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KenneJh Frampton expose ici les bases du 

regionalisme critique: I' attitude critique de 

I' architecte face aux pressions croissantes du marc hi 

de r immobilier. 

TbeFiftbColumn:Wemaycommencethisdiscussion 
by inquiring upon what type of perspective does one 
have on the writings of Critical Regionalism since their 
fttSL publication in 1983? 
How have its principle ideas and issues changed and 
adapted to the changing architectural spectrum of the 
past five years? 

Prof. Kenneth Frampton: In answering this question, 
there are two articles, one published in Perspecta 20 in 
1983, and then in the same year, in the book The Anti
Aeslbetic. edited by HaJ Foster, a second article, was 
published. Thesecondarticlegrewoutoflbeftrst HaJ 
Foster -mote !be first article, which is in a way more 
descriptive in that it works by citing examples mainly. 
He then asked me to write the second article wilbin 
which I was asked to try to develop something that was 
more lbeoretical, more a matter of principal, which is 
what I tried to do with the' 'Six Points of an Architec
tural Resistance' •. Therefore, while bolh articles share 
!be same til.lc, "Towards a Critical Regionalism", !be 
second one was subtitled "Six Points of an Architec
tural Resistance''. 

FRAMP T ON 

There is this five year lapse of time, and the 
question of how and in what way has !be original 
position changed in this five year period, can best be 
answered by sighting that !here has been since that 
time, since 1983, a lot of talk about regionalism, if not 
Critical Regionalism. The whole notion of regionalism 
has surfaced. For example, !be School of Architecture 
and the Centre for Studies in American Architecture, 
which is based in Austin, Texas has become very 
involved in this issue. They organised a conference last 
year, or the year before, on regionalism. And I have 
obviously also given quite a few lectures on this subject 
in !be five year period we've been talking about 

One of the things which isembarrassingabout !be 
term Critical Regionalism is, in what way is Critical 
Regionalism different from Regionalism and does the 
term, the adjective, Critical, really qualify sufficiently 
the term Regionalism? It 's problematic because there 
is this misunderstanding that Critical Regionalism is 
really just regionalism, and regionalism in !be kind of 
sentimental and demagogic sense, which implies a 
specific style, therefore of course implying somehow 
or other, a very direct and simple minded reference to 
the vernacular. It is disturbing, of course, that this issue 
constantly comes up, this issue of being misunderstood 
in this way, and in a sense also being appropriated 
through that misunderstanding as someone who sup
ports a kind of nostalgtc, senumental attitude towards 
the vernacular. I've tried to correct !bat and in fact to 
start to talk about it in terms of a kind of necessary 
dialogue between tectonic, on !be one hand, and topo
graphic on the other, is perhaps a strategy for avoiding 
Ibis kind of misunderstanding. 

The F1!th Column magazine 
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TFC: You have on previous occasions previously 
discussed The Human Condition in relation to architec
ture and more specifically in relation to Critical Re
gionalism. What impact has Hannah Arendt's book 
had on architectural thought and expression with its 
underlying notion of existenliaJism? 

KF: Well 1 suppose one has to be a little careful in 
arguing that that book you just mentioned is an existen
tialist text, it is a text of course that is influenced by 
existentialist philosophy. 
Arendt was a pupil of Heidegger in any case, and also 
of Jasper, and as such she is very much formed by that 
mode of beholding. 

To come to the text itself, the most important 
argument that she makes is this argument about the 
victory of the Animal Laborantis. It is seen by certain 
critics of Arendt as a somewhat elitist view of the 
world, but! think that her perception is very convincing 
when she makes the case that modem industrialised 
mass society has created very large populations where 
the members of these populations are impelled to 
consume and that the economic imperatives of a late 
industrialized society emphasize consumption to an 
inordinate degree. In fact, in discussing the Animal 
Laborantis, I should say that we are, and I am para
phrasing, compelled to consume our houses, our tele
vision sets, our clothes, our cars as though they are the 
fruits of the earth which would perish if they were not 
immediately bound into the metabolic cycle of man, of 
nature. 

Through that, quite brilliant insight she makes 
this parallelism between surplus industrial production 
and the necessity fori ts incessant consumption in order 
to maintain it within the economic cycle. The way in 
which objects are reduced to this state and the chal
lenge that it then offers vis-a-vis architecture is re
flected in the fact that the rate at which buildings 
amortise has shortened. The life expectancy of a 
building in New York used to be forty years and I think 
its even less than this today as predetermined and 
calculated from the point of view of tax legislation. 
The whole pressure of the building economy. to build 
cheaper and to amortise the mvcstmentata more rapid 
rate tends towards reducing the building to a consumer 
object. Yet one of the strengths of the built environ
ment is its inherent aspect of resistance in that the 
object is not a freestanding obJCCtlike an automobile, 
or a television set, but rather it is anchored into the 
ground. It has been the idiosyncratic nature of the 
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ground and the anchor that has been one of the reasons 
why it has been notoriouslydifficulttoindustrialize the 
production of the environmenL Yet, one also has to 
admit to the attempt at the total industrialization of 
building, with the whole discussion in the Post-War 
period, in the 50's, of the promise of the total prefabri
cation of the environment, which did not come into 
being becauseofthe lack of market, that is, the relation
ship in terms of consumption between the investment 
of the built artifact in the ground and its relation to 
property value. And of course one comes back to the 
market being determined by consumption. All these 
things have inhibited, in a way, the project, the modem 
projecL There are so many complex issues involved 
here but I think that through her insight, vis-a-vis what 
she places under the rubric of the victory of the Animal 
Laborantis. is an awareness that these enormous im
peratives influence or have an impact upon the practice 
of architecture and the first thing I suppose one can say 
without going further is that it is extremely important 
that architects should be aware of this as a pressure that 
exists within the society. Then, they have to respond, 
it seems tome, in different ways to that pressure, partly 
because of the way in which that pressure itself changes 
but also because it is possible in one building to take 
different attitudes towards this condition. 

TFC: How do the principles of Critical Regionalism 
apply to a place whrch does not necessarily embody an 
inherent regionalism? 
Within the American context, the city of Houston can 
be seen as such an example. Is rts present reality. which 
is the reflection of a purely economically driven and 
controUed environment, not more appropriate than the 
notion of adapting a transplanted series of architectural 
intentions in the hope of establishing a more appropri
ate form of regionalism? 

KF: Th1s question raises the i sue about how can one 
talk about a regional culture when one has an uprooted 
condition and a fundamental break in traditional soci
ety, a break which is, in a way. the elimination of 
traditional societ), mdeed the elimination of the ver
nacular, and as such how can one l3lk about a region
alism at all? There seems to be in a sense a lie here, 
particularly in relation to modernization and m relation 
to a kind of modernised reality. 

I think that part of this response anses out of the 
opposition that one could appropriate from German 
nineteenth century thought, through such a philosopher 

5 



6 

as Ricoer, which is to recognise or to set up a mode of 
beholdmg and operating in which one can see the 
forces of universal civilization, and at the same time 
posit the possibility of balancing those forces or resist-
ing them in some way. 

TFC: As architects is it our moral duty to acquire a 
critical attitude and infonn people as to their need for 
an all encompassing form of resistance. Or rather, 
would it be more effective to occupy ourselves with 

trying to discover and un-

"to build and to 
derstand why the people in 

Cheaper the Third World want this 
Ricoer raises the issue 
very forcibly when be 
says th3.l no develop
ing ll3tion can afford to 
forego the benefits of 
univccsal civilization. 
I thinkbeisright, with
out question, but there 
is a real difference here 
between maximized 
technology and medi
ated technology. This 

amortise the investment at a 

more rapid rate tends to

wards reducing the building 

maximization? Would this 
attitude not beuer serve 
those which we are asked to 
bmld for? 

KF: Why people want 
what they want and how 
people get to want what 
they want is an enormous 

to a consumer object." 

becomes clear primar-
ily through certain 
kinds of parallels, agriculture is one of them, medicine 
is another, it is clear that maximized agricultural tech
nology has created a sitnation in some parts of the 
v.orld where thereareenonnous agricultural surpluses 
which they don' t know what to do with. This is 
particularly the case in Europe. Funherrnore, the 
environment is extremely polluted because this maxi
mized approach has been taken. The water table is 
polluted in some parts of Europe through the over 
fertilization of the ground, over production in fact 
Even dairy production has led to pollution. In Scotland 
right now, there is an enormous amount of pollution 
due to dairy products, that is, waste dairy products en
teringthewatersystemandkilling fish for example. So 
here you have this paradox where what one thinks of as 
a natural production, particularly agriculture, becomes 
maximized under the rubric, or under the rule if you 
like, of the imperatives of the universe of technology. 
This is a grotesqueuseoftechnology and to sight a par
ticular case, it is very well known that we are at the 
beginning of immunity in the population at large 10 

penicillin and to other antibiotics because the technol
ogy of the antibiotic has been abused. This also relates 
tothekindofconsumeristau.itudethatbecomestheob
jective on the part of the pharmaceutical companies, 
and the medical profession as well. When one puts it 
into those areas, agricultLLre and medicine, I think one 
can see much more clearly the necessity for a dialec
tical othemess to resist this tendency towards maximt-
7.ation and universali7.ation wherein one may develop 
alund oflevel of mediation that does not always use the 
maximum. 

problem. We touch here 
immediately this question 
of politics and the depoliti-

cization of society and the whole problem of educa
tion and awareness and critical consciousness. To the 
extent that television is a misinformation industry, it 
is a tool in the depoliticization of a society. One only 
has to look at television to realise that that is the case. 
On the one hand it's the tool of information but at the 
same time what is information? Information is not 
neutral, and particularly the information that is put 
through the television network is not neutral either, 
and therefore to some extent it is just disinformation, 
and of course it is ideologically functional to the 
expansion of the consumerist market and to the 
maximization of certain technologies. And so you 
run right into politics. One can't talk about architects 
as being just architects. They are architects but 
they're also members of a body politic and as such 
there are many levels on which this discussion should 
be engaged. 

It's extremely difficult when the architect, be
cause he is a liberal professional, working in a society 
such as this, is commissioned to do a global work 
where the work is determined by very imperious 
forces with very severe calculations. It IS very diffi
cult working at that scale to do a work which is criti
cally responsible, of course it is possible to set up a 
dialogue, but it's quitedifficult, I am talking of course 
about the way in which the American real estate 
industry and the development of working in the 
American real estate industry almost predetermines, 
together with the bureaucracies of the mortgage com
panies and the banks, the product that hits the market. 

The Fifth Column mag azi ne 



In a way, l.his whole argument does touch on ecological 
questions. In 1963, Chermayeff and Alexander wrote this very 
remarkable book CommuniLY and Privacy. The argument set 
forl.h in l.hat book about land settlement, in relation to megalopoli 
and in relation to nee-capitalist society are incredibly cogent and 
valid, l.hen and now. Land seUlement patterns l.hat are as 
responsible as those set out in Community and Privacy have not 
been embraced by the society. And yet when you look at 
CommuniLy and Privacy one cannot look at it as a radical 
document which would presuppose revolutionary conditions in 
ordertobeapplied. Itisamediation,itmediatesinasensewithin 
late capitalist civilization and technology. But the power of 
mortgage companies and the banks is absolute. What gets built 
in the suburbs is detenn ined by the banks, the mortgage compa
nies and the bureaucracies together. When you talk about what 
the people want, we are here faced with the real dilemma. What 
they want is whattheyareactually given to a certain extent, while 
the banks and the mortgage companies are going to turn around 
and say, butthepcoplewantthat. I'm not convinced. I think that 
the power of mortgage companies, banks and bureaucracies to 
predetennine the rate at which land is consumed is enonnous and 
it becomes an ecological and political issue, ultimately. When 
you look at Community and Privacy, it's not like looking at Le 
Corbusier megalomaniacal Utopian, Avant Gardist projects, it's 
an extremely realist critic and thesis. 

TFC: As architects in the late twentieth century, we are faced 
with what some consider to be a Post-Post Modem Condition 
where once more the architectural discourse is taken over by yet 
another new camp- the Super Modems- the Deconstructivists. 
We look back upon the Modem Movement, that which was once 
claimed to be the final utopian realization of all building efforts. 
What happened to l.he guest of the A vant Garde? 

