
concerns that one could loosely classify as historicist appear
from this tme onward.

When we have estabished a connecuon to Leon Krier in
Stirhng’s work, it 1s not particularly surprising that Edward

Jones himsell cites Krier as a major mfluence on his work. A

final connection remains to be made. This 1s the influence,
most probably indirect and through the work ol Surling, ol
Colin Rowe, who was Surling’s thesis tutor and a continual

source of inspiration to his work. One mght then also draw
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into this net of architectural influences the recent works
which were strongly influenced by Rowe. Considering the
“net of influence” that has been sketched out above, how-
ever, it is entirely reasonable to perceive various streams of a
larger evolutionary moment in architecture, so that some
more finely detailed theoretical observations from one
“stream’” may be emploved to shed light on the underlying
assumptions and ambitions of another “stream”, in this case
represented by the new Mississauga City Hall.

The primary relevance of the “Comnell school™ is to be
found in two notions, neither of them particularly new but
both of them applied with a vigour unusual in the architec-
tural world since the Second World War. To begin with there
is the notion of a “plan aesthetic”, the consideration of the
plan as something to be considered, two-dimensionally, as a
composition in its own right. This is an approach which is
mstructive in itself, and can be applied with profit equally to
the production of the Ecole des Beaux Arts or the plans of Le
Corbusier, Aalto, or Mies (especially the Barcelona Pavilion
and the Tugendhat House). It was the particular genius of
Michael Dennis to explore this method of perception in rela-
tion to the plans of the French hétel particulier dating from the
seventeenth and eighteenth centuries. His exploration was
given force by the application of “figure-ground” analysis.
From this interaction was derived the notion of figural space,
and a critique thereby of the free plan.

It is probably safe to say that the free plan produced great
spaces, but not great rooms. Whereas the traditional plan
articulates the difference between spaces, the free plan ar-
ticulates the differences between objects, and the conse-
quent emphasis on spatial continuity and unity of the
whole is bound to be at the expense of the identity of the
part. Rooms therefore become “areas™ and continually
shifting relationships make a sense of place difficult to
achieve. In the living room of Garches for example there
can be no real sense of arrival, but only an outward thrust
towards the garden. The space is all for circulation, and
even the “correct” furniture might be an intrusion.2
Thus one comes to see a central opposition. On one hand
there is the “fried egg” plan, possessing an ideal, geometric
centre (a hgural space) and an eccentric perimeter. This is
most strikingly exemplified by the Hotel de Beauvais, by Ant-
oine le Pautre, 1655. The inverse of this, on the other hand, is
clearly shown in Le Corbusier’s Villa Stein at Garches, where
the perimeter is ideal and geometric, while the interior plan
displays marked eccentricity.
In a survey of the work of James Stirling after 1970, the
terms of reference examined above vield considerable in-
sight. There is apparent the evolution of a dialectic between
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figural space and figural object. In the project for the Mu-
seum for Northrhine Westphalia, Dusseldorf, 1975, an oppo-
sition is set up between major figures, one (object) a cubic
pavilion and the other (space) a circular court (fig. 2). In the
project for the Wallraf-Richartz Museum, Cologne, also of
1975, one finds a cruciform, round-headed court set into an
occupied ground plane, a very strong figural space that
becomes at the same time a figural object in an interestingly
negative way by virtue of its visibility in foto from the ground
plane. (It becomes, paradoxically, an “object™ that can be
seen in the round to an extent impossible with usual objects)
(fig. 3). In the Dusseldorf project, eccentricity is found in the
existing context, a fragment of historic wall, which then
serves to connect and set off the figures already mentioned.
In the 1977 project of the Dresdner Bank, Marburg, Ger-
many, the geometrical regularity of the existing context, a
sixteenth century mill, is opposed by the eccentricity of a
“free-form” glazed wall which makes a circulation route be-
tween and through the combined structure. In the work fol-
lowing the Dresdner Bank project one can perceive further
transformations of the relations between figural space and
figural object, particularly in the project for the Baver AGPF
Zentrum, Monheim, Germany (1978), the Staatsgalerie New
Building and Chamber Theatre, Stuttgart (1977-83), and the
project for the Science Centre in Berlin (1979).

