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‘wnalysing ARCHITECTURE should become an essential part of all

architectural education and an informative guide to the powerful
analytical tool of architectural drawing.’

Howard Ray Lawrence, Pennsylvania State University

analvsing ARCHITECTURE offers a unique ‘notebook” of architectural
strategies to present an engaging introduction to elements and concepts inarchi-
tectural design. Beautifully illustrated throughout with the author's original draw-
ings, examples from across architéctural history, from primitive places to late
twentieth-century structures, are used to illustrate a number of analytical themes
and to show how drawing can be used to study architecture.

Simon Unwin clearly identifies the key elements of architecture and con-
ceptual themes apparent in buildings. He describes ideas for use in the active
process of design. Breaking down the grammar of architecture into themes and
‘moves’, Unwin exposes its underlying patterns to reveal the organisational strat-

cgies that lic beneath the superficial appearances of buildings.

Exploring buildings as results of the interaction of people with the world
around them, aunalysing ARCHITECTURE offers a definition of architecture as
‘identification of place’, and provides a greater understanding of architecture as
a creative discipline. This book presents a powerful impetus for readers to de-

velop their own capacities for architectural design.

Simon Unwin is Lecturer in Architecture at The Welsh School of
Architecture, University of Wales, Cardiff,
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INTRODUCTION

For some years | have used a
notebook to analyse architecture
through drawing. 1 find this exercise
useful as an architect, and it helps to
focus my teaching. My simple premise
is that one’s capacity for ‘doing’ archi-
tecture can be developed by studying
the work of others, In this way one

can discover some of the powers of

T He taomeLs oF HeAwen'

architecture, and, by looking at how
other architects have used them, see
how they might be managed in one's
own design,

For teaching I have organised my
notebook findings into the beginnings
ofa thematic framework, which can be
used in analysing examples. The fol-
lowing chapters illustrate some of the
themes that have emerged so far. They
make observations on architecture as a
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creative discipline, its elements, the

e

conditions that affect it, and attitudes
that may be adopted in doing it.
The first chapter offers a work-

ing definition of architecture, as iden- X
@3 ftification of place. This is put forward .
as the primary concern of architecture, -,
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and as a theme underpins everything

that follows. Realisation that the primi-
tive motivation of architecture is to
identify (to recognise, amplify, create

the identity of) places has been the key

that has allowed access into the related

areas explored in this book.
A large part of the book deals
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different ways of organising space, and
at the various roles of geometry in
architecture.

The poetic and philosophical
potential of architecture is, | think,
evident throughout. If poetry is a
condensation of experience of life, then
architecture is poetic, essentially. But
it can be seen that some works of
architecture do more: they seem to
26 provide a transcendent poetry - a level




Analysing Architecture

of meaning and significance that over-
lays the immediate presentation of
place, and which is to be interpreted,
as a complement to sensual perception
and experience, for appreciation by the
intellect.

The chapters deal with specific
themes. These themes are like analyti-
cal *filters” or frames of reference. Each
abstracts a particular aspect of the com-
plexity of architecture — architecture
as making frames, primitive place
npes, temples and cottages, stratifica-
fion, geomelry....

In all the chapters there i1s an in-
timate connection between the text,
which is explanatory, and the drawings,
which have been the principle medium
of analysis. Some of the drawings are
diagrams of particular elements or
ideas, but many arc plans or sections
of examples which illustrate the themes
being discussed.

Some works have been selected
as appropriate examples in more than
one of the chapters, illustrating a dif-
ferent theme in each. Any work of
architecture may of course be exam-
ined through any or all of the filters,
though this will not necessarily
produce interesting revelations in all

10

instances. Towards the end of the book
there are some case studies which show
how a fuller analysis of a particular
work can be achieved by examining it

under a number of themes.
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Opposite page:

Children under a tree have,

in the most primitive way, made an
architectural decision by choosing
it as a place fo sit.