KF: You'requiterighttoevokeorlinkAvantGardetothisissue. 
I do think that the Avant Garde is a specific historical category 
and in a profound sense it has to be Linked to the idea of the 
Enlightenment, and to a certain extent, one could even say, to 
Utopian or Realistic positive concepts of progress in relation to 
the species, beings etc. I feel very strongly about the energy and 
power of the Modern Movement particularly within the integral 
period where it arose out of the fundamental conviction of the 
manifest destiny of the Enlightenment or of the Modem Pro]CCt 
as Habcrmas has alluded to. They hadacapacitytosce the whole 
project of modemi1..ation in positive tenns. That kind of convic
tion is lost historically, it's denied or precluded from l.his 
historical moment, because of the fact that modernization has 
continued and has proceeded at such a rapacious rate that it has 
had certain consequences which one can no longer look at as 
being necessarily positive. That whole question of the modem 
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project, has to be looked at in a much more complex way. Society 
in general has much more extensive reservations then was the 
case, let's say in 1925, or 1935, or even in 1945. This places Lhe 
wholeheritageoftheAvantGardeinapeculiarlightltbecomes 
more and more difficult to assume that one can simply continue 
with Avant Gardist strategies, but ral.her one really has to try 
to fmd other ways of developing culture. IL is possible to talk 
about a super-animated Avant Gardism today, where the under
taking still has aspirations to be as radical , or as original as the 
fiiSt Avant Garde. But it, in a sense, not only ends up in a kind 
of repetition. even if it is a different repetition, to coin the term 
ofRoland Barthes, but at the same time it is often disconnected, 
deliberately disconnected, but nevertheless, still disconnect.ed 
from the imperatives of our historical realities and from the reaJ 
situation of the still modernising society. From this point of 
view, this kind of continuation of Avant Gardism, with an 
emphasis upon the "ism", is in itself ambiguous. Il's really a 
question as to whether it is Critical or Radical. One has to make 
very specific demands of it, to examine the discourse in a very 
specific way in order to make ajudgementabout it from the point 
of view of radical or critical culture, because it can aJso be seen 
as evasive. Late A vant Gardists' gestures can aJso be regarded 
as being evasive by not being radical, evasive vis-a-vis the actual 
historical state of modem society. 

fodd Richards and Franlca Trubiano art both rtctntly gradu· 
ztts of the McGill School of Architteturr. 
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o ne of lhe unfonunatc consequences of suggesting lhe lheme "Technology and lhe 
Architect" for this issue of THE FIFTH COLUMN 
is that the mention of technology and architecture in a first breath commonly inspires 
references to High-Tee architecture and the notion of a contemporary technologi
cal society in the second. At once, the relationship between technology and architecture 
is v icwed in a manner which suggests it is something new or, at least. that it has become 
the focus of our architecture now that our society has become so overwhelmingly tech
nological. The unfortunate part of such a dialogue is the haste with which it accepts the 
basic notion that contemporary society is predominated by technology, and the error it 
commits in disregarding the historical dependence of architecture on technology. 

If one accepts Vitruvius' notion that architecture requires "ftrmness" then, as 
Geoffrey Scott has written in The Architecture of Humanism, by this necessity 
architecture' 'stands related to science, and to the standards of science. The mechanical 
bondage of construction has closely circumscribed its growth. Thrust and balance, 
pressure and its supports, are at the roots of the language which architecture employs ... 
On every hand the study of architecture encounters physics, SLatics and dynamics, 
suggesting, controlling,justifying its design (and without which) architecture is impos
sible, its history unintelligible.'' (Methuen,pg.2) Today, the weight of this statement 
is being substantially enhanced as the development of computer-aided design opens up 
new approaches to the consideration of architectural design. 

There is much room to question the notion that contemporary society is predominated 
by technology, and this debate is fundamentally a sociological one. The architectural 
dialogue on technology seems to have wandered incautiously into this sociological 
realm while, unfortunately, limiting their discussions on the subject to aesthetic 
expression. But the issue is far more complex than that One might well question, 
for example, whether Douglas Cardinal's new museum in Ottawa is a more 
profound investigation of the architectural/technological relationship than the more 
blatantly "technological" work of Foster or Rogers. It seems that a far broader 
consideration of technology and architecture, derived from a clear understanding of 
their historical relationship, wherein technology served as a means and as an indJspen
siblecomplimentto Commodity and Delight, is imponantto the future development of 
architecture. 
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B e a u 
Symptom 

of Insecure 

by Tony Barake 

L'lpoqv.e conumporaine a be la 

seine de la remise en ~stion des 

valeurs itablies et de la vbiti absolv.e. 

Tony Barake esquisse ici cof11/'Mnl le 

probleme de la signification en architec

ture a lvolul depuis deux siecles eJ in

dique comment le Centre Pompidou 

constitv.e un "signe" tk notre temps. 

The search for meaning in function 
and in teChnology characterizes the 
Modem MovemenL Questioning and ul
timate! y rejecting this notion, as many do 
now, leaves a void at the centre. The 
initial distancing from the certainty of 
how and what to build began in the 18th 
cenwry to later reach a high period in the 
19th, when style wars were being fought 
by architeCts. The abstraction process, 
which separated the idea and style of a 
building from its particulamess bad be
gun much earlier, but the raging histori
cismoflhe 1800'swasasortofculmina
tion. 

The Industrial Revolution was the 
effervescent adolescence of a new age. 
Crystal palaces, immense bridges of 
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stcel, and wondrously crafLCd build
ings of stone, steel and glass were 
erected, boastful of what "man can 
do". Physicists weresuu.ing lhatnoth
ingwas lefltodiscover. The Empire's 
colonies were feeding its industrial
ized, coaJ burning towns the raw mate
rial necessary to dominate nature. As 
a result of such resource availability, 
the builders developed new tech
niques, allowing them to, for the ftrst 
time, exceed the sizes and heights of 
Roman monuments. The absolute 
beauty of these ancient masonry 
monuments was being emulated in 
cast iron, glass and stone veneer hung 
on steel. It was inevitable that the 
thinking become functionalist, and the 
technology which made all this pos
sible celebrated. 

With Loos and his contemporar
ies, a questioning of the necessity to 
borrow meaning from the past arose. 
Meaning was to be found in the new 
forms and structures. Plain surfaces, 
structural systems, and the open plans 
werenownewlyexpressive. Architec
ture stopped being referential to older 
monuments and it was not long before 
it became referential to itself. Para
doxically, the ancient ecclecticism 
began to give way to a newer one. 
Form followed fonn. Various schools 
of thought evolved and competed indi
cating a continued search for Truth. 
There was much room for debate. Al
though Le Corbusier adored the ra
tional beauty of machines, he saw the 
poetry inherent in form, and often 
contradicted his own writings to im
bue architecture with lhat poetry. 

In philosophy, the absolute val
ues and ethics of Plato, and Kant were 
being challenged by Niezstche, and 
later, in the twentieth century by the 
existentialists. Meaning no longer 
would be derived from absolute truths 
to be then used by logic to elaborate a 
complex world. Instead, meaning be
came inherent in existence. The inter
pretation of perception mediated by 
experience becomes truth. It is a 
convention ,reflecting the current real
ity. Logic begins to be seen as a con
structofthe mind, not a law of nature, 
as the crisis in mathematics brought on 
by Cantor and Godcl dcmonstmtcd. 
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Physics recognized the necessity of 
the observer during his crucial early 
twentieth century. Yet the scientism 
of architecture lagged behind. Build
ings took on forms dictated by a search 
for absolutes. 

Today, after the rejection of 
Modernism, the question of meaning 

The interpretation of perception me
diated by experience becomes truth. 

recurs constantly. Post Modernism is 
a sort of schizophrenia, oscillating be
tween the lost truth of technology and 
the lost truth of the past forms and 
beauty. No longer is either satisfac
tory. Certain buildings of the Late 
Modem period address the issue of 
meaninglessness, although they su
perficially seem to be glorifying the 
forms of technology. Designed by Pi
ano and Rogers, Centre Pompidou in 
Place Beaubourg, Paris is such a build
ing. It has been called gothic by some 
critics, referring to the obvious revelry 
in structure and its exaggerated ex
pression, much like the work of the 
stone masons of the middle ages. But 
Beaubourg, shows a certain humour. 
The gothic masons used the intricate 
stone work to glorify religious ideals. 
Theirs was a confident monumental
ity. With Beaubourg, some fun is 
being poked at the past era of techno
logical miracles. The building is 
overly built in a sense, asking the ques
tion: "Does this give it more mean· 
ing?". 

ll is interesting to note that the 
two architects of the project hold di
vergent views on technology. Renzo 
Piano sees himself as a builder, and ad
mires the beauty that can be achieved 
with new structural methods. Richard 
Rogers, although labelled as a "high
tech" architect, denies the implica
tions of this appellation. He uses the 
forms of Buckminster Fuller and the 
English Dymaxion movement only as 
a language, to express technology. He 
does not adhere to their philosophies 
of greater efficiency through science 
and mass production. It is ironic lhat 
Beaubourg is made of very sophisti· 
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cated partS manufactured by artisans 
in old fashioned workshops. The re
cent Uoyds of London shows his use 
of applied and integrated factory ltke 
complicauoos on an essentially pns
matic form, creating a wonderfully 
playful and intereSting tower. The 
collision (or collusion) of these two 

The building is overly buiH in a sense, 
asking the question: .. Does this give it 
more meaning?". 

G 
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architects' views gives a building that 
reflects the era 

Beaubourg is an insecure build
ing. lL displays an exaggerated modu
larity and flexibilily. Everything is 
clip-on and moveable, including the 
escalator on the facade, the ventilation 
systems, and the fuewaUs. Have the 
architects decided that users' needs 
are changing unpredictably, and that it 
is impossible to make a building that 
fits the moment and will continue to fit 
for any Length of time? Building per
manence is being questioned. 

Beaubourg's great success as a 
tourist attraction indicates that a reso
nant chord has been struck. Inherent in 
its appeal as sheer novelty is the idea 
that shock value is the Last resort to a 
jaded, shifting vision. It is a building 

0 

designed for the senses, with its 
glassed mechanical access, bright 
colors, and huge spaces. In an existen
tial age, where all values can change 
with new events and fait-accomplis, 
those are the only stable elements. 

On a more prosaic level, Bcau
bourg comments accurately on the 
changes in thinking towards the con
textual fabric. The surrounding city is 
addressed only by providing a paved 
plaza to separate it slightly from the 
building, to allow the visitor to take a 
step back and look at the technological 
wonder. The architects deliberately 
created this plaza by moving the music 
facilities in the program underground 
smce the competition program did not 
anticipateany open space. It is a build
ing to be looked at, but strangely 
enough, one can also look at the city 
from its cLipped on escalator that goes 
nowhere. 

From the operational standpoint, 
one tends to forget that Beaubourg is a 
"Centre Culture!", since this Culture, 
this Platonic absolute, is totally over
whelmed by the architecture. The 
architecture becomes the culture, 
which can no longer be imprisoned in 
a library, or in a gallery. 

. . 
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ANNOTATED 111DLIOGRAPIIY 

"Ren1o Piano", Arch!!ecture d'Auiourd'huj, no. 219, Groupc 
Expuuion, Paris, fevrier 1982, pp. 1-53. 

This issue, devoted to Piano and his wortc, shows his bent towards crafts
manship and building LCchnology. In the inLCrview (pp. 4-8) he aaya: 

"every artist, sculptor, painter ... must know the 
tecmcs of his profession before being able to 
express himself[ ... ] elegance originateS from the 
strict necessity of the material". 

" Le langagc de l'industrie", Architecture d' Aujoyrd'huj, no. 221 , 
Groupe Expansion, Paris,juin 1982, pp. 1-63. 

This issue fcatu~s many buildings by Rogers and by other archiLCetS 
which borrow from the language of factories. Rogers exaggerates slrUCIUre,as is 
obvious in his Quimpcr distribution centre (pp. I 8-25), where he creates a LCnsilc 
ovcrstructure, and in his lrunos Factory where the ventilation sysLCms arc almost 
an omamcnt placed on top of the roof, and fmally in the NAPP Jabs, where the 
structural LCUSses arc exLCnded beyotmd the building limits. 0oe wonderfully 
ironic building in this issue is a flower marlcet by L. Saviloi (pp. 10-13), 111hich 
totally oontnu!ic:ts it function through its industrial form 

Buchanan P., "FosLCr/Rogers: High Tech Classical/Gothic", 
ArchilcClU!JI Reyjew, Vol 169, no. 1011, May 1981, London. 
pp. 265-282. 

This anicle compares the wortc of FosLCr and Rogcrs, stating that Rogcrs 
could be classified as a Gothicist and Foster a Classicist. Lloyds of London and 
the llongkong Bank are featured. 

The Centre Pompidou is documented in many places. The SOUrceJ I used 
for the figures and descriptions arc listed below: 

" Bcaubourg", Architecture d'Aujourd'hur, no. 213, Groupc 
Expansion, Paris, fevrier 1981, pp. 92--95. 

Futagawa, Y., Ceoue Beaubourg Global Architec)ure, vol. 44 
Edita, Tokyo 19TI. Text is by the archiLCets and from the 
program for the building. 

Frampton, P., Modem Arcl!jtcc!Ure. revised and enlarged 
edition, Thames and Hudson, NY 1985, chap. 4. 

Fuller, R.D Ideas and Imcgrities, Macmillan, rt, 1974. 