In ways related to Stirling’s work, the work of Leon Krier
offers an emphasis which runs against the major thrust of
canonical modernism. Stirling’s use of pre-modern prece-
dent is accompanied by a vaguely ecumenical tone in his rhet-
oric. One senses that Stirling, who has built a number of pro-
Jects, is adept at being politic about the more iconoclastic
aspects of his work. Krier, who has not built, who in fact has
stated, “Nobody who builds nowadays can be called an ar-
chitect”, is decidedly not as politic, and by virtue of this his
rhetoric is much more to the point.

...the prison-like structures which have resulted from social
engineering have—in less than 200 years—destroyed a
thousand year old typological and constructional con-
sciousness. I do not believe that intelligent human beings
can continue to concern themselves with trivialities which
“express our age"—its essence, its speed, or even its
frightening fragmentation. Architecture cannot continue
to concern itself with such nonsense. The concern of archi-
tecture and building can only be architecture and build-
ing—that is, the creation of a world which is inhabitable
and beautiful, solid, durable and elegant.

This “imhabitable world” is to be fostered through ar-
chitectural means, an assertion which for Krier does naot imply
social engineering. It implies, rather, an exploration of the
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architectural wisdom and tradition which can be understood
as preceeding the Modern Movement. One is reminded of
Kirk Train's assertion in Perspecta 16: “while one can invent
form, one cannot really invent meaning. Meaning accumu-
lates through ume.” Krier writes:

The symbolic value which buildings must attain...is always
created by society, by the act of inhabiting, by custom, and by
the mental activity of associating certain buildings with
specific social activities. The architect can neither force nor
dictate these associations, nor can he invent them as he
wishes. He can only help them 1o take place, make them ap-
parent through appropriate iconography, and above all,
through typological proposals which have proved their ap-
propriateness throughout the ages. Iconographic attribu-
tions and signatures must always be laconic and remain
within the limits of their art.*

Having introduced the work of James Stirling and Leon
Krier, as well as the theoretical explorations of Colin Rowe
and those more or less of his persuasion, it remains for us to
link this body of work and criticism with the Mississauga City
Hall design in its specifics.

The figural aspect of the scheme provides a good starting
place. Two sets of figures dominate a reading of the scheme.
One is the ensemble of the city square and the hall, or lobby,
for which the figure of the “wall building” slab acts both as a
definition-giver and a mediator. A sequence of forecourt, en-
trance and interior court is distinctly outlined and the use of
wall and broken wall in counterpoint with colonnade serves
to emphasize these figures. Of interest also, is the apparent
displacement of half the circular figure that marks the council
chamber in such a way as to provide a termination to the
lightly defined cross-axis of the city square. However, a fur-
ther examination of this ensemble in terms of plan aesthetic
suggests that the clarity of the figures is somewhat weakened
by the treatment of figural boundaries and the transitions
from figure (o figure. The colonnaded passages framing the
city square seem to reverse their orientation upon meeting
the slab, so that what was interior, the more lightly textured
colonnade, becomes exterior to the square at the slab, while
the denser wall elements on the outside of the framing pas-
sageways are reversed and form the inside boundary of the
square at the slab (north edge). These passages then turn a
second time to run north again, framing the lobby figure,
where they seem to fade away at their northern ends. It
becomes unclear whether the passages or the square and
lobby are really the figure. The penetration of the slab by the
passages compounds this confusion. Figure and ground are
confused. In a similar way the conservatory, operating as a
transition between the lobby and the city square, is not ade-