ARCHITECTURE AS IDENTIFICATION OF PLACE

Before we can get on to looking
at some of the conceptual strategics of
architecture in detail, it is necessary
to lay out some ground work with re-
gard to the nature of architecture, and
its purpose. Before we can get onto
the *how?’, we need to look briefly at
the *what?’ and *why?"; i.e. “what is
architecture?’, and ‘why do we do it?".

It is probably fair to say that the
matters of the definition and the pur-
pose of architecture have never been
settled. These are issues about which
there is a great deal of confusion and
debate, which is strange considering
that architecture as a human activity is
literally older than the pyramids. The
question *What is one doing when one
15 doing architecture?’ appears simple,
but it is not an casy one to answer.

Various ways of framing an an-
swer to this question seem to have con-
tributed to the confusion; some of these
relate to comparison of architecture
with other forms of art. Is architecture
merely sculpture — the three-dimen-
sional composition of forms in space?
Is it the application of aesthetic con-
siderations onto the form of buildings
— the art of making buildings beauti-
ful? Is it the decoration of buildings?
Is it the introduction of poetic mean-
ing into buildings? Is it the ordering
of buildings according to some intel-
lectual system — classicism, function-
alism, post-modernism...”

One might answer ‘yes’ to all
these questions, but none seems to con-
stitute the rudimentary explanation of

architecture that we need. All of them
seem to allude to a special characteris-
tic, or a ‘superstructural’ concern, but
they all seem to miss a central point
which one suspects should be more ob-
vious. What is needed for the purposes
of this book is a much more basic, and
accessible, understanding of the nature
of architecture, one that allows those
who engage in it to know what they
are doing.

Perhaps the broadest definition of
architecture is that which one often
finds in dictionaries: ‘architecture is the
design of buildings’. One cannot con-
tradict this definition, but it doesn’t
help very much either; in a way it ac-
tually diminishes one’s conception of
architecture, by limiting it to ‘the de-
sign of buildings’. Although it is not
necessary to do so, one tends to think
of *abuilding’ as an object (like a vase,
or a cigarette lighter), and architecture
involves rather more than the design
of objects.

One more useful way of under-
standing architecture can be gleaned,
ironically, from the way the word 1s
used in regard to other art forms,
music in particular. In musicology the
architecture of a symphony can be said
to be the conceptual organisation of its
parts into a whole, its intellectual struc-
ture. Itis strange that the word is rarely
used in this sense with regard to archi-

tecture itself.

In this book this is the root defi-
nition of architecture that has been
adopted. Here, the architecture of a \\. i




Analysing Architecture

building, a group of buildings, acity, 2
garden ... is considered to be 1ts con-
ceptual organisation, \1s intellectual
structure. Thisis a definition of archi-
tecture which 15 applicable to all kinds
of examples, from simple rustic build-
ings to formal urban settings.

Though this is a useful way of un-
derstanding architecture as an activity,
+ doesn't address the question of pur-
pose — the ‘why of architecture. This
appears to be another difficult ‘big’
question, but again there IS an answer
at the rudimentary level which is use-
ful in establishing something of what
one is striving to achieve when onc IS
doing architecture.

In looking for this answer, sim-
ply suggesting that the purpose of
architecture is ‘to design buildings’ is
again an unsatisfactory dead end;
partly because one suspects that archi-
tecture involves rather more than that,
and partly because it merely transfers
the problem of understanding from the
word architecture onto the word build-
ng.

The route to an answer lies in for-
getting altogether, for the moment,
about the word building, and thinking
about how architecture began in the
distant pnimeval past. (Archaeologi-
cal exactitude is not necessary in this,
nor need we get embroiled in discus-
sions about whether things were done
better in those days than in today’s
more complex world.)