Here Buckminster Fuller expresses very clearly his ideas on architecture 
and building: (p. 96) 

" ... that the materials-raw, partially processed, 
or sub-assembled-of old housing ( ... ) have Y."elghed 
on the average of one hundred to one and ha,•e 
bulked on an average of ten to one in excess of the 
quantities necessary to accomplish t.hc end result, 
and have fallen as proportionately short of 
sausractory performance as they have of energy 
conversion efficiency. •' 

Tony Barake is now completing his Bachelor of Architec
ture at McGi/1 University. 
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The dramatic changes that have occurred in contem
porary society as a result of, or concurrent with, 
technological changes, and the failure of architects to 

ing social 
context. is discussed in this article. Professor AJbrecht 
argues that architecture must address the evolving 
social context if it wishes to remain a legitimate and 
socially responsible institution. 

"The present situation is still hostile to the essential 
role of architecture as a primary form of reconciliation: 
the architect is made to respond as either engineer or 
decorator under the pressures of a technological world-

"Me!aDhvsics of the Dresent: Where only trivialized 
works of art win exhibition value." 
Waiter Benjamin1 

Currently archttecture enjoys an unprecedented 
popularity with the general public. This can be ex
plained, on the one hand, through an eagerness by the 
press to glamorize the more spectacular results of new 
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developments in architecture and, on the other, through an 
increased public knowledge of past architectural achieve
ments. Disappointrnentiscertain, however, if one expects 
to find this popularity paralleled by a thorough awareness 
of the present condition of society in the work of archi
tects. Never before has architecture disassoci.aled itself so 
completely from social issues and problems. This hap
pens at a time when pronounced social change has taken 
place, change which not only requires reactions by archi
tecture, but which is also bound to influence the nature of 
architecture and its role in society. Unfortunately, role 
models of the past are unquestioningly accepted; or the 
position is taken that the purpose of architecture is self
evident and not in need of continuous definition. It seems 
reasonable to state that architecture faces a crisis of 
legitimacy. What are the dominant characteristics of 
current society and recent social change, and what are the 
implications of these on arcbitectme? What follows is a 
brief discussion of these questions and an attempt to 
outline how architecture can respond to the challenges of 
the current condition of society. 

I. Oneofthesalientcharacte.risticsofpresentsociety 
is the all-pervasive belief in rationality; but what appeared 
previously as a sure safeguard against all irrational ten
dencies has now become itself irrational. The logic of 
positivism allows only for rational thinking with regard to 
means. Statements about objectives and ends remain 
subjective, according to positivist postulates, and are, 
therefore, at best, a-rational. As a consequence, goal
finding processes are considered to be an irrational activ
ity; the only kind of rationality possible is functional in 
nature. These positivist tenets provide the epistemologi
cal and methodological framework not only for the natural 
sciences, but also for the mainstream of the social sci
ences: value-free conduct is the generally accepted norm 
in the scientific realm.' 

As a result, societal goals are discussed without the 
involvement of one of society's main institutions. The 
sciences do not take pan in such a debate; their reflective 
capacities and resources go unutilized for this vital task. 
Instead, goal-fmding processes occur only in the political 
realm, leaving societal goals both embroiled in politics 
and substituted by interests, preferably by ones which can 
be measured and quantified. The insistence on value-free 
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conduct by the sciences furthers the trend in society to 
abandon qualitative for quantitative concerns. Mean
while, scientific knowledge transformed into technology 
helps to produce means for which ends have to be found 
-surely an inversion of any real rational behaviour. In 
addition, the influence of the positivist sciences (e.g., sci
entific management. operations research. systems analy
sis, and so on) has brought about a rationalization, b~u
cratization and technocratization of most aspects of oar 
life. The abstractness of thought tends to overwhelm the 
concreteness of life. The loss of moral order has been sup
planted by technical order. Behavior previously guided 
by ethics has become role-behavior directed by rules. 

Simultaneous with a widespread disinclination to 
discuss and share common goals and values, a distinct 
plurality of interests has surfaced, heralding the appear
anceof a new kind of democracy. Not so long ago, a social 
and cultural elite occupied the center of power, provided 
leadership, and determined the direction of society with
out the participation of the public at large. Today, 
however, and despite the positive aspects of democratic 
participation, there remains the problem that any govmt
ment. in order to maintain itself, may have to satisfy all the 
particular wishes of numerous special interests, thereby 
losing its ability for decisive action. The ability to govern 
according to any given set of principles may be impos
sible, 4 at least as long as the pronounced selfishness of 
individual interests remains unchanged. 

The manifestations of pluralism appear at a time 
when the retreat from public life is no longer myth but 
certainty. This is no coincidence, since both processes are 
interdependenL The preferred places for activity outside 
the realm of work are now the family, and associations of 
like-minded people who have the same socio-economic 
background and interests. involvement in such associa
tions is often confused with participation in public activ
ity. With the erosion of public life, not only has the stage 
for developing corn m on values been lost but also the sense 
of belonging to a larger entity, namely to a community. 
The search for identity no longer relies on identification 
with a given community The classic milieu of public ex
perience --the city-- tS undoutedly in a state of decay, 
contrary to exaggerated news about a reversal of this 
trend. The move to the suburbs continues, and the suburbs 
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do not fosrer public experience, nor even a sense of 
belonging to a community as one might expect; at best 

they provide a kind of pseudo--community. An ever
increasing mobility prevents people from developing an 
identity through a profound ~lationship with their social 
and physical environment 

Another implication of the retreat from public life is the 
development and application of two sets of ethics: for 
family and close friends nobler ethics are applied, 
wbereasforthecherisbedactivityofenhancingone'sown 
interests (and those of the group to which one belongs) , 
less scrupulous ethics apply. The paradox of the loving 
and caring family-man who also happens to be an aggres
sive and ruthless businessman may suffice to portray this 

phenomenon. UnfortWlately, this schizophrenic situation 
is genecally condoned and, indeed, taken for granted. The 
existence of these double standards prevents a genuine 
discussiooofthecommonobjectivesandlegitimateneeds 
of others. 

An additiooal consequence of the disappearance of 
public life is growing media manipulation, which is fully 
in keeping with an increasingly consumption-oriented 
society. This should not be smprising in a society where 
a marked shift from qualitative to quantitative concerns is 
occurring. UnfortWlately, when progress is largely de
fined in material terms, the quality of life depends solely 
on economic growth. At a time when the majority of 
people can easily satisfy their basic needs, economic 
growth can occur only if the consumption of non-basic 
goods is continuous! y increasing, and that, in turn, neces
sitates the incessant creation of artiftcial needs.s Conse
quently, the rationality of the marlcet dominates most 
aspects of life. Almost everything is subject to pecuniary 
evaluation; and efficiency, the fetish for many and the ap
parent cure for all woes, is replacing humanist concerns. 
Moreover, the urge to comprehend reality is no longer 
fashionable. The moment a large segment of the popula
tion is occupied with gaining material wealth and achiev
ing success m a career, efforts to understand reality are 
considered an unnecessary hinderante" 

II. What has been said in this rather short discussion 
of the present condition of society is not new, but this is 
the socio-political context in which architecture is situ
ated and must perform. We have seen that the pursuit of 
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mtionality, alluring as it is, has some major dmwbacks. 
Due to the influence of logical positivism, rationality has 
been defmed in such a way that the delibemtion over 
values is considered to be of a subjective and, therefore, 
non-rational nature. In conjunction with this point of 
view, the concomitant declaration that only empirical in
vestigation will deliver objective knowledge has further 
provoked the move from qualitative to quantitative con
cerns in society. 

Not only is this situation disquieting, it also poses a 
direct threat to architecture, as is evident in the uncritical 
acceptance of this quantitative trend by the commercial 
segment of the profession. The importance given to issues 
of form by a minority of the profession could, at ftrst 
glance, be viewed as a reaction to this trend; but this is not 
the case. The emphasis on form will actually further and 
not diminish that trend since form is stressed at the 
expense of other qualitative aspects essential to architec
ture. Thecurrentindependence of form is a reaction to the 
Modem Movement's scientiftc and rational approach 
toward architecture, an approach which resulted in func
tionalism and reductive formalism. There are no elabo
rate comments necessary about the results of both scien
tiftc planning and the design minimalism of the Modem 
Movement; the impoverishment of urban life is obvious 
enough.7 Yet to replace the rational fallacy with a fallacy 
ofform will not bring about a "better" architecture, nor 
help stem the quantitative trends in society, nor make a 
profound contribution to the quality of life. The preoccu
pation with eclectic and historicist form creates a symbol
ism devoid of meaning. 

The neglect of social issues and of the public good 
by those concerned only with formalism or commercial 
design shows a complete disregard for the ethical founda
tion of architecture. To claim that architecture is an 
artistic activity and, therefore, spared the task of taking 
issues beyond architecture into account, misrepresents 
and misunderstands true artistic activity. The strict 
fulfillment of client demands, which is used by the 
commercial branch to defend the disregard of public and 
social issues, although good business sense, is unprofes
sional conducL1 Such behavior accepts by implication, 
and perhaps even consciously, the common adherence to 
two sets of ethics. The commercial "ethos" of many 
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fmns and their excessive promotion of efficiency leads to 
an internalization of rationalization and technocratization 
processes already so prevalent in society,andthis,in turn, 
produces an externally mechanistic environment This 
has recently been cosmetically camouflaged by borrow
ing from the past 

While the Modem Movement failed in its social 
intentions and the "physical determinism .. practiced 
during the fifties and sixties did not cure urban ills, these 
failures should not be sufficient to cause us to abandon 
social issues. Admittedly, the sociological studies con
ducted during the last few decades to assess major design 
projects provided a sobering experience; but it is now 
evident that the conclusions reached were often exagger
ated in the justifs.able attempt to counter exaggerated 
promises previously made by planners and architects 
alike. It is now also clear that some aspects of these studies 
were fundamentally flawed, since such empirical studies 
can only analyze quantifs.able problems. 

The conclusion is not that architecture and physical 
planning cannot contribute to the solving of urban prob
lems and to the improvement of urban life, but rather that 
their contribution must be assessed anew. Unfortunately, 
there will be no certain and clear-cut evaluation possible 
because of the qualitative. and thus immeasurable, com
ponent of this question. The hope that empirical analysis 
will solve this particular problem remains wishful think
ing. And aggravating the problem is the fact that available 
scientific knowledge about the urban realm is of a general 
nature; thatis,human needs are expressed in numbers and 
in abstract categories. Yet the design professions must 
cope with concrete situations and problems. Both the 
social sciences and the design professions must come to 
terms with this predicament. Of course, the solution is not 
to shun such difficulties; architecture must accept its 
responsibility. A renewed consideration of social and 
qualitative questions would reduce polarization in archi
tecture, and would also strengthen the attempts of those 
architects who do not accept the present .sw.u.s 5Um in 
society and in the profession alike. 

The pluralism in contemporary society indicates, as 
previously mentioned, the disappearance of a democratic 
reality based on elitism with which architecture was 
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closely associated or pan of. Many consider architecture 
to be an elitist activity and there are reasons that support 
such a notion. Surprisingly enough, it appears as if 
architecture is not fully aware of the disintegration of the 
coalition between elitism and design and of the questions 
which are raised by this disintegration. For instance, does 
the disappearance of the elite mean that architecture 
should change its role and forge a new alliance, or does it 
mean that arcbitectme should remain an elitist activity 
and be an institution which counters pluralism, and that 
this will benefit society? If the latter. then it seems 
necessary to question the attitude that being elitist permits 
architecture to prescribe ways oftiving and determine the 
physical environment at its discretion. Being avant ga:rde 
can no longer mean being deterministic. Yet this state
ment needs modification; otherwise, there is the risk of 
oversimplifying a complex situation. 

To consider the alternative, we have the proposition, 
sympathetic to pluralism, that architecture should give 
people what they want This proposition must also be 
questioned. The obvious objection to it rests on the fact 
that the desires of society are not only manipulated but 
actually created by the commercially controlled media. 
Giving people what they want would, therefore, be irre
sponsible and would imply an impainnent of the creative 
process, since this process cannot operate without respon
sibility. Nor can it function without authority when it 
comes to making decisions of a creative nature. It is 
precisely this claim to authority that made arcrutecture 
congenial to an elite in the first place. To fulfill the wishes 
of people is against the nature of the creative process, and 
since those wishes are manipulated and artificial, one is 
inclined to favor the demands of the creative process. But 
the claim to authority and responsibility, inherent in the 
creative process. is also against the justif ~able demand for 
participation by all segments of the population on mauers 
important to their life. 

It is necessary here to distinguish betv.-een the concept 
of panicipation and the fulfillment of wants. Could one 
argue that in some areas, especially creative ones, democ
racy may lead to questionable results? Obviously, this 
question needs attention. Unfortunately, architecture has 
so far been unwilling to seriously investigate when par
ticipation must end and when, for reasons of both creativ-
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ity and responsibility, authoritative decision-making by 
the architect must take over. ln other words, how much 
determinism is essential for good quality design and how 
much detemumsm is permissible before democratic prin
ciples are violated? The common excuse for not address
ing this issue is that the principles will vary from case to 
case. And of course they will, but such a feeble excuse 
manifests intellecwal shallo'fl:ness. for il rests on the 
assumption that arcbiteetumllheory can deal only with 
problems of form. A profound inquiry cannot be avoided 
for problems of this nature need theoretical insight and 
guidance.' 