quately distinguished from either major element and seenis
by turns to be a part of both elements as one examines the
second floor plan together with the ground floor plan (fig. 4).
One need only think of the Palazzo Barberini to see the rela-
tive weakness of the disposition of the transitional element
here (fig. 5). It should be emphasized here that the above
analysis is limited to a consideration of the plan aesthetic and
does not even attempt to deal with the landscaping of the city
square. The entry sequence as it will be expenienced is obvi-
ously clear and satisfyingly well-ordered and the city square
stands commendably in contrast to the amorphous, residual,
and difficult-to-inhabit civic spaces bestowed to us by Mod-
ernism. Considering the Pallazzo Barberini, however, also
clarifies some other problems. One immediately looks for a
garden or at least a memory of a garden to the rear (north) of
the city hall. The transition to the exterior on this face of the
building, however, is handled in a relatvely perfuctory man-
ner and leaves the impression that this part of the scheme was
not really finished, that this was only a residual problem in
the process of composing the design.

The second major figural ensemble consists of the coun-
cil chamber, the lobby, and the long, false-perspective stair
disposed along a single axis parallel to the slab of the wall-
building, which acts as a datum line for the circle, square, and
acute triangle. The transformation of sensibility which dif-
ferentiates this design from those ‘of a Modernist cast is
sharply delineated by a comparision with Le Corbusier’s Sal-
vation Army Hostel. In Le Corbusier’s project the geometric
figures set in opposition to a datum line (or plane, in three di-
mensions) are objects and can be read as such immediately
(fig. 1). In the Jones and Kirkland project they are not objects,
but rather geometrical rooms, figural spaces. Because a read-
ing of these figures depends on a perception of their sec-
tional elaboration, it is necessary to move from plan to plan
in order to evaluate the compositional qualities of the ensem-
ble. Again there is some difficulty with unresolved or rather
half-hearted transitions. The clarity of the figures vanes from
Hoor to Hoor, being somewhat more convinang at the second
and fourth floors and less so at other floors. The eclectic na-
ture of post-modern a la Cornell can be perceived in that
these spatial figures are also treated to some degree as ob-

jects. This 1s most obvious in the handling of the council

chamber, which can be understood as a disunct object from
the north, east, and south views. The north elevation allows
one to understand the lobby as a pvramid-topped object in-
serted into the mass of the building, and although this inter-
pretation is not ambiguous; the lobby is also indicated by a
change in the pattern of “rustication”™ on this elevauon, while
the use of an analogue to a giant order on the south elevation
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indicates its position very unambiguously. The stair, on the
other hand, disappears into the mass of the building.
Nonetheless, the “three-ness™ of the composition survives in
both north and south elevations, with the office tower filling
in for the stair as the third element.

The theme of a linear disposition of architectural figures
has an immediate precedent in the project for the Schinkel
Archives Building for Berlin, 1981, by Edward Jones with
Margot Griffin (fig. 6). Here one finds a disposition of circle,
square and long stairway without any remarkable figural
presence. As at Mississauga, the transitions between figures
are not uniformly handled with clarity. Taking the Schinkel
Archives project in conjunction with the Mississauga scheme,
one begins to perceive a general formal approach. In addi-
tion to the aforementioned linear disposition of figures,
there is also the development of a cross-axial strategy, in
which one figure is chosen to operate in two directions. In the
Schinkel Archives scheme a circle is used, logically, to handle
the not-quite-perpendicular relation of road to building,
while a square is employed to handle the entrance at right an-
gles to the axis of the project, as is done at Mississauga. The
linear strategy here outlined is characterized by a lack of hier-
archy among the figures. This is much less noticeable in the
Mississauga project where the logic of the symmetry of a triad
of figures serves to lend empbhasis to the central element. The
1981 scheme at Berlin is much more revealing in this aspect,
indicating that considerations of hierarchical ordering are
not strongly present in this formal method. Leon Krier's
1972 project for the Sprengel Museum in Hanover shows the
same features of formal organization noted, as does his 1977
project for the La Villette competition in Paris. The Stirling
Staatsgalerie project of 1977-83 at Stuttgart shows a formal
organization, especially in the entrance level plan, that can-
not but remind one of the Mississauga City Hall, but the
clarity of the ordering of the figures at Stuttgart makes mani-
fest by comparison the weaknesses of the City Hall plans (fig.
7). The central building of Stirling’s Bayer AGPF Zentrum,
1978, shows a related linear arrangement of figural elements,
but here the central element, the U-shaped administration
building is separated from the other elements, both in scale
and spatiality, allowing the development of a forecourt to the
complex (fig. 8).