Imagine a prehistoric family
making its way through a landscape un-
affected by human activity. They de-
cide to stop, and as the evening draws

14

on they light a fire. By doing 50,
whether they intend to stay there per-
manently or just for one night, they
have established aplace. The fireplace
i< for the time being the centre of their
lives. As they go about the business of
living they make more places, subsidi-
ary to the fire: a place to store fucl; a
place to sit; a place to sleep; perhaps
they surround these places with a fence;
perhaps they shelter their sleeping
place with a canopy of leaves. From
their choice of the site onwards they
have begun the evolution of the house;
they have begun to organise the world
around them into places which they use
for a variety of purposes. They have
begun to do architecture.

The idea that identification of
place lies at the generative core of
architecture can be explored and illus-
trated further.
think of architecture, not as a language,

In doing this one can

but as being in some ways like one.
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The architectural actions of a
prehistoric family making its
dwelling place can be replicated and
updated in a beach camp. The fire is
the focus, and also a place 1o cook.

A windshield protects the fire from
too much breeze, and as a wall
begins to give some privacy. There is
a place where the fuel for the fire is
kept, and the back of the car acls as a
food store. There are places to sit,
and if one were to stay overnight, one
would need a bed. These are the
basic ‘places’ of a house; they

come before walls and a roof.
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Reference for Welsh farmhouses:

Royal Commission on Ancient and
Historical Monuments in Wales —
Glamorgan: Farmhouses and
Coftitages, 1988.

The inside of this Welsh farmhouse
can be compared with the beach
camp on the previous page. The
places of the beach camp have been
transposed into a container which is
the house iiself. Although such
images can feed our romantic ideas
of the past, the architecture itself
was, before it became anything else,
a product of life.

Architecture as Identification of Place

Place is to architecture, it may be said,
as meaning is to .*mugrmge,"iLcarning
to do architecture can seem to be like
learning to use language. Like language
architecture has its patterns and ar-
rangements, in different combinations
and compositions as circumstances
suggest. Significantly, architecture re-
lates directly to the things we do; it
changes and evolves as new, or reinter-
preted, ways of identifying places are
invented or refined.

Perhaps most important, thinking
of architecture as identification of place
accommaodates the idea that architec-
ture 1s participated in by more than the
individual. In any one example (a
building for instance) there will be

[ty
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places proposed by the designer, and
places created by adoption by the us-
ers, (these may or may not match).
Unlike a painting or a sculpture, which
may be said to be the intellectual prop-
erty of one mind, architecture depends
upon contributions from many. The
idea of architecture as identification of
place asserts the indispensable part
played in architecture by the user as
well as the designer; and for the de-
signer who will listen, it asserts that
places proposed should accord with
places used, even if it takes time for
this to happen.

So called ‘traditional’ architec-
ture 15 full of places which, through
familiarity and use, accord well with
users’ perceptions and expectations.
The illustration on this page shows the
interior of a Welsh farmhouse (the up-
per floor has been cut through to show
some of the upstairs room). The places
that are evident can be compared di-
rectly with those in the beach camp
shown on the opposite page.

The fire remains the focus and a
place to cook, though there is now also
an oven — the small arched opening in
the side wall of the fireplace. The ‘cup-
board’ to the left of the picture is actu-
ally a box-bed. There is another bed
upstairs, positioned to enjoy the warm
air rising from the fire. Under that bed
there is a place for storing and curing
meat. There is a settle to the right of
the fire (and a mat for the cat). In this
example, unlike the beach camp, all
these places are accommodated within
a container — the walls and roof of the
house as a whole (which itself, seen

15
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from the outside, becomes a place iden-
tifier in a different way).

Although nobody is shown in the
drawing, every one of the places men-
tioned is perceived in terms of how it
relates to use, occupation, meaning.
One projects people, or oneself, into
the room, under the blankets of the bed,
cooking on the fire, chatting by the fire-
side.... Such places are not abstractions
such as one finds in other arts; they are
an enmeshed part of the real world. At
+e fundamental level architecture does
not deal in abstractions, but with life
as itis lived, and its fundamental power

is to identify place.