The problems of participation. fulfillment of needs, 
and the creative process have so far been discussed in the 
context of recent change in our democratic reality. But 
these problems must also be considered bearing in mind 
thecurrentaclmowledgementofvarious ''tastecultures'' 
(popular culture). To object to giving people what they 
want, given that these wants are manipulated, takes on a 
different meaning if one assumes that beneath those wan L~ 
there might still be genuine tastes (one must differentiate 
between wants and tastes). Vernacular architecture in its 
pre-indusuial form was a true expression of such tastes. 
Until recently, architecture has been associated predom i
nantly with high culture and, as much as architecUJre is 
avant-garde, it has indeed created high culture. The 
contemporary partial rejection of this association is~ 
sponsible for the current popularity, and the promotion, of 
the vernacular. This promotion, however, overlooks the 
fact that the vernacular of the industrial period was not 
truly vernacular, but a style marketed according to the 
taste of the builders.10 Attempts should nevertheless be 
made to discover the genuine taste cultures and consider 
them as a source for diversity and an inspiration for 
creativity. The fine line which separates a manipulation 
and copying of such tastes from a truly creative response 
must be heeded. Also, we cannot overlook the argument 
that the promotion of popular culture will, in the long run, 
work against high culture in thesensethatsuch promotion 
lessens the possibility that high culture can give new 
directions and induce necessary change. It would be a 
fallacy for archit.ecture to side with high culture at the 
expense of popular culture. 

The task (difficult as it may be) is to work with both 
popular and high culrures to assure a great variety of 
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stimulating influences on architecture; but also to permit 
architecture to have its own creative impact on each 
cultural realm. Needless to say, that is presently the case. 
What is lacking, however, is an awareness of the disparity 
and incompatibility between these two cultures, and a 
greater insight is needed into both positive and negatives 
aspects of their interdependency. Missing, too, is a debate 
about what kind of role architecture should play in assist
ing interaction between the two realms, and how much 
high culture must be favored because of directional and 
intellectual gains for soc1ety and architecture alike. The 
negative possibilities of the association of architecture 
with each realm are not fully understood. For example, in 
the case of high culture, architecture could be tempted to 
remain elitist in a deterministic, instead of suggestive, 
way. With regard to popular culture, it could mean an 
unquestioned perpetuation of the negative aspects of 
popular culture. The beneficial impact that architecture 
could exert in both instances must be clarified. A creative 
and positive connection of architecture with each culture 
would assure a plurality in architecture that would elimi
nate formal demagoguery of any one position in architec
ture. 

The preceeding statement describes the potential of 
such a situation in optimistic terms. It also assumes for a 
moment that the cultural realm is safe from penetration by 
the market. Unfortunately, this is not the case. Most 
cultural products, even those of high culture, have become 
consumption goods; that is, their exchange value is 
greater than their use value. Architecture, because of the 
nature of its products, has been for quite some time the 
only aspect of culture to resist this trend. But this is 
changing for a variety of reasons. The widespread habit 
of considering the home primarily as a possibility for 
investment and, therefore, as a continuously changing 
affair, is a manifestation of this change. A similar attitude 
determines the financing of large-scale projects. Acquir
ing short-term profits is the objective; long-term consid
erations, including those of a non-pecuniary nature, are 
dismissed. Thus, constant selling and re-financing is 
characteristic of this building sector. Finally, a growing 
number of buildings have become advertisements in the 
strict sense of the word. These various processes have 
made it possible for the ''laws" of the consumer market 
to determine the ou tcomeof the design process; that is, the 

The Ftfth Column m•s•zine 



continuous need for new appearances and fast change, 
with which the market operates, has invaded architectural 
activity. The present formal emphasis in architecture, 
where attention can be gained only through exaggeration 
which surpasses previous exaggeration, attests to this 
invasion and corruption --architecture has become fash
ion. ThefailureoftheModem Movement seems not to be 
the so le cause for post-modernism; the total penetration of 
the cultural realm by the forces of the market might weU 
be the other:l1""Another characteristic of the present 
condition is the disappearance of public life. The absence 
of public life has far-reaching consequences not only for 
society but also for architectural activity. Architecture 
has always understood itself as an activity that depends on 
public life and public activity. We do not yet know the full 
implications of the disappearance of public life with 
regard to the production of urban culture. We know more 
when it comes to assessing the loss of a setting for 
discussing common objectives and a means for identify
ing with a community. And we speculate what the 
disappearance of public life could mean in terms of 
severing the ties with tradition and history. What we do 
know, however, is that, with the absence of public life 
architecture is in danger of partially losing its justification 
as a didactic instrument for explaining the past and as a 
medium for expressing present cultural and social iden
tity. 

In light of all this, it is ironic to sec the appearance 
of colonnades, porticos, pediments, columns and similar 
architectural elements in current architectural language. 
These elements once attested to a rich public I i fe and were 
part of its symbolic expression: they articulated the drama 
between inside and outside. Today this kind of dialectic 
is lacking. There is no precarious balance between these 
two realms; their areas of separation and transition have 
become unimportant, unless one is concerned about secu
rity. Today the outside has lost its significance, and the 
absence of meaningful urban spaces is immediate proof of 
this bitter truth. The outside has degenerated into useless 
space framed by surfaces for adverttsemenL It should be 
evident that with the disappearance of public life the 
architectural elements mentioned cannot take on any new 
symbolic meaning; very likely they become initially the 
appendices and finally the symbols of advertising. 
Whatever public life remains is threatened with becoming 
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"internalized", and then misused and corrupted by 
gallerias and urban shopping malls. The damage inflicted 
on suburban life and culture by suburban shoppingcenterS 
continues through its urban duplicate. In the world of 
Potemkin,publiclife was abundant.; only its built counter
part was missing. Now, this situation has been reversed. 
though the emphasis on ''facades'' remains. 

Parallel to the present preoccupation with architec
tural elements that previously portrayed a flourishing 
public life occurs a fascination with the application of 
axes. Unfortunately, the preceding observation applies 
here too. With the disappearance of public life, this 
application of axes seems a rather futile exercise. In 
addition, the use of axes overlooks the obvious fact that 
the manner of circulation has changed profoundly since 
the time when axes were more common. In conjunction 
with this alteration another change has taken place. 
Current sense of space differs from that of previous times, 
partly because of cultural differences but more so because 
of our constant over-exposure to two-dimensional stim
uli. A full experience of axes needs a three-dimensional 
awareness of space. In the past, the application of axes 
symbolized and implied a discernible societal direction: 
axes were directed toward a center and similarly ema
nated from iL With the disappearance of an authoritative 
elite leadership, this kind of symbolism seems to be out of 
tune with social reality. Pluralism and axes belong to two 
different worlds. Nevertheless, one could argue that the 
renewed application of axes and architectural elements 
that once symbolized public life may be helpful in pre
venting the total disappearanceofpubliclifeand that such 
an application may also be helpful in expressing perma
nence and continuity. If this holds true, then the reappear
ance of such devices in architectural activity can be 
justified. Their reuse must, however, occur with an 
awareness of, and as an answer to, current social predica
ments. 

It is evadent that the social changes discussed have 
had, and wall conunue to have, a profound impact on 
architecture. lt i · also evident that architecture cannot 
avoid invesugating the political, economac and cultural 
context in which it operates, and the social forces which 
determine our ume. Yet it seems as if the profession, 
while occupied with rejecting the methods and condemn-
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ing the results of the Modern Movement. has also dis
carded the critical and inquisitive mode of operation that 
proved to be the common deoominalor for its diverse 
members. It is certainly OOl this critical attitude wh.Jch is 
responsible for the negative implications of the Modem 

Movementbut,ralher,theprematuredisappearanceoflhe 
movement itself. ll appears we are to e.xperience another 
disappointment if we think tha.L without such an attitude 
current architectural efforts v.ill, in the long run, produce 
beu.er results. 

m. Tbe discussion about the present human condi
tion points to a fundamental dichotomy, which expresses 
itself in such oppositions as the abstract versus the con
crete, quantitative versos quali.lative and functional ra
tionality versus substantial rationality.11 Architectural 
activity displays these dichotomies. On the one hand. 
there are the thought processes of the engineer explaining 
problems through causality- the solutions offered are 
therefore rational in a functional manner. On the other 
band, there is the mind of the artist reacting reflective) y to 
life- in this instance problems are confronted by creativ
ity. The objecti .. ·e of the engineer is 10 maintain a system 
in its equilibrium, whereas the aim of the artist is to 
transform a system, 10 create a new reality. Ideally 
speaking, the architect is both engineer and artist. and it 
is precisely this syntbesiz..ing capacity which could help 
mitigate the current dichotomy of dilemma in society. 
Doe to the overall and continuing trend toward speciali
zation, this concept of the ideal architect not only seems 
outdated, but it is also increasingly improbable that such 
anidealarchitectmightexist Yettheidealmustbeupheld 
ifweareseriousaboutmeetingtbecballengegenerated by 
these dkbotomies; and this challenge has recently be
comeeven more critical since, as pointed out. quantitative 
consickra.tioos now far outnumber qualitative concerns. 
Again architecture, because of its dual nature, is in a 
unique position for assisting societal auempts to alleviate 
the mentioned dichotomies and counter the advance of 
ooe side at the expense of the ot.her. 

In conclusion, arcbitectwemust ( 1) accept its capac
ity for synthesis and not perpetuate polarization processes 
by its own polarization; and (2) declare again a critical 
inquiry in to the human condition as an essential part of its 
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activities··t3 Accepting both demands is in accordance 
with the humanist tradition. Architecture needs more 
insight into the reasoning that justifies the constant in
ducement of artificial wants and the almost total commer
cialization of every aspect of life. It also needs to be more 
aware of the implications of an increasing plurality of 
interests, an ever increasing mobility and a concomitant 
disappearance of public life and common objectives. To 
accept the status quo in an unquestioning manner would 
mean to accept uncritically its underlying ideologies; 
emancipation from false consciousness would remain 
elusive, impeding human, though not material, progress. 

In case there is the impression that a claim is being 
made comparable to the one at the outset of the Modern 
Movement. namely. that society can be changed for the 
better only if the ideas of architecture would prevail. then 
clarification is necessary. All that is demanded here is that 
architecture commit itself fully to its obligation as a 
socially responsible institlltion. To do this correctly, 
consideration of the buinan condition by architecture 
must be undertaken in a dialectical manner, that is, 
architecture must enter into a dialogue with the general 
public and other social institutions. Given the fact that 
truly qualitative aspects of life are currently lacking 
support, alliance should be sought with insututions that 
voicesimilarconcems; but again even in this instance, the 
dialogue remains essential. 

It is obvious that the academic side of architecLUre 
has a special obligation to perform, not just because of the 
particular task but also becausei ten joys greater independ
ence from economic and social pressures. To teach only 
professional sldlls or aesthetic competency under these 
circumstances would be to ignore or even to oppose the 
obligation of architecture. If the demands outlined are 
met. especially the call for critical inquiry, then architec
ture could live up to its intrinsic purpose, that is, to 
enhance the human condition and make life more mean
ingful- the legitimation crisis of architecture could end. 
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Notes 

1. A. Perez Gomez, (1982), p. 55. 
2. W. Benjamin, (1969), p. 188. 
3. Value-free conduct is based on the drive for objective 

knowledge that is fo\Dlded on the belief that there is nothing that 
is not given in stable object& and that cannot be perceived by the 
human mind and logically ordered and thereby made intelli
gible and comm\Dlicable. Yet this quest for certainty is panl
leled by, if not steeped in, a fear of liberty. While a reduction 
of all to a \Uti versa! objectivity avoids the arotieties and risks of 
personal responsibility and decision, liberty and choice must 
cope with the imperfection of knowledge, namely with uncer
tainty. K. Jaspers in H.J. Blackham. (1959). 

4. One of the more vigorous remedies for this danger calls 
for a drastic reduction of the role of govenunent. This would 
elirrUnale the possibility that a nominally omnipotent govern
ment becomes the pawn of all the separate interests it must 
appease in order to secure support. F .A. H1yek., (1978). 

5. H. Marcuse (1964) asks for the replacement of Mux 's 
concept of "economic exploitation" with the Freudian notion 
of "instinctual repression." Repression characteristic of most 
historical situations was necessary because of scarcity. It is for 
this reason that repression is not inherent in human nature but 
is 1 historically conditioned phetlomenon. In a society which is 
increasingly capable of removing scarcity, repression tends to 
take the fonn of "surplus repression." Conflict in society is 
caused then by the clash between the rationality of the rnnet 
and real human needs; the Wteven development of the produc
tive forces prevents societal emancipation. Uneven means, 
here. that our moral and reflective capacities are not as well 
developed as our productive capacities. Cf. K. Mannheirn. 
(1940). 