Apart from strictly figural relationships to the work of
Stirling and Krier, a number of other similarities are to be ob-
served in the Mississauga City Hall. These range in scale
from details to more general moves of the parti. The use of
stone cladding in bands and colours is the most immediately
obvious example. Here the debt seems to be primarily to
Stirling. One finds banded stonework in the Chemistry Com-
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plex courtyard at the Bayer AGPF Zentrum, at the Stuttgart
Staatsgalerie, and at the Berlin Science Centre. Similar band-
ing is to be found in the Assembly Hall of Leon Krier's 1978
project for a school at St. Quentin-en-Yvelines, France. This
project is extremely important in another respect, in that its
relation to the Mississauga project reveals a distinctively non-
modern approach to the process of design. A comparison be-
tween the early conceptual sketches of Edward Jones and
Krier's sketch-manifesto for St. Quentin-en-Yvelines shows a
striking resemblance between the two tentative schemes (fig.
9). Given that Krier's scheme appeared in the same publica-
tion, Classicism is not a Style, as Jones' Schinkel Archives pro-
Jject, one must assume that a fondness for a certain number of
non-functional, purely architectural moves formed the basis
for the Mississauga scheme without much reference to the
nature of the institution or the site. Dereck Revington and
Val Rynnimeri, well within the tradition of Modernist criti-
cism, find this reprehensible.

--.(Barton) Myers’ design has a clear conception of itself as
a building type derived from a careful analysis and disposi-
tion of the programme, something which the Kirkland-
Jones scheme attempts by the layering of imagery and ref-
erence. The ultimate failure of the latter to deal analytically
with the programme, and to establish an overall hierarchic
interdependence between those formal types found in its
images and in the activities the forms enclose, leads to an
ultimate impotence of its forms and language.?

Revington and Rynnimeri attempt to see in the Jones-
Kirkland project a “sensitivity towards the diverse aspira-
tions of the suburban city”, but it should be clear that the de-
sign approach is instead based on a desire 1o see certain
forms juxtaposed, a picturesque sensibility, rooted in an ar-
chitecture that is essentially about architecture.

In a consideration of the desired forms that appear at
Mississauga one need not look too far 1o find their prece-
dents. The projecting belvedere is a favorite motif of Leon
Krier's, appearing over and over again in his projects. The
use of an even number of bays, leading to an odd number of
columns and a giant centre column is a feature of the school
at St. Quentin-en-Yvelines, and a similar three-column ar-
rangement is to be found in the Malmé Crematorium in a
competition entry of ¢.1926 by Sigurd Lewerentz, also pub-
lished in Classicism is not a Style. Another Scandinavian connec-
tion can be discerned in Gunnar Asplund’s Stockholm City
Library, 1920-1928, as related to the Mississauga council
chamber. This has two aspects: as a cylindrical form project-
ing above a lower roof line and in terms of its entrance, from
below, to the middle of a large cylindrical room. It is not sur-
prising to see Krier also borrowing from Asplund here in his
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European Parliament Building of the 1978 Luxembourg pro-
ject, in which one also finds a loggia contained within a pedi-
ment, again as at Mississauga (fig. 10). The form of the cor-
nice of the council chamber is unmistakably related to that of
the U-shaped administration building at Suirling’s Bayer
AGPF Zentrum. The arched entrance between the anoma-
lously located conservatory and the lobby at Mississauga and
in fact both the south and north walls of the lobby are obvi-
ously taken from Krnier’s perspective drawing of the Place de
la Marie in his La Villette scheme (fig. 11), whose drawing is
almost reproduced by Jones and Kirkland in their perspective
of the lobby (fig. 12). The glazed canopy over the north en-
trance to the city hall is derived from Stirling and in general
the use of shed-glazing at Mississauga can be traced to a
preoccupation with this device on Surling’s part that seems
to be a holdover from his pre-Krier years. The long stairway
in the city hall has a fore-runner in the stairway at Stirling’s
Fogg Museum, although the combination of this with the
precedent of Scala Regia in the Vatican to produce a resolu-
tion of the site geometry i1s without precedent.