Conditions of architecture

In trying to understand the pow-
ers of architecture one must also be
aware of the conditions within which
they are employed.

Though its limits cannot be set,
and should perhaps always be under
review, architecture is not a free art of
the mind. Discounting for the moment
those architectural projects that are
designed never to be realised, as con-
ceptual or polemic statements, the
processes of architecture are operated
in (or on) a real world with real char-
acteristics: gravity, the ground and the
sky, solid and space, the progress of
time, and so on.

Also. architecture is operated by
and for people, who have nceds and
desires, beliefs and aspirations; who
have aesthetic sensibilities which arc
affected by warmth, touch, odour,
sound, as well as by visual stimuli; who

do things, and whose activities have

16

practical requirements; who see mean-
ing and significance in the world
around them.

Such is no more than a reminder
of the simple and basic conditions un-
der which we all live, and within which
architecture must operate. There are
however other general themes that
condition the operation of architecture.
Just as the languages of the world have
their common characteristics — a VO-
cabulary, grammatical structures, €lc.
_ <o too does architecture have its ele-
ments, patterns, and structures (both
physical and intellectual ).

Though not as open 10 flights of
imagination as other arts, architecture
has fewer limits. Painting does not
have to take gravity into account; mu-
sic is solely aural, Architecture is how-
ever not constrained by the limits of a
frame: nor is it confined to one sense.

What is more, while music,
painting and sculpture exist in a way
separate from life, in a transcendent
special zone, architecture incorporates
life. People and their activities are an
indispensable component of architec-
ture, not merely as spectators to be
entertained, but as contributors and
participants.

Painters, sculptors, composers of
music, may complain about how their
viewers or audience never see or hear
their art in quite the same way as 1t was
conceived, or that it is interpreted or
displayed in ways that affect its innate
character, but they do have control over
the essence of their work; and that es-

sence 15, in a way, sealed hermetically
within the object: the musical score, the

e e
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Architecture as Identification of Place

covers of a book, or the picture frame.
But even the essence of architecture is
penetrated by the people whose activi-
ties it accommodates, which can
change it.

[Architecture has also been com-
pared with film-making — an art form
that incorporates people, place, and
action through time. But even in film
the director is in control of the essence
of the art object through the control of
plot, sets, camera angles, script, etc.,
which is not the case in architecture. ]

The conditions within which one
can engage in architecture are therefore
complex, perhaps more so than for any
other art form. There are the physical
conditions imposed by the natural
world and how it works: space and
solid, time, gravity, weather, light....
There are also the more fickle political
conditions provided by the interactions
of human beings individually and in
society.

Architecture is inescapably a
political field, in which there are no
incontrovertible rights and many argu-
able wrongs. The world around can
be conceptually organised in infinite

different ways. And just as there are
many religions and many political
philosophies, there are many divergent
ways in which architecture is used. The
organisation and disposition of places
is so central and important to the ways
in which people live that it has through
history become less and less a matter
of laissez faire, more and more subject
to political control.

People make places in which to
do the things they do in their lives —
places to cat, to sleep, to shop, to wor-
ship, to argue, to learn, to store, and so
on and on. The way in which people
organise their places is related to their
beliefs and their aspirations, their world
view. As world views vary, 50 does
architecture: at the personal level; at
the social and cultural level; and be-
tween different sub-cultures within a
society.

Which use of architecture pre-
vails in any situation is usually a mat-
ter of power — political, financial, or
that of assertion, argument, persuasion.
Launching design into conditions like
these is an adventure only to be under-
taken by the brave-hearted.

17
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OF ARCHITECTURE




Opposite page:

Places can be identified by a range of
basic elements: defined areas of
ground, walls, platforms, columns,
roof, door...

BASIC ELEMENTS OF ARCHITECTURE

Now that we have sorted out a
working definition of architecture and
its fundamental purpose - - conceptual

organisation, and m’enm" ication of

pa’ace — We can begin to look at the
rnathals that are available to us in
doing EI‘CI‘IIILEIUI"E.