6. W. Shawn, (1982). 
7. The exteru to which the abstract tendencies of positivist 

rationality or "ruthless economic exploitation" are responsible 
for this impoverislunent is. in the opinion of K. Frampton 
(1981), not yet clear. In my view, both must be held responsible. 

8. The professions differ from other commercial activi
ties through an adherence to ethical slAndards thal. of course. 
need redeftn.ing according to changes in society. What remains 
constant. however, is the acceptance of the notion of the public 
good which guides any professional activity. The colloquill 
wage of the word "professional" disregards its originll mean
ing. 

9. Urban plartn.ing literature hu been edd.rusina these 
problems since the '60's. Admittedly, the situation in planning 
is not e;uctly the same. but many pvlllels exist. 

I 0. It ought to be mentioned that the vernacular of Lhe 
period was, nevertheless, embedded in regionalism which had 
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its own economic and social base., w herus today this bue hu 
disappeared for 1 variety of reasons, though culturll traces of re
gionalism may exiJt. 

11. c.w. Mills, (1963). 
12. These dicbolomiea are part of the Cartesian split 

between mind and body, cognition and reality (m comjJ.IN 
and res extmsa>. 

13. A. R01si believea tha1 .. !M gulf between art and 
profession an be bridged throuS}l !M search for !M basic 
human condition", (1982), p. 21. 
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Zaha lladid no us livre dans cet entrev~ Its dijferents asptcts 

rh sa formation et de sa pratique professionnellt qui ont con

tribue d elaborer effectivement sa vision particuliirt de 

I' arcltiteclllre. 
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Last spring, Zaha Hadid was interviewed by Nicholas Holman 
and Paul Lalonde, both srudents in architecture at McGill 
University. The night before the interview, Ms. Hadid spoke at 
the Alcan lecture series on her work. 

TFC: You started off in mathematics. Did you have any idea 
of going into something else later on? 

ZH: I always wanted to do architecture, so math was ... I don't 
know why I did math ... I just liked it as a subject. so I thought I 
would do it for a short period of time. I was never intending to 
just devote my entire career to mathemat~s. 

TFC: Would you say that the mathematical education has 
influenced your work? 

ZH: It does because, first of aJ I, it abstracts your thinking. It also 
gives you a system which I think for architecrure is very 
appropriate. I mean it depends on the person; forme it was very 
useful. 

TFC: Before you encountered Malevitcb, in your fourth year 
at the AA, what kind of design philosophy were you following? 

ZH: Well, I mean, in third year, what design philOSO
phy do you have? At the AA, you choose units which you 
have a certain affinity to,togo to places where you think you can 
explore ideas which otherwise are not possible. So my work in 
third year was quite different. but I was still interested in very 
similar kind of ideas. 

TFC: And now you've gone beyond that, you've diverged 
from it? 

ZH: I think so. I think it was an important starting point, but. .. 
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it's not my Bible son of Lhing. 

TFC: What's happening now in Berlin? What's the stage 
with the...;c various buildings? 

ZH: WeU, Berlin, you know ... is a very strange place where 
lh.ings take off, and sleep for a while, and then they move on ... 
I v.'3S complaining in Germany recem.ly and they said that.. you 
know,lhings we a long time here. Seven years is the nonnal 
lhing; it's only been a year. With the m A it will dribble on, and 
will eventually get built. and most probably will not be recogniz
able because they'll mess about with it so much. But I think that 
the Japanese projects, although they were started a year later, 
will happen quicker. 

TFC: llscems Like a very cwious silualion in England where 
you have all these people with incredible ideas, and yet the 
auitude of the population in general seems to be very negative. 

ZH: WeU, four or five years ago there was a turning point in 

British architecture. TheBritsresistedPost-Modem-

1 sm for a long time. and there was a moment when they could 

have really geared towards Modernism again. There was a whole 

debate which was about the Mies van der Rohe tower in 

London. h was kind of an issue of principles and many people 
knew that, if they rejected it. it would mean the end, for a period 
of time, to any Modem work in Britain. Had they accepted it, it 
would have really enabled a lot of people to do a lot of work in 
England. It put a lot of people in a very difficult position where 
they kn~· that maybe they couldn't support a project totally, 
because 1l wasn' treally Mies' best work, and yet they knew it was 
a political issue. 

I think il'sa m-that it didn't happen. First., I don't think it's 
a bad building. IL'snothisbest, butil'snotbad,considering what 
they do in London. lL made architecture really very superfiCial 
and posed certain people onto the political scene who had no idea 
what they were talking abouL I mean, Prince Cbarles had a lot of 
JeawaybecauseofthissiUJation. England isveryfunnybecause 
it acts as a kind of incubator for ideas and people come from all 
over the world to study there and to develop ideas. But they all 
leave England evemually, and that's the sad thing. 

There has never been an English Modern tradition. The 
English don't like change. The English accept people who do 
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funny Lhings because they accept eccentrics, but when push 
comes to shove they don'treally support them. And that's what 
happens to a lot of designers: textile designers, I already said 
fashion designers ... They all leave. Some very strong people had 
to get out of there. The music scene is the same, although there's 
a lot of money in it And you take also all their top architects ... 
If you look at Rodgers, Stirling and Foster, Foster has built his 
main building in Hong Kong. He's built in England but not in 
London. Stirling, after I don't know how many years- he's sixty 
~ears old - he's just opened the Tate Gallery extension last year 
m London; after aU he done, he's never been able to build in 
London. Rodgers was in an unfortunate situation where he had 
todoPompidoubeforehedidLloyd's. Andtherearemanyother 
examples: you look: at Peter Cook, at Cedric Price, and a whole 
bunch of people who really did very, very interesting work in the 
sixties. They could have never done it anywhere else- but they 
~wa~s wereseenask:ind of nuts, you know ... IL'sa very strange 
sttu.auon now, because there is a lot of work in England, but it's 
really sch.locky, it's really bad stuff. 

TFC: So do you foresee staying in England? 

ZH: lreallydon'tknow. I mean, I'm there right now. Iquitelike 
London because it's central. And I think what is exciting forme 
about London is that it has all these services which are otherwise 
unavailable in any place. It has very good engineering fmns, 
very good. specialists, who all work all over the place, but they 
are based m London. There are a lot of people based in London 
but they don't do work in England. 

TFC: How do you find dealing with the engineers in your 
projects? 
Z~: Well, I deal with Peter Rice, ofOve Arup's, and they have 
a kind of group which is Creative Engineering, and they are far 
more flexible than anybody else. 
So they get a project from you, and they're interested to see 
whether they can deal with it For the Berlin project, they 
actually volunteered to do the work. Peter Rice heard that we 
needed help and he just volunteered. So we work with him very 
closely now. Really, he's fantatstic. And his group is very good, 
and. of extreme help to us. And they never see a problem. I mean, 
bas•cally, they deal with it 

TFC: . :ou used computer-designed dr.1wings on the Peak 
compeutJOn, but how arc the paintings actually produced? You 
have, say, an aerial perspective, are they layed out using the 
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computer? 

ZH: No, they're done by hand. They are various projections. 

TFC: Do you do any of that? 

ZH: I do all of the preliminary sketches, yes. We have a pattern 
of colours which we mix prior to any of the paintings. It lakes 
a long time to actually build it up, but. it's very funny, we found 
always at the end that the final image is very close to the 
preliminary study. The big drawings take a long time. 

TFC: At lecture last night. many people seemed to be struck 
by the intensity of the graphics and the originality of the way 
they're put together. I was wondering why you felt it was necessary 
to develop such a •.. 

ZH: We felt that drawing, which is imposed on archi
tects and is basically invented by architects as a method 
of communication, is rather restricting. And we felt that 
if the work had to take on a different kind of fonn, then it had to 
be seen from a different kind of viewpoinL I think the drawings 
were a very useful tool, because we manipulated the worlc 
through them; we felt we had to see the work through projections 
which were not available otherwise. And I think the projections 
were really seen as sketches, because the work developed 
through them. The drawings and paintings were always done 
simultaneously. 

TFC: So the painting's not an after-the-fact thing. 

ZH: They' re not illustrations. A lot of the time they work almost 
in parallel to the work at different moments in the project; 
they're not done at the end. 

TFC: I noticed a difference between, say, the earlier black 
and white drawings and the later colour drawings, especially 
those which incorporate oblique projections. You get more of a 
feeling for, say, the textures of the materials that are involved. 
I'm wondering how this graphic serves to communi
cate your intentions? 

ZH: I mean they 're really done for our personal use. They're not 
done as a way of explaining iL And a lot of the drawings have 
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a kind of a story line in them: the Peak drawings and the Berlin 
drawings, for instanCe. So there is this constant thing where you 
make the painting as a kind of piece and segment it to understand 
the pieces in iL Because all these projects really rely on more 
than one layer. For example, all the interiors of the Peak were 
always drawn to show the differences between the beams and the 
fluidity of the space within the various projects. There'salways 
this desire to convey more than one piece of information in a 
drawing. And in time they become much more compressed. 

TFC: The reason I ask that question is thatthere'san obvious 
parallel between the drawings that are exploded or superim
posed, as you say, and the buildings themselves whose plans 
scemtocomeapart. Itcametomymind: whatyou'reproposing 
is a new vision of the world. I don'tlmow if that's accurate ... 

ZH: It portrays a different kind of world. I mean, 
it doesn't have to be so global that it covers 
everything. The work had always wanted to really be 
visionary, and in a sense predicting certain things which could 
occur in the future. There'sbeen aversion tolookingtotbefuture 
for many years. Of course the future's always unknown. but I 
think architecture in a way is a field where you have to project 
ten or flft.een years ahead of time because it takes tha1 time to 
complete a projecL And I think you have to take into considera
tion the evu-changing conditions in cities because nothing is 
really ever static. You have to be able to actually inject a certain 
vision - you might change your mind about it in ten years' time, 
you know, it might not be right- but you have to be able to do 
that. 
I think also that by teaching and studying at the AA for a period 

of time, it's really a learning exercise where a lot of these ideas 
could be implemented. It allows you, in a sense, to predict 
certain things. The projects from the unit we did are being done 
now in London. It's very curious because we picked up all the 
sites which now, ten years later, have bea>me available as 
development sites; at that point they were noL And a lot of the 
time our predictions were quite accurate, which gives one the 
confidence that one's analysis of the situation is quite conu:L. 
not, obviously, one hundred percenl. buL.. 

I think the difficulty is a lotofpeoplearefrightened of the idea 
that you're giving them something which they have not yet 
experienced. I see the work, even in the office, really like a 
laboratory. 
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TFC: This ties back to what you were saying of people being 
afraJd of lhings they haven't seen before. When I asked about 
yoJU vision of the world, I meant what is your vision of the way 
people can live. Many people look at your plans and say 'you 
can'tlive in a building like lhat'. 

ZH: I do not think that people wish anymore to live in a Modem 
surrounding. They like to have their little toy houses with little 
gardens, and it's very much kind of au:too lmd, you know. And 
I think it has to do with a certain upbringing, or rather with a 
certain political situation which makes the living conditions very 
conservative. For example, in London, if you 're talking about 
living in lofts- which for them would be kind of a freak- in New 
York, people have been living in them for a very long time. So 
what might seem to be conventional in one place is not conven
tional in another. I just think that there is a different way of 
looking at things and that has to be tested. I think it's valid. 

You know, there's also a tendency now that people 
don't say anything. There's no declaration of any 
form. They have no views. There is no opinion. So 
it's really a mishmash, highly eclectic, and it's very 
safe. I think that the progress of architecrure relies on 
people taking certain risks. 

TFC: WeU, that Laking of risks and willingness to explore 
different ways of living is theballmarkoftbeheroesofModem
ism. 

ZH: Yes, there was a Modem tradition which has either been 
killed orr deliberately or died off because the participants didn't 
want to pursue it I think it was a very valid experiment. and 
people should try to pursue it I don't know by what means or 
to what end, but 1 just think that we do work in a different way, 
we do live in a different way than we did a hundred years ago. 
The way we enjoy public spaces is different OJU whole vision 
of movtment within t~ city is very difftrtnt. Things which 
changt, like rtStaurants or shops - things that can bt regJUgi
tattdand done vtryqu.icldy, and thrown away- if we applied that 
attitude to housing or landscape, it could havt a lasting t/ftct; 
it might tnable ptoplt to worlcand livt in a way which t~y don't 
kllow is availablt. 

People generally don't know what is available. On one 
hand they're too scared to try something which 
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is too imposing. On the other hand, I think 
fundamentally it has to do with the fact that 
architects lost a great deal of respect and power 
because they made so many disasters, and 
they're no longer given the chance to pursue 
other things. 

TFC: CouJd I ask you about your own house? 

ZH:l liVe in a very small little thing, which 

is untouched, like a derelict almost. 

TFC: It"s always like that You have Corb designing these 
big concrete buildings and working in his little log cabin. 