Other examples of borrowings can be adduced, but it
would seem that the foregoing hist is adequate to make the
point: simply that what we are dealing with here is more a siyle
than anything else—social, functional, or contextual post facto
rationalizations not-withstanding. In this regard, however,
there is one more rather interesting observation to be made.
The Mississauga scheme utilizes the form of the pediment in a
new way. Although the resemblance 1o the early sketch from
the St. Quentin-en-Yvelines project is clear, the way in which
Jones and Kirkland utilize the form 1s quite different from
Krier's use of it, which 1s basically fairly traditional. One 1s re-
minded at Mississauga of Venturi's deliberate mis-reading of
the domestic window form, based, as he would have it, on the
child’s drawn perception of a rather diagrammatic house.
This remnterpretation of the pediment as a largely monolithic
solid rather than as a composition of tectonic elements finds
an interesting echo in the pediment-shaped entrance to Surl-
ing’s Clore Gallery—Turner and Tate Gallery Expansion,
London (1980). One thinks of Le Corbusier’s transformation
ol the traditionally massive podium to a void at the Villa
Savoye. Here there is something that goes well bevond the
use ol precedent, involving a transformational, and some-
what mannerist, attitude to the material of history, and sug-
gesting that this style might be expected to continue to de-
velop in new directions, expanding the lexical resources of
the architecture of our time in a much-needed way.

Finally, it is appropriate to explore the Jones-Kirkland
project in terms of itself, as an institutional building. The as-
pect of the Mississauga City Hall which first inspires one's re-

spect for the scheme is probably the fourth floor plan (fig.
13). The stair, the lobby, and the council chamber show an
elegance of resolution in relation to the southernmost “wall
building” and the north-facing skew. In fact, there is a quality
of virtuoso performance throughout. The programme of the
competition is particularly demanding and the functional
“fit”” of the programmatic requirements to the formal moves
of the parti is, by and large, surprisingly good. Exploring this
relation excites an admiration for the “compactness” of the
scheme, for the repeatedly deft intérlocking of formal and
programmatic themes. Thus, the aldermen’s access to the
council chamber on the third floor is entirely appropriate and
at the same time enhances the internal composition of the
chamber. The stairs to the rostrum overlooking the lobby, fit-
ted as they are over the entrance arch between the conserva-
tory and the lobby, show a complex “tightness” in three di-
mensions. Similarly, the distribution of departments and
facilities about the great stair seems to fall in place in a rather
unforced way. This is apparently the result of the latitude in
planning afforded by the circulation scheme. One can distrib-
ute the programme into three basic parts: an eastern segment
serving the council chamber; the “wall building™ serving of-
fice needs as an extension of the volume of the tower on the
second, third and fourth floors (charactenstically overlap-
ping the council-serving spaces on the fourth floor while pro-
viding appropriately separated day-care facilities on the first
and second floors); finally, the western segment, dominated
by the tower, providing office space for governmental bu-
reaucracy, easily accessible public facilities, and, on its upper
floors, rental space which can be distinguished from the pub-
lic functioning of the muniapal government by virtue of a
visible physical separation (i.e., by its being contained just in
the tower). In a sense one can understand the south slab as
allowing planning flexibility, acting as a buffer to the plan-
ning needs of the two major (eastern and western) functional
regions of the project.