These are not the physical mate-
rials of building — bricks and mortar,
glass, timber, etc. — but the conceptual
And they
should be considered not as objects in

elements of architecture.

themselves, but in the ways in which
they contribute to the identification (or

making) of places.

In physical terms the primary el-
ements of ar:hlte::_tﬁ}ﬁ_are the condi-
tions within which it operates (which
have already been mentioned). Prin-
cipally these include: rhe ground,
which is the datum to which most prod-
ucts of architecture relate; the space
above that surface, which is the me-

dlum mat archm:r:ture mnulds into

places graw.'_y, light; and rime f_ﬁ:n_

examples of architecture can be expe-
rienced as a whole all at one time; proc-
esses of ﬂiscuven', approach, _entry,
exploration, memory, etc. are usuall:.'
involved).

Within these conditions the archi-

tect has a palette of conceptual materi-

als with which to work. It cannot be
‘said that the following list is complete,
but at the most basic level this palette

_includes:

/\ defined area of ground

The definition of an area of
ground is fundamental to the identifi-
cation of many if not most types of
piace It may be no more than a clear-
!E.I.d.:ﬂul f'qr a l‘nnthall game. It may be
small, En_{-ir._ma}f stretch to the horizon.
_i_t need not be rectangular in shape, nor
need it be level. Itneed not have a pre-
cise boundary but may, at its cdges
blend into the surroundings.

."._.

_raised area, or platform

oy e
i 5 )=
"’r"'
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A raised platform creates a level
horizontal surface lifted above the natu-
ral ground. It may be high or low. It

may be large —a stage or terrace; it may
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hg__lll_l!__il].lﬂ]:mtﬂﬂ—— a table or altar; it 3 f.l'.i o3

‘may be small - a step or shelf. i |

s
L, lowered area, or pit_ % %
R e &

W brought to bear. This mlght be a fire-

7 placc but it could also be an altar a

thrune a wurk of art, even a ¢ d:stant
= mountain.
,Z_r_ frr N\ (v %Eﬂ'fﬂr r.“u .

A pit is formed by excavation of
the ground’s surface. Itcreates a place
which is below the natural level of the
ground. It may be a grave, oratrap, or

even provide space fur a subterranean
house. It mlghl: be a sunken garden, or

perhaps a swmmmm g ]:{m]

A barrier divides one place from

A another. It could be a wall; but it might
| also be a fence, or a hedge. It could
N even be a dyke-nr a moat, or just the
psychological barrier of a line on the
j_'lnﬁr.
1 i:'ﬂu_.,f_:_qr canopy
A marker identifies a particular A 5
p]ac;i;thf:. most basic way. It does so
by uccupylng thl'.: spotand b}r standin I
out from the surroundin gs. It may be a
tombstone, or a ﬂag on a golf course;
it rmght be a church sti.':l;':p]l.‘:. ora mult:-' The roof divides a place from the e
storey ufﬁr.e h]m:k forces of the sky, sheltering it from sun AN J
orrain. Inso doing, a roofalso Im[JIIES ' -
5 Jocus a defined arca o AM‘M

et N o

heanh In Hrﬂhlm_! itcan memny _ dnnn_\E;.r orasbigasa wm:-_

't'-I-l_

e]ument ‘upon whmh concentration is stadh - .3 .
P ball stadium. - I =t Rk

'ﬂ'te word focus is the Lann for mnf can be as small as jﬂ@m

[ P .
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Basic Elements of Architecture

Because of gravity a roof needs
Support.  This could be provided by
walls, but it could be by ...

-7
-

= ¢ JITEF{'.':‘{;E posts, or columns
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Other basic architectural elements
which identify places include:

... a place along which one moves;
_wh_i-:_h' might be straight, or trace an
irregular route across the ground sur-

face avoiding obstacles.
‘A path might also be inclined: as

a ramp, a stair, or even a ladder. It
might be formally laid out, or merely

defined by use — a line of wear across
the countryside.