ZH: And I'm not sure I even would like to live in my 
own thing. I might even think of asking someone else 
to do it in the end (I don't think so), but I imagine it 
would be difficult to live in your own place surrounded 
by all your own objects. 

TFC: How do you find working with students, as a teaching 
experience? 

ZH: I used to enjoy teaching for because I thought it was 
reciprocal. I learned a lot from them and they learned whatever 
they learned from me. (I stopped teaching this year.) What I 
enjoyed most about teaching is to really watch people change. I 
m~, the work is one thing, but the personalities change ... The 
unat I ran at the AA, which was previously run by myself, Elia 
[Zenghelis] and Rem [Koolhaas], was extremely demanding in 
tenns of inventing programs for cities. They had to find the site, 
and write a program for it. which was a very taxing exercise but 
very valid. But ultimately the most important part of this whole 
e~riment was that a lot of the students became very close 
fnendsofmioe. Also, in time you have a support system. There 
are people who you can l.alk to, and who have certain affinities 
with you. 

TFC: And did you find that il helped you break out of the 
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traditional approach to building? And would the students tend 
to follow you or would they tmd to [rest of question buried by ZH's reply] 

ZH: Well, in the beginning they didn't really follow 
me; I think the more well-known I became, the more 
it became that they really joined me because I was so
and-so. They expected to do my kind of work. and that's why 
I stopped teaching. I've had some very good students over the 
past ten years, and some of them have carried on in [my area of 
work] ... A few of them work for me. The others are all over the 
world. I think it changed their view of the world, which for me was the most 
valid experience. 

TFC: Many of the people felt after hearing you speak that you 
exude an incredible optimism. What is your feeling, look
ing at the future? 

ZH: I am oplimistic. U 1 werc:n 't optimistic I wouldn't be able to do this 
worir::. 

TFC: Many people also seemed disturbed by 
your apparent dislike of trees. 

ZH: lt • s like an in-house joke. I ac:ru.ally don ' tlike trees. I like them in Ouna 

because they're willow uees. I like naum: in the sense that !like the ruggedness 
oflandscape: like when I went to Australia, the light is very beautiful , the beach 
is very beautiful, the water's beautiful, and that's nature. I have anavenion to 
the way architects for a long time used nature to fudge architecture. You take a 
plan, and someone designs the interior, they put a plant here and there, and they've 
resolved it. People can't do elevations put a tree in front of it, and the elevation 
disappean. When they don't know what to do with the section, lhoy dnow • poop1o. 

tllllfllwllhpoop._ ....t._,_ Thol'•wballrully objoctm. l lhlakk'•-"•aina.........._ 

Flowers? 1 don't mind flowc:n ... 
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TECIINOLOGY, REALITY, (RE)PRODUCTION 

Interpreting a Baudrillard text* 
hy 

R C A R D 0 

"It is a new generation of signs and objects which 
comes with the industrial revolution. Signs without the tradition 
of caste, ones that will never have known any binding restrictions. 
They will no longer have to be 
coW!Jerfejted, since they are 
going to be produced all a1 
once on a gigantic scale. The 
problem of their uniqueness, 
or their origin, is no longer a 
matter of concern; their origin 
is technique, and the only 
sense they possess is in the di
mension of the industrial 
simulacrum. 

L C A S T R 0 

Which is to say the series, and even the possibility of two 
or of n identical objects. The relation between them is no longer 
that of an original to its counterfeit--neither analogy nor reflec

tion-but equivalence, indif
ference. In a series, objects be

Montreal. Silos, 1986. 

come undefined simulacra one 
of the other. And so, along with 
the objects, do the men that 
produce them. Only the oblit
eration of the original refer
ence allows for the general
ized law of equivalence, that is 
to say the very possibility of 
production.'' (pp. 96-97) 

The urban silo made possible through a modern technology is re-presented

and re-produced--(t)here. Like the endless elevated highway, the pervasive 

high-rise or its older counterpart, the walls, gates and towers of the 

medieval city, the modern silo has become "undefined simulation''. Its 

silent proliferation marks the absence of an origin. Its presence in the urban 

landscape reminds us of a lost "post-technological future". 
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'' ... The fact alone that anything might be simply repro
duced, as such, in two copies, is already a revolution; you only 
have to consider the shock of the African native seeing, for the 
very ftrst time, two identical books. That these two products of 
technique should be equivalent under the sign of socially neces
sary work is less important in the long run than the serial repe
tition of the same object (which is also of individuals as force-of-

work). Technique as medium dominales not only the "mes
sage" of lhe product {it's use-value) but also lhe force-of
work that Marx wished to make the revolutionary message of 
production. Benjamin and McLuhan saw this matler more 
clearly than Marx; they saw the true message: the true 
ultimatum was in reproduction itself. And that production no 
longer has any sense; its social finality is lost in the series. The 
simulacra win out over history." (pp.99-IOO) 

Catcassone, France. Gateway to the Old City, 1984. 

Layers of massive walls: stone, sand, metal--materials of a mythic past--pro

duced and re-presented here thanks to light, the evasive medium of the 

photographer, the writer of light 

v o lu me s c v c n number 2 29 



"E\'ery image. every media message, but also any 
functional environmental object, is a test--that is to say, in the 
full rigor of the term, liberating response mechanisms according 
to stereotypes and analytic 
models. Today. the object is 
no longer "functional" in l.be 
traditional meaning of l.be 
word; it no longer serves you, 
it tests you. It has nothing to 
do wil.b l.be object of yester
yez, no more than does 
media news wil.b a "reality" 
of facts. Bol.b objects and 
information result already 
from a selection, a montage, 
from a point of view. They 
have already tested "real
ity", and have asked only 
questions that "answered 
back" to l.bem. They have 
broken down reality into 
simple elements that l.bey 

have reassembled into scenarios of regulated oppositions, ex
actly in the same way that the photographer imposes his con
IJ'aSt.S, lights, angles on his subject (any photographer will tell 

you: you can do anything, all 
you have to do is approach the 
original from the right angle, 
at that right moment or mood 
that will render it the co"ect 
answer to the instantaneous 
test of the instrument and its 
code). It is exactly like the test 
or the referendum when l.bey 
translate a conflict or prob
lem into a game of question/ 
answer. And reality, l.bus 
tested, tests you according to 
the same grill; you decode it 
according to the same code, 
inscribed within each mes
sage and object like a mini
aturized genetic code." (pp. 
120-121) 

Atcobaca, Portugal. Cloister, 1983. 
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Inside and outside, light and dark, black and white, solid and void, all adding 

up to the presence of presence and absence, all, ultimately speaking of differ

ence. Is simulacrum a presence or an absence?. How is reality present now? 

Alcobaca, Portugal. Cloister, 1983. 

The Fifth Column magazine 



• 'The very definhion of the real becomes: that of which 
it is possible to give an equivalent reproduction. This is contem
poraneous with a science that postulates that a process can be 
perfectly reproduced in a set of given conditions, and also with 
the industrial rationality that postulates a universal system of 

equivalency (classical representation is not equivalence, it is 
transcription, interpretation, commentary). At the limit of this 
process of reproductibility, the real is not only what can be re
produced, but that which is always already reproduced. The 
hyperreal." (p. 146) 

volume 

Alcobaca, PortugaL Cathedral Facade reflected on Windshield. 

r-----------, 
I I 
I Mode d,emploi: I 
I CUT ALONG THE LINES. I 
I RAISE SHEET IN FRONT OF I 
I YOU. LOOK THROUGH THE I 
I FRAME TO REACH, THERE, A I 
I PRESENCE. WHERE IS THE I 
1 DIFFERENCE? HERE or 1 
I THERE? _.AND THE REAL.-? I 
I I 
L-----------.J 

Reality, now. Cut along the hne and use it as a frame of reference. 

• All excerpts, except the text in bold italics, have been quoted from Jean Baudrillard's "The 
Orders of Simulacra", in Simulations, New York: Semiotext(c), 1983. Page numbers appear in 

parentheses after each quote. 
Ricardo L. Castro is an associate professor at the School of Architecture at McGill University. 
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PANOPTICISM IN THE UTOPIAN VISIONS OF LEDOUX AND LE CORBUSIER: 
A Comparison of Chaux, Vi/le Contemporaine, and Vi/le Radieuse. 

u Panopticon de Jeremy Ben
tham a marqui Wl tournant dons la con
ception dts institUJions. Cyntma ChUIIg 
momre co~nJ ce modele se reflete 
dons deu:c projets UJOpiques urbains: 
ctlui de Clautk-Nicolas udoux d 
Chaux, et ceux de Le Corbusier. 
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dmtry iurf~tlffllt'd, itl\lrtlt'tiou tli//IIH'd, 
puhfit· hurdm~ lightt·m·d ... all hy a 
,;m pit· idt•a in architt·cwre! ·' 
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The Panopticoo, as first developed 
by Jeremy Bentham in 1791, was essen
tially a new architectural scheme for a 
penitentiary, formulated in response to 
the penal reform movement occurring in 
France and England at the time. The 
Paoopticon however, was not merely an 
exercise in prison design. In addition to 
the obvious applicability of the model to 
scbools, asylums and hospitals, the work
ing principles of the Panopticon ad
dressed a more pressing issue of late 
eighLCenth century society, that is, the 
maintenance of power and surveillance 
of a population during a period of emerg
ing democracies, increased populations, 
bwgeoning industrialization and ram
pant desire for social reform. In the 
absence of a single, identiftable power 
structure, the problem of governing and 
disciplining an increasing population 
seemed even more critical. Needed was 
a means of social control which would act 
effectively towards a humanitarian, if 
somewhat idealized, end. As articulated 
by Foucault, in Power and Knowled~e. 
Bentham's Panopticon functioned as 
such a technical device of social control 
and surveillance. Indeed, Bentharn 
thought of his Panopticon as "the great 
innovation needed for the easy and effec
tive exercise of power" .1 Because the 
Panopticon characteristically functioned 
as an enclosed, self-contained unit, and 
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by Cynthia Chung 

The "Penitentiary Panopticon", Jercmy Bentham, Samuel Bentham, Willey Revelcy, 1791 . 
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its existence was based on an idealized 
vision of social reform, the panoptic plan 
was utopian in both form and intent The 
following is an attempt to demonstrate 
the applicability of Bentham's panoptic 
model at the city scale by comparing the 
utopian schemes of Ledoux at Cbaux, 
and Le Corbusier with La Ville Contem
poraineand La Ville Radieuse. Although 
Ledoux's plans antedate Bentham's 
model, Ledoux and Bentham were none
theless social contemporaries. The pres
ence of Panopticism in Le Corbusier' s 
plans reflects an underlying continuity, 
from the end of the eighteenth century to 
the middle of the twentieth, in the utopian 
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belief of social engineering through the 
deliberate manipulation of space. 

The physical layout of the Panopti
con consists of a central observation 
tower surrounded by a perimeter building 
which encircles the central tower like a 
ring. This outer ring is divided into cells, 
each cell extending the thickness of the 
perimeter building. Each cell has two 
windows, one opening towards the in
side, thus allowing fora view of and from 
the observation tower, and, an outer 
window which allows day light to pass 
through the entirety of the ce11.r · 

Surveillance in such a system is 

easy, efficient, and effective. An over
seer of the Panopticon is positioned in the 
central tower. In each cell is placed a 
convict With theeffectofbacklighting, 
one can observe from the tower, standing 
out precisely against the light, small 
captive shadows in thecells oftheperiph
ery:3 Surveillance is easy because it 
eliminates the need to patrol individual 
cells (as required in traditionally organ
ized penitentiaries). The system is effi
cient in that only one overseer is needed 
to overlook many more penitents. Fur
thermore, the observation tower is ar
ranged such that the penitents never 
know when they are being watched. A 
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system of vcnetian blinds and staggered 
doorways installed in the central obser
vation rower ensures a sense of surveil
lance that is at once visible and unverifi
able. The Panopticon is effective in that 
the penitent simply comes to assume that 
surveillance is constanL In short, the 
principle of the dungeon is reversed; 
daylight and the overseer's gaze capture 
the inmate more effectively than dark
ness "which afforded after all a son of 
protection" .• 

Three wodcing principles of the 
Panopticon contribute ro its effective
ness. First, the Panopticon relies on the 
principle of the Gaze. Bentham writes 
"It is necessary for the inmate ro be 
ceaselessly under the eyes of an inspec
ror". Such an inspecting gaze because, 
of its consistency and continuity, eventu
ally becomes internalised. At this point. 
the individual is his own overseer. each 
individual thus exercising surveillance 
over and against himself. Furthermore, 
the sense of being watched is so im
pressed upon the prisoner that it stays 
with him after his release into society.s 
Second, the Panopticoo allows an uncon
ditional access of the overseer to the 
individual inmate. Prisoners placed in 
each cell become objects whose actions 
are inspected, registered and classified. 
Each prisoner in effect becomes a speci
men of Enlightenment inquiry, contrib
uting to knowledge upon which theexer
ci.seand maintenance ofpowerdepends.6 

Foucault elaborates on this theme by 
demonstrating the imponance of opinion 
among enlightened society. Opinion 
represented a "mode of operation 
through which power would be exercised 
by virtue of the mere fact of things being 
known" .7 Hence, the axiom "knowl
edge is power", and vice versa, summa
rized well the imponance of gaining 
access LO the bodies of individuals, to 
their acts, attitudes, and modes of every
day behavior.• Third, the Panopticon 
worked on the idea of an ordered and 
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clearly legible space. The observation 
tower JS centrally placed within the Pan
opticon, accentuating its status and func
tion. Thus it occupies a singular and 
unique position. In contrast, the individ
ual cell is merely a repetition of its neigh
boring cells. The circular arrangement of 
the prison cells does not allow even an 
"end" or "beginning" cell LO be de
fined. In addition, the ordering of the 
space functions ro define the limits of 
possible human interactions. The solid 
walls seperating cells prevents commu
nication between inmates. Inmate and 
overseer, however, are intimately en
gaged as directed by the strategic placing 
of windows. In summary, the working 
principles of the Panopticon adhered LO 
the formula of power through transpar
ency, and subjection by illumination.' 