If one were to search for a “weakest part” in this ensem-
ble, it would probably be found in the council chamber re-
gion of the building. Although one finds again a spaual vir-
tuosity in the interlocking of moves on different levels, some
things seem rather improbable, perhaps because of self-
imposed pressure to maintain the parti intact. Definitely open
to question is the matter of public access by escalator to the
council chamber. In the first place, escalators require mainte-
nance and are subject to breakdowns, necessitauing out-ol-
service status usually for several days at a ume, and the rev-
ersible escalator proposed would be even more prone to this
This is very problematic, considering that it is the pnmany
means of public access. In addition, the uni-directional na-
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ture of this system suggests that the attendance pattern will
be like that of a movie theatre, with practically everyone arriv-
ing before the “show” and leaving together at the end. More-
over, the position of arrival in the chamber at the top of the
escalator, dramatic and centre stage front, is not really ap-
propriate for latecomers. There is alternative access to the
chamber on the second floor, but this is also in the front and
shared with the official access of the aldermen’s lounge and
the offices of the city manager and the mayor. Given that the
aldermen’s access pays obvious deference to the decorum ap-
propriate to the chamber, the absence of such concern for
the public access indicates a lack of resolution. The arrival
point in the centre is more obviously appropriate in the As-
plundian precedent. (It seems to me to suggest a dramatic
way for a prisoner to appear in the dock, as in a French court-
room).

The arculation between east and west regions of the
building is inadequate on the second floor and only prob-
lematically satisfactory on the third floor. (The passage on
the third floor conflicts in function with rostrum to the lobby,
which, however, one cannot imagine being in use very often).
In general, one must feel unhappy about the rather diagram-
matic division of space as the plan steps down in scale from
the major figural moves. The attention to producing usable
and convenient division of space must earn one’s respect for
the effort obviously taken to resolve the requirements of the
programme. On the other hand, as a method, this falls short
of producing rooms and in the end remains a partitioning of
what one might assume would otherwise be open-plan office
space.

There is also the problem of the windows in the offices of
aldermen room numbers one and eighteen, one of whom
must inhabit a totally interior room, while the other finds
himself with a window that, no doubt through some clever il-
lusionism, disappears entirely from the facade. In fact, the of-
fices of the aldermen, city manager and mayor are not given
any special treatment outside of locating them more or less
conveniently around the council chamber. I do not think this
is appropriate; such offices have public significance and this
should be reflected in their location and arrangement, so that
there is an official presence either in the lobby or on the
facade. The aldermen’s lounge, on the other hand, seems to
have been accorded visibility and size (and thus public signifi-
cance) that do not really match its function. One can see the
utility of this element in the composition of the north facade,
where it stands in opposition to and equal importance with
the central pedestrian entrance while at the same time work-
ing to complete a composition of deceptive pseudo-
symmetry centering on that pedesirian entrance. The semi-

8 TFC

circular, keystoned arch window is, however, out of place on
the facade, finding an echo elsewhere in the building only in
the arch between the conservatory and the lobby.

A larger problem presents itself in a consideration of the
north facade. The base, i.e,, the first four stories, can be un-
derstood as a wall which conceals architectural objects and is
eroded at the east end, thus allowing a reading of the north
elevation as layered. One could even begin to understand
this as part of a former citv wall, behind which would be
found the “buildings” of the city which appear above the
wall. Considering the scheme’s indebtedness to Leon Krier
and his ideas, this would appear to be an appropriate read-
ing. The coplanarity of the “wall” with the tower at the west
end of the facade is thus doubly disturbing in the confused
reading it promotes both for the tower and for the four-
storey “wall”. There is a recognition, if not a resolution, of
this difficulty in the eaten-away entrance to the roof-garden
and running track at the fifth-floor fitness centre.