= openings_
f ._.." T

o

... doorways through which one may
pass from one place to another, but
which are also places in their own right;
and windows through which one can

e

T
%,

~

look, and which allow passage of light
and air.

Historically, a more recent basic
element is the glass wall, which is a

barrier physically but not visually. .

T

]

2777

Another is the suspension rod or

cable, which can support a platform or
roof, but which also depends literally
upon a structural support above.

Basic elements such as these can
be combined to create rudimentary
architectural forms. Sometimes these
combined elements have names of their
own, for example:
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A bridge is a path, over a bar-
rier; a platform; it can also be a roof.

Barriers can be combined to
form an enclosure, which defines an

area by putting a wall around it.

Walls and a roof create acell, de-
fining a place separated from every-

where else.
l
-
7 7
7, %
2 z

And giving aroof the supporting
columns it needs, creates an aedicule
(right).

These basic elements and rudi-
mentary forms recur again and again
in the examples in this book. They are
used in architecture of all times and re-
gions of the world.

22

plm:c of a god. \4

An ancient Greek templr: consists

Senm—— ]

of some of thcse basic elements, uscd
“inaclear and directway to identify the

‘The building stands on a plat-
form, and consists of walls which de-
finc acell, which is surrounded b}r;uf
umns. The columns together with the
walls of the cell support the roof. The
cell is entered through a doorway, out-
side of which is a small platform in the

form of an altar. Such a temple, often
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References for Greek temples: _& _: |
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References for Villa Mairea:

Richard Weston — Villa Mairea, in
1992,

— Alvar Aalta, 1995,

the Buildings in Detail series,
Richard Weston

Basic Elements of Architecture

sited on a hill, as a whole acts as a
marker, which can be s-:en from Faf
away. Together, the platform, walls,
columns, roof, altar, identify the place
of the god, who is represented by the
carved statue within. ! il

L
More complex and subtle works

of architecture are also composed of

basic elements.
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This is the ground floor plan of
the Villa Mairea, a house designed by
the Finnish architects Alvar Aalto and
his wife Aino, and built in 1939,

Although it is not drawn in three
dimensions, you can see that the places
which constitute the house are defined
by the basic elements of wall, ﬂrEmn
roof, column, defined area, pit (the
swimming pool), and so on. Some
places — the approach to the main en-
trance (indicated by an arrow) for ex-
ample, and the covered area between
the main house and the sauna — are
identified by roofs (shown as dotted
lines) supported by slender columns.
Some places are identified by particu-
lar floor materials, timber, stone, grass,
etc. Some places are divided by low
walls (not hatched), others by full-
height walls (hatched), or by glass
walls.

‘Architecture is not just as easy
as knowing the basic elements. A |arge
portion of its subtlety lies in how they
are put together. In language, know-

ing all the words in the dictionary

wouldn’t necessarily make one a great

novelist.
does however give greater choice and
accuracy when one wants to say some-
lhlnn In architecture knowing the ba-

sic elements is only the very fi frst L step,
but knowing them gives one a EthEE

of how to give identity to places in ap-
propriate ways.

Having a good vocabulary
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@pposite page:

It is impossible to convey fully in
drawing, but the architecture of these
steps consists in more than just their
visible form. They are in the
Generalife, near the Alhambra in
Granada, Spain. The place shown in
the drawing stimulates nearly all the
senses: the deep greens of the leaves,
the colours of the flowers and the
patterns of light and shade stimulate
the sight; there is the sound of
moving water in nearby fountains;
the smell of warm vegetation, and the
perfume of oranges and bougain-
villaea; the variations in temperature
between the hot sunny places and the
cooler shady places; the cold water
Jor bathing hands and feet; the
lextures of the cobbled pathways;
and, if one were to pick one of the
oranges, or a grape, the taste would
contribute to the place r1oo.