Ledoox at Cbaux 

Citt Id~e at Chaux was conceived 
by Claude-Nicbolas Ledoux during his 
imprisonment in 1793 after the fall of the 
Bastille. Cite Idtale was largely an ex
pansion of the Royal Saltworks built in 
1 n3 and 1 n9 while Ledoux served as 
architect to the King under Louis XV and 
Louis XXI. The Royal Saltworks, the 
Arc-et-SenansatCbaux, was semi-circu
lar in plan. The entrance to the site was 
through a building containing the admin
istrative offices and the guard house. 
This was flanked on either side by two 
curving wings of dormitories for workers 
and were divided into separate pavillions 
by craft On axis with the entry building 
was theDirector'shouse, which served as 
the focal point of the plan, occupying a 
central position along the diameter of the 
semi-circular plan. The salt sheds were 
also along this axis, extending laterally 
from either side of the Director's house. 
When Ledoux later expanded the 
Saltworks into a Cite Idtale, he com
pleted the circular plan with the addition 
of various civic buildings. These in
cluded a church, stock exchange, houses 
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of culture, and the Oikema, a phallus
shaped building whose purpose was to 
instill vinue through sexual satiety. A 
"green belt" of trees replaced the more 
traditional cily wall to mark the town 
boundaries. 

Beyond the obvious symbolism of 
the Enlightenment found in Ledoux's 
plan, that is, the pure geometry and the 
images of sun and light the town • s circu
lar arrangement evoked, the spatial con
figuration served well the working prin
ciples of Panoptic ism. The focal point of 
Chaux was the Director's house. Here, 
knowledge of individual workers was 
registered, activities regulated; the 
Director's house was no less conspicuous 
than Bentham • s central observation 
tower. 

Ledoux' s Arc-et-Senans and Chaux 
is often noted as the first attempt at 
industrial architecture which con
sciously links and integrates production 
facilities with workers' housing.10 The 
comparison of Ledoux's workers to 
Bentham • s prisoners is apparent; surveil
lance and management of this group 
depended on their constant visibility at 
work and, for full effectiveness, at home 
as well. 

Environmental legibility at Chaux 
extended beyond the elaborate site plan 
which emphasized the physical separa
tion of functions. Ledoux also used the 
idea of architectural physiognomy, that is 
the use of symbolic or isomorphic im
agery in the buildings themselves to 
convey their function. The Director's 
house, articulated with traditional sym
bols of respectability, was low-roofed, 
pedimented, embellished with classical 
porticos and rusticated columns. The 
courthouse included fascias, symboliz
ing justice and unity. The Oikema was 
penis-shaped, an overt and blatant indi
cation of the building's association with 
sexual pleasure. Accordingly, worker 
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housing was of plain flush ashlar ma
sonry built in a simple vernacular style.11 

The open belt of green space is analogous 
in function 10 the outer open windows of 
Bentham's cells. As the outer window 
serves 10 silhouette each penitent in his 
cell, so the open greenbelt serves to sil
houette persons coming to or leaving 
Chaux. More solid boundaries, such as 
the city walls ofmedievaliOwns, indicate 
a specific boundary over and beyond 
which one is no longer subject 10 the rules 
and surveillance of the town's jurisdic
tion. In such a physical setting, one can 
escape the town's boundary and subse
quently be free from observation. The 
elimination of these definite city bounda
ries and their replacement with the open 
greenbelt parallels the replacement of 
solid stone walls of a penal dungeon with 
Bentham 'sglass windows. Both the open 
greenbelt and the glass windows serve to 
extend the overseer's visibility. Both 
subvert as well the protection offered by 
solid boundaries. 

The application of the Panoptic 
model in Le Corbusier's work is less 
obvious. Indeed. the physical layout of 
La Ville Comemporaine and Ville 
R.adieuse is neither circular, nor is its size 
conducive to a close surveillance of the 
population. Furthennore, procedures of 
power that are at work in more modem 
societies are numerous and diverse.12 

The principle of visibility evident in the 
work ofLedoux and Bentham was clearly 
a reflection of the desire during the En
lightenment to replace the intrigue of 
royal power with a new openness. None
theless, Panopticism in the twentieth 
century still functioned to serve discipli
nary ends. 

Le Corbusier 

Although not a planner by training, 
the Swiss-French architect Le Corbusier 
was nevertheless a prolific and influen
tiaJ urbanist, designing several plans for 
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cities in and outside of France. Le 
Corbusier's most articulate utopian 
schemes, however, were found in "a 
contemporary city for three million'', or 
Ville Contemporaine. Proposed in 1922, 
it contained most of the ideas he later 
developed in Ville R.adieuse, 1930. 

The rectangular plan of Ville Con
temporaine emphasized two cross-axial 
major streets intersecting in a central 
commercial district This central district 
included twenty-four identical cruciform 
skyscrapers which would ''contain the 
city's brains, the brains of the whole 
nation. They are symbolic of the careful 
planning and organization of all activity 
in the city. Everything is concentrated in 
the towers: apparatus for abolishing time 
and space, telephones, cables, and wire
less; the banks and business affairs and 
the control of industry; finance, com
merce, specialization". 13 As in 
Bentham' s Panopticon and Ledoux' s 
Chaux, Le Corbusier's Ville Contempo
raine envisioned a central complex in
habited by members of society conferred 
w ilh great administrative powers. In facl, 
Le Corbusier extends the centrality of 
this ''seatofpower'' upwards. Whereas 
the observation tower and the Director's 
house secured a lateral direction of obser
vation, Le Corbusier's sixty-story cruci
fonn skyscrapers allowed an aerial sur
veillance of the city's inhabitants living 
below in the twelve-story aparunent 
houses surrounding the central district 

To the left of the business district 
would lie a civic and cultural center, 
beyond which would extend a rectilinear 
landscaped park. A large-scale grid in
corporating the central cross-axis was 
superimposed on the city and served as a 
highly efficient, strictly vehicular street 
network. A smaller grid pattern was used 
for the residential superblocks, with 
buildings set up either along the perime
ter of the superblocks or as continuous 
slab apartments sited within the block. 
The industrial district would be sited 

2 

outside the city and separated from it by 
a greenbelt 

Evidently, LeCotbusier saw no ad
vantages in mixed-use areas. Every 
function within a working city, residen
tial, commercial or administrative, was 
carefully assigned a defined space. The 
geometric ordering and symmetry of the 
city, from the extensive grid network to 
the "Cartesian" skyscrapers, fmther 
contributed to order and environmental 
legibility. It was precisely the lack of 
order which Le Corbusier found in the 
cities of his time that be felt coDiributed 
to the squalor and blight of the congested 
industrial city. With order, the individual 
within the city could function with in
creased productivity and efficiency. He 
or she would know (as would everyone 
else in the city) exactly where to go for 
certain activities. Furthennore, one 
would not waste time meandering 
through city paths or streets. The grid 
network effectively connects any two 
origin-destination points of the city with 
straight lines. The individual moves 
about in the city as a weD-disciplined 
subjec1, restrained from any randomness 
in activity by the strict ordering of his 
environment Such a definitive environ
ment left linle to chance, emphasiz.ing 
instead a certain degree of "truth-tell
ing" toone'sbehaviorin thecity.1• Once 
finished their daily activities, one would 
retire to the home, a standardized unit in 
mass housing complexes. 

The productivity and efficiency of 
Le Corbusier's city evolved from his 
application of Taylorism to social prob
lems of the city. This philosophy was 
introduced by the American Frederick 
W. Taylor (1856-1915). ll described a 
system oflabourdisciplineand workshop 
organization intended to instill human 
efficiency." Applied to the city, and in 
particular to Le Corbusier's Ville 
Radieuse, Taylorism was an urban 
equivalent of factory production. In the 
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La Ville Contemporaine, LeCorbosier, 1922 

factory, the stages of manufacturing are 
separated and rationalized. In the city, 
the activities of life would be segregated 
into discrete parts. As such, housing was 
in one place, work in another, and leisure 
somewhere else. In turn, these separate 
parts were standardized; administration 
was conferred to anonymous skyscraper 
towers, with a "universal standard and 
complete uniformity in detail" .16 Ra
tionalized units of city space contributed 
to an environmental legibility with which 
discipline of citizens could surely be 
maintained. Indeed, Taylorization was 
the "Benthamization" of the modem 
period.17 

Ville Radieuse was also character
izedbyahighlydeveloped,multi-leveled 
transport system. In order to insure rapid 
movement of wheeled transport through 
the city, Le Corbusier sought a total 
separation of motor freeways from build
ing lines and pedestrian ways. The free
ways were characteristically linear, and 
were set in a grid of superblocks, 400 by 
600 meters in area Linearity and expan
sivity ensured speed. Le Corbusier 
claimed "a city made for speed is a city 
made for success". The city's transpor
tation system would be additionally 
served by a subway and an underground 
commuter rail system linking the various 
outlying components of the city to the 
city center. The city center of the Ville 
Radieuse was no longer dominated by an 
administrative core as in La ViUe Con
temporaine, but instead with a molti
level traffic interchange, containing 
motorways, railway stations, bus stations 
and, above and between skyscrapers, an 
airport 

It is clear that the urbanity and 
animation of the traditional city street is 
severely compromised in such a plan. 
The street served merely as an element in 
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a system of vehicular transportation, and 
no longer promoted the chance or random 
encounter of strolling pedestrians. 
However, Le Corbusier's transportation 
system ultimately functioned as more 
than just an efficient circulation network. 
It was in fact a highly developed commu
nication system which allowed 
Bentham 's principle of the Gaze to func
tion despite the physical incongruity of 
La Ville Radieuse and the Panopticon. 

The principle of the Gaze is based 
essentially on an imposed relationship 
between two subjects, the overseer and 
the observed individual. Initially, the 
Gaze requires the actual physical pres
ence of an overseer within the physical 
proximity of the observed. The distance 
between overseer and observed is deter
mined by that minimum distance needed 
for visual (or audio) exchange to take 
place. The overseer is eliminated when 
the process is internalised. What is essen
tially exchanged or communicated be
tween the overseer and observed individ
ual is information that "I, the overseer, 
am within inspecting distance of you, the 
penitent". It is precisely the possibility 
of such a confrontation, whether visual or 
physical, between overseer and penitent, 
which perpetuates the powcroftheGazc. 
The spatial configuration of Bentham 's 
Panopticon and Ledoux's Chaux was 
confined to the actual physical distance 
needed for such an exchange. With an 
elaborate, efficient transportation and 
communication system, the distance 
between overseer and observed meant an 
efficiency in the transfer of knowledge. 
The possibility of confrontation remains 
omnipresent, the Gaze travelling with 
equal omnipotence along Le Corbusier's 
highways. 