The front elevation of the city hall is its most interesting
feature. The “representational facade™ is a provocative re-
mnterpretation of the pedimented temple front. It suggests, as
does the north elevation, the wall of a city, thus promoting an
understanding of the city hall as a compound. There is a
happy convergence in these readings, as both “temple front”
and “walled compound” signify ritual uniqueness and
gravity. The facade manages the difficult task of avoiding the
quality of caricature that pervades so many North American
attempts at the re-use of historic motifs. It is clearly not a
one-liner. That this is so is probably a function of the duality
of reading mentioned above. Given the neo-classical implica-
tion of such a pediment, however, one might be vaguely un-
comfortable that there is no accompanying reference to
trabeation, the other “signature” of neo-classicism. The pan-
els of the upper facade and the proportions, if not the form
also, of the loggia likewise seem not entirely resolved. One
might also be a bit troubled by the muluplication of small
pavilion-like structures according to no apparent overall
compositional intent. That there is a serious-minded (and
quite acceptable) romanticism at work here is undeniable,
but one might prefer a more thoroughgoing compositional
approach,

There is at the same time a problem in the organization
of the elevation which is only suggested by the perspective
view of the south face. In the competition entry, the council
chamber would be only barely visible at the southernmost
edge of the plinth, and even then not across the whole width
of the terrace. This, like the problem of the offices of the al-
dermen, city manager and mayor, would have been an unfor-
tunate loss or representational expression for a city hall, but 1
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understand that this has been remedied since that time by a
reduction in height of the wall-building. Apart from the pedi-
ment-front, the other elements which call attention to them-
selves from this viewpoint have little or no correlation to the
functional expression of the institution. That this should be
so in the case of the tower has ample precedent. The tower
has a long history as a primarily symbolic element, no matter
what function it may originally have served. The clock-tower
here serves that symbolic function, but it is doubled by the of-
fice tower, which then has the gabled projecting belvedere on
its west face, which seems to be another repetition of the
motif for little or no reason. If the council chamber and
politicians’ offices were accorded more prominence, one
would fin this all simply an attempt at symbol-making of a po-
tentially charming sort, but in the absence of such clarity it is
a little bothersome.

Finally, after all of this detailed examination and some-
times admittedly nit-picking criticism, there arises the ques-
tion of the significance of the Mississauga City Hall in more
general terms. The Canadian critic Trevor Boddy sees the
project as significant primarily in terms of its import for an
embryonic Canadian regionalism in architecture. (This is not
to be confused with Kenneth Frampton’s grab-bag of favou-
rite architects, whom he has termed, confusingly, “critical re-
gionalists™.) Boddy’s assertion would find support in some
matters of detail (the use of copper roofing, the “earth
tones™ of the stone-work) and the supposed derivation of the
City Hall's formal language from regional examples of farm-
building complexes, grain silos and barns. He even goes so
far as to see the restaurant building in Krier's St. Quentin-en-
Yvelines School as some kind of barn. This argument would
only appear supportable if one were willing to equate a tem-
ple with a barn. Similarly the council chamber, with its grace-
ful cornice, is to be seen as somehow equivalent to a quite dif-
ferently proportioned grain silo, the geometry of which is
strikingly unarticulated. There seems to be in all this a wish-
ful attempt, in the service of theory-making, to perceive
causal relationships where there are none. Nonetheless, the
formal language of the Kirkland and Jones project does seem
sympathetic to the rural vernacular of the region. In addition
we can mention again the assertion by Revington and Ryn-
nimeri of “a sensitivity towards...the suburban city”. The
Mississauga project seems to be able to reconcile the urban
with the suburban, the rural vernacular of the region with the
memory of the long history of Western architecture. That it
can do this is hardly ascribable to a “Nordic character”, as
Trevor Boddy might have it. One might more appropriately
look for precedent in Ledoux, not in his visionary projects,
but rather in his harriéres and his rural architecture, where a

richness of formal invention firmly based in the classical tra-
dition gives rise to an architecture equally suitable to city and
country, while also, notably, successfully dealing with the
transitional context of the suburb. It is in a consideration of
the variety and richness of Ledoux that one can begin to ap-
preciate the potential for a revitalized architecture in the
work of Stirling and Krier and. finally, in the Mississauga City

Hall of Kirkland and Jones.
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