MODIFYING ELEMENTS OF ARCHITECTURE

The basic elements of architec-
ture as described in the previous chap-
terare abstractideas. (Thatis why they
were illustrated in such a sparse way.)
When, by being built, they are given
physical form, various additional fac-
tors come into play.

In their physical realisation and
our actual experience of them, basic
elements and the places they identify
are modified: by light, by colour, by
sounds, by temperature, by air move-

ments, by smells (and even possibly by

tastes), by the qualities and textures of

the materials used, by use, by scale, by
the effects and experience of time....

Such modifying forces are part
of the conditions of architecture; they
can also be elements in the identifica-
tion of place.

The possible configurations of
basic and modifying elements are prob-
ably infinite. The inside of'a cell might
be dark, or bright; it might muffle

sound, or have an echo; it might be

warm, or cool; it might be dank, or

fresh; it might smell of expensive per-

fume, or of stale sweat, of fruit, or of
fresh cooking. A pavement may be
rough, or as smooth and slippery as

ice. An enclosure (a garden) might be

's-unn}'. or shady. A platform (a seat)

might be as hard as stone or metal, or

soft, padded with foam or feathers. An

aedicule may be sheltered from wind,

nr'bc exposed and breezy. And so on.
As abstract ideas, I:rasn: -f:lemems

are suhject 1o complete mntrul I:-;,r the
designing mind; modifying elements

may be less compliant. One might
decide on the precise shape and pro-
portions of a column, a cell, or an aed-
icule, but the matter of how it sounds,
oris lit, or smells, or changes with time,
15 a more subtle issue. Control over
modifying elements is a continuing and
evolving battle. For example: in prlml-
tive times, light would have been that
provided by the sky, and not subject

to control; now there is electric light

which can be controlled precisely. In

the distant past, materials for building,
whether stone or timber, were rough
hewn; now their textures and qualities
can be finely controlled.

Though use of the basic elements

may be the primary way in which a de-

signing mind conceptually organises
space into places, modifying elements
contribute a great deal to the experi-

i, - -

ence of those places. / /- 5

- Light

First amongst the modifying ele-
ments of architecture is light.

Light is a condition of archi-
tecture, but it can also be used as an
element. nghl from the sky is the per-
vasive medium through which sight-
ed people experience the prndun.ts of
architecture; but light, both natural
and :mif' cial, can be manipulaled by
to give places particular ¢ character.

If one is thinking of architecture
as sculpture lt_l_E _T:n_}}_l_!ght that it is
é-._:-::n and ii_js__ggdeﬂing appreciated.
If one is thinking of architecture as




Analysing Architeciure

d by the ways in which it is

identification of place, then one 18 change ik
B allowed into a building.

aware that there can be hght pim::s and allowed.
dark pIar.'r.:s places wnh a soft cven e
light and places with the strong bright- |
-rrcgs_and sharp shadnws of sunhght ;
places where the llght 15 dappled or
constantly but subtly changing, places,
such as thl:ﬂm:s where there | is a stark
contrast between | light (the stage — the el
| pla:r: ut' t]'u: ar:uun} and dark (the audi- |
| torium — the place of the audience). RJI :'“5,
Light can be related to the activ- - |
ity in a place. Different kinds of light |
| can be appmpnatﬂ for different kinds ‘ﬁ
of activity. A jewellerat his wnr}:hcngh N
needs strong light over a particular
area. An artist in her studio m:;:ds t_:-;l_rj- Some q]d#huu _sﬂl'ﬁwc bmad
stant and even light by which to paint.  chimney stacks. Open to the sky they
Children in school need g-::-_nﬁ 'gm;:i'z-ill allow a dim ‘religious’ light to illumi-
lighting for work and play. Inall in- nate the hearth (when there is no
stances light contributes to the identi-  fire). Le Corbusier used a similar ef-

fication of pla;:c. fect in the side chapels of Notre-Dame

du Haut at Ronchamp. Using light
‘scoops’ he identified the places of the
side altars with daylight softened by (‘ﬁ’(
its reflection off white roughcast walls.

\J  The way light is admitted into 1 .
__side chapels at Ronchamp is simi_ S50 1) .-'_'

77 / / " in effect to that of *"Emﬁ"”".ﬂgﬂhmﬂ

an old broad chimne] LLH.:‘H

Light changes and can be altered,
Light from the sky varies through the RN,
cycles of night and day, and during \ - | |
different times of the year; sometimes
it is shaded or defused by clouds. The
variations can be stimulating,

Daylight can be exploited in
making places. lts qualities can be.

26
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In this villa in Sweden, Ralph Erskine
used a roof-light to identify the place
of a small winter garden at the heart
of the house.

A spotlight can identify the place of
anvthing upon which one wishes to
focus allention.
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Modifying Elementsy of Architecture

The same sort of effect is used in
this crematorium at Boras, Sweden, by
Harald Ericson. It was built in 1957,
three years after the Ronchamp chapel.
The drawing shows its long section.

In the same year, Ralph Erskine
used a roof-light cum light SCOOp to
identify the place of a small winter gar-
den in the middle of a single-storey
villa which he built at Storvik, also in
Sweden,
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Light from an electric bulb is
more constant and controllable than
daylight: it can be switched on and off,
or precisely varied in intensity, colour
and direction. One of the most intense
uses of electric lighting is in the thea-
tre; but any place can be considered as
a ‘theatre’ and lit accordingly.

A spotlight can identify the place
of an actor, a singer, a painting, an ob-

anything on which attention is

ject ...
to be focused.

HLE!.I'I'IS of llght can also work in
the nppﬂsun way, dram#mmmmn to

tlmr source,
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In 1dentifying places through
architecture, light — both the varying
light from the sky, and the precisely
controllable light from electric bulbs —

“l.

can contribute in many ways.

The way in which light contrib-
utes to the identification of place is part
of architecture. Decisions about light
play their part in the conceptual organi-
sation of space, and affect the ways in
which basic elements of architecture
are used.

Light contributes to the ambience
of place. One is likely to make the
quality of light in a place of contem-
plation or worship different from that
in a place for playing basketball or one
for performing a surgical operation.

Without changing the physical
form of a place its chamcterj:._m be radi-
cally altered by changing the way in
which it is lit. Think of the dramatic
change in the appearance of a friend’s
face when you hold a flashlight under
his or her chin. The same changes can
occur in a room when it is litin differ-
ent ways, at different intensities, and
from different directions. A room’s
character changes radically when,
in the evening, the electric lights are
put on and the curtains are drawn; the
fading dusk light is replaced with a
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We are perhaps

constant brightness.
vent that we do

so familiar with this e
not recognise its drama. |
The device of reversing the light-

ing conditions in a theatre, W]'lEl:l the
house lights go out and the stage lights
come on, is an important ingredient in
the magic of theatre.

Light can make the fabric of a
building seem 0 d-:materi;il_i_sg, A well
lit, completely sn'.muth,' surface (of a
wall, or a dome, for example), of which
one perhaps cannot see the edges, can
appear to lose its substance and become
like air. The absence of light can have
1 similar effect. The surfaces in the
distant recesses of the interior of a
gothic church can seem to disappear in
the gloom.

There are places where light is
constant, and places where light
changes. In some buildings (hyper-
markets or shopping malls for exam-
ple) electric bulbs supply light which
is exactly the same all the time, at 9.30
on a winter evening, and at 12 noon on
a summer day.,

Making a clearing in a forest is
an architectural act. It removes the ob-
struction of tree trunks, but it also
changes general shade into a place with
bright light from the sk}r.. The removal
of obstruction means that the place be-
comes a ‘dancing floor’; the admissinh
of light accentuates the place, and al-
lows it to be a garden m’shl;':r. than a
forest. : -