The notions implicit in Panopticism 
in both Ledoux and Le Corbusier' s Uto-
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La Vitlc RadJcuse, l..cCorbusicr, 1930. 
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pi.as are further revealed in lite oft-<:iled 
division between Prison and Garden. 
Every garden is a reminder that man was 
banished from paradise when he lost his 
innocence, and every prison is a testa
ment to that fall and the loss of freedom 
associated with guilt11 As presented by 
Bell, these two institutions, while not 
dictating any specific form of Utopia, 
nonetheless present themselves as two 
opposing directions for utopian program
mes. The Prison motif manifests as 
Panopticism, that is Utopias which func
tion ultimately as tools for knowledge 
and power. The relationship with Nature 
is marked, at best. with disregard and. 
more often, with exploitation. Nature is 
viewed as an element to be ordered, 
structured, used and studied. The Gar
den, however, as designed by disciples of 
the English Garden movement demon
strates a deep appreciation of Nature. 
Landscaped gardens ofEngland and Italy 
were prudent in allowing views to un
tamed nature, and the garden itself was 
often .. a collection of objects and stimu
lating sensations. rare and exotic plant 
materials, sculpture".1' Tbe utopian 
Garden thus is both a place for and a 
receptacle of knowledge. In contrast. the 
Panopticon is a tool or machine for the 
extraction of knowledge. Nature plays a 
secondary role within the panoptic 
scheme, not exalted but exploited. In
deed, the raison d'etre of Ledoux's 
Saltworks was the literal extraction of 
wealth and produce directly from Na
ture.lll Carved stone urns projected from 
the flat planar walls of the worker dormj
tories and served as large spouts from 
which the salt waters of Salins visibly 
flowed. The unloading oflumber, razed 
from the forest of Chaux, occurred daily 
in the town's central plaza, providing a 
continuous demonstration of the ex
ploitative process. Le Corbusier was no 
less obvious in his advocacy of man over 
nature: "A city is the grip of man on 
nature, a human operation directed 
against Nature, a human organism both 
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for protection and for work" .11 Le 
Corbusier's blatantly inorganic rectilin
ear landscaped parks are evidence of his 
views. Clearly, Garden ideals were not 
part of Ledoux nor Le Corbusier's uto
pian models. 

While the foregoing discussion 
emphasizes the disciplinary aspects of 
power as procured by the Panopticon, 
power which was generated from the 
Panopticon needs not only to be viewed 
as a repressive force. Power includes a 
positive, productive aspect which works 
to make power desirable. What makes 
power acceptable is simply the fact that it 
doesn't only weigh as a force that says 
"no", but that traverses and produces 
things, it induces pleasure, forms knowl
edge, produces discourse.21 Notwith
standing such virtuous results, it is sig
nilicant that neither Ledoux, nor Le 
Corbusier, nor Bentham were successful 
in the realization of their plans. It is 
perhaps because everyone within a func
tioning Panopticon is entrapped. those 
who exercise power as well as those over 
whom it is exercised.n Bentham is never 
specific about exactly who resides in the 
central tower. The overseer nonetheless 
is trapped as he is an active participant in 
the individual or group of individuals as 
keepers of the Panopticon and returns the 
power structure once again to an auto
cratic rule. Ledoux's Cite Ideate ulti
mately suffers from claustrophobia. a 
fate which translates to gheuoization as 
experienced in company towns of the 
early twentieth century modeled after 
Ledoux 's Cite Idtale (eg. Pullman). Le 
Corbuster suffered from environmental 
over-determinism which, while estab
lishing total environmental order, failed 
to plan for disorder and conflict. charac
teristics which paradoxically make the 
urban environment tolerable. 

In his vision to correct and reform 
convicts through a simple architectural 
design, Bcnlham shared with Utopian 

builders a belief in the possibility of 
ameliorating human society through 
built form. However, in their visionary 
plans, Ledoux, Le Corbusier, and Ben
tham were ultimately short-sighted in 
their failure to consider the actual partici
pants in their Utopian design. 
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Works b y B r i an Kucharski 

THE PROJECT CONSISTS OF A 
Multi-use complex, for a site along the waterfront in Dartmouth, 

Nova Scotia. The scheme is divided into three functional groups; 

institutional, pop/cultural and commercial. The portion of the 

project closest to the civic steps (seen in the model) is a main 

branch library for the city. An outdoor public space connects the 

library with a cinema/market building which tn turn connects to 

afourt.censtoryofficc tower. The intentoftheproject was to give 

the center of Dartmouth a presence, landmark, or beacon. that 

would be familiar and welcomtng to thousands of commuters 

working in Halifax, and traveling across the harbour each day. 
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Work s by Mikael Sandblom 

THIS OFFICE BUILDING ON 
the short end of a city block is based on an urban reading of the 

city. Its meamng IS denvcd from three distinct scales of 

reference; the stdewalk scale of the pedestrian, the scale of the 

city block, and finally the scale of the skyline. It is a modem 

building conteJttually compatible w1th the Nineteenth Century 

urban fabric. 
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Works by Steve Outerbridge : 

I. THIS BUILDING STUDIO 
was conceived with an attitude towards architecture as sculpture 

in a design which deals with path and suspension. The destgn 

was a gathering place along a raised corridor between the studios 

of the architecture and engineenng faculties, and was built to 

portray a fragile structure in which all components were neces

sary to retain stability. 
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11. LOCATEDONTHECORNER 
lot of a downtown city block, this urban form project protrays a 

vertical frame of reference to a city map. The frrst zone is that 

of the sidewalk and the pedestrian. The second zone deals with 

a partial separation; placing the automobile up in the building, 

looking out, provides an inverted perception of it as a display 

item. This concept; therefore, alleviates conjestion while utiliz

ing building space (second, third and forth floors) which inevi

tably becomes under utilized on the downtown strip. The third 

zone or the top of the building, separated by a relief of mechani

cal fuctions, contains office or residential space and a parasitic 

restaurant, clinging to the skin of the building and accessed by 

ground elevators . 
., 

volume s e v c n numb e r } I 

m. THIS URBAN SCALE, 
double city block project is an attempt to display a revealing of 

the initial livelihood of the cities waterfront area where the Site 

is located. This plan becomes a narrativescriptactedoutby five 

stage members, each in a varying degree of ctty fabric metamor

phosed dress. 
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TECHNOLOGY AS GENERATOR 0 F FORM 

by Eric Russell Bunge 

w oeuvres illll.Strus ici merilt!nt une aJtention renouvelus non seulment en ce qui concernent leur contribution importante a 
l'archiucture Moderne, mais egalement pour leurs exploits technologiquu. 

Two visits to Amancio Williams' studio in Buenos Aires, Argentina, last summer were sufficient to leave me with the uncomfortable 
feeling of having been in the presence of a genius. With respect to his approach to architecture, Williams is an architect in a class 
with LeCorbusier in that be feels that he has somehow been chosen to fulfill and enonnous architectural task, one could even say, 
a mission. 
Unfortunately, the nature of his obsession with a few spatial paradigms and his uncompromising commitment to the purity of his 
architectural ideas has resulted mostly in a number of unbuilt projects which have been reworked and perfected over the past fifty 
years. His work demonsrrates an unmistakable Modem signature not only in fonn (greatly derived from Mies Van der Rohe and 
LeCorbusier), but significantly in its worship of modem technology and concern for social welfare. Although Williams has strived 
to instiwte a typology of architectural form based on the logical consequences of new technologies and programs, his manipulation 
of technology C. lyrical rather than mechanistic. 
The work presented in these photographs therefore merits renewed consideration in the light not only of itS important contribution 
to Modem Architecture, but also of itS technological achievements. 

I. Suspended Office Building (1946). 
Although hanging constructions have been fairly common in recent years, this project was daring and innovative forty years ago. A 
series of steel slabs is suspended from the top of a reinforced concrete structure rising the entire building height. Since the tension 
bars supporting the slabs are much thinner than the columns typically used as structural supports, the office floor plans are almost 
unobstructed. 
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FIG V. Shells of Minimal Thickness (1951-1966). 
Conceived as independent structural units, these shells can be grouped together to cover large areas. 

Eric Russe/1 Bunge is a third year architecture student at McGill University. 
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31 janvier 
SANTIAGO CALATRAVA 
Betu·een Archtlecturc and Engineering 

7 fevrier 
WILLIAM PEDERSEN 
Recent Uorks of Kohn Pedersen Fox 

14 fevrier 
LUCIEN KROLL 
Architecture homeopathique et urbanisme 
animal 

21 fevrier 
HERMANN CZECH 
Jfeaning through Ennchment or 
Purification 

28 fevrier 
ANDREA BRANZI 
Le destgn dans la societe postindustrielle 

7 mars 
DAN KILEY 
The education of a Land~rape Architect 

14 mars 
PETER RICE 
Engineering in Architecture 

21 mars 
FRAN~OIS CHASLIN 
Paris et/a republique des pharaons 

28 mars 
ALVARO SIZA 
Recent Work 

4 avril 
FRANK GEHRY 
Current Works 

Les conferences auront lieu a 18 
a !'auditorium H. Noel Fieldhouse 
de l'Universite McGill. 
Coordination: Peter Rose 
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•••••••••••••••••••••••••••••••• 
THE FIFTI l COLUMN, as 1 national journal, is calling for increased participation 
throughout the counll'y and beyond. Whether from student, professional or 
otherwise, material is welcome and needed to raise the level of debate and broaden 
the appeal ofthe magazine. Articles can be thematic or of general interest. his our 
policy to publish themes offuwrc issues well in advanc:e in order to beuer 10licit 
submissions. 

The deadline for submissions of thematic anicles for each inue, u well IS any 
matcnal for our Forum section, is as indicated. We invite submissions of material 
from the Canadianarchiteclural community. They should be typed double spaced 
on 8 In" x 11" paper.lncludca lOO word summary and 1onelinebiography and 
send in Lriplica1e. All graphic material included may be either black and white or 
colour and may include photographs, clear photocopies or posistats. All graphic 
material is published in black md white. Please note !hat the material seru will not 
be returned unless requested. Articles and graphic material submi ttcd are subject 
to the magwne 's editorial requirements. 

OLD BUILDINGS IN CHANGING CITIES 
Vol. 7,No. 3 

Today, as architetts, we sit and watch, or often contribute, while 
buildings, or pans thereof are 'preserved' (from the effects of a neglectful society, 
some would say). Is it worth saving a building once its surroundings deny its 
original plaoc in the city? Our understanding today of architecwre as a combina. 
tion of elements and styles from which we may draw at will has even brought us 
to accept juggling the building elements, in fact cn:aJ.ing a whole that was never 
there. Are we deceiving society? If only the facade of the building is kept, is it 
enough? Some might disagree, but others, Alberti for instance, see the facade as 
the stageset for the city, in effect the theaue of a culwre. Have we forgotten who 
walks the sueets of our cities? 

The deadline for submission is Februuy 1, 1989. 

PARALLAX 
Vol. 7,No.4 

fiiWI.u. The gap between past and present. Papcaar)al!alux. The apparent shift 
of meaning. Parpao!rlaalxlu. The displacement of corporeality. fam: 
p!alraaxllax, The curse upon modernity. 

"Mr. Bloom moved forward raising his troubled eyes ... After one. 
T'uneba!l on the ballast office is down. Dunsink time ... Parallax. I 
neverexattly understood ... Met him pike hoses she called tt till I told 
her1bout the transmigration. 0 rocks! ... She's right after a!!. Only big 
words for ordinary things on account of the sound.'' 

Paraplllryxllu The "then" revesledin "now". Parpoa!dy!xlp;. The hidden 
inthcgtven. Pmrud1llalxu. Thedeepstruttureofexistancc. flmll.a&. 'The task 
of the modem arc:hitecl. 

This issue is devoted to anicles that seck to understand the taslc of the 
modem 1rchitecttn tlus hghl, and how their contribution can be seen 
asa "stereoscopic" view with the past, where insight is opened up to 
a dialettie with History's intersubjecttvny. With iu rewm to Mc<iill 
Universtty, this issue will be edited by students tn the History and 
Theory Mastcra program at McGill under the dtrection of Albeno 
Perez-Oornez. 

The dQIIdline for submtssions ts March I, 1989. 
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Volume 1 Number 1 IN THE PINK (sold out) •••••••••••••••••••••••••••••••• 

Volume 1 Number 2 THE ''OLD COUNTRY" INFLUENCE 

Volume I Number 3 BIG ARCHITECTURE 

Volume l Number 4 SMALL ARCHITECTURE 

Volume 2 Number 1 ARCHITECTURALISM 

Volume 2 Number 2 URBANISM 

Volume 2 Number 3 THE EAST 

Volume 2 Number 4 THE FRINGE 

Volume 3 Number 1 RATIONAL ARCHITECTURE 

Volume 3 Number 2 POLITICS AND ARCHITECTURE 

Volume 3 Numbers 3&4 A CANADIAN ARCHITECTURE 

Volume 4 .Number 1 MANNERED ARCHITECTURE 

Volume 4 Number 2 WRITING ARCHITECTURE (sold out) 

Volume 4 Numbers 3&4 PETER COLLINS SELECTED WRITINGS 

Volume 5 Number 1 STUDIES ABROAD 

Volume 5 Number 2 LECORBUSIER 

Volume 5 Numbers 3&4 UTOPWUTOPIE 

Volume 6 Number 1 THE HOUSE 

Volume 6 ' umber 2 ARCHITECTURAL EDUCATION 

Volume 6 Numbers 3&4 IMAGERY AND SYMBOLISM 

Volume 7 Number 1 AUTHORITY OF ARCHITECTURE 

so 

Complete your Fifth 

Column library. Com

pletez votre collection 

nwniro simple, single 

issue: $5.00 

(bibliotheque,library: 

$10.00) numero 

double, double issue: 

$10.00 (bibliotheque, 

library: $20.00) Mail 

check or money order 

to: Adressez vos 

cheques ou mandats a: 
The Fifth Column 

The Pif1h Column magazin e 
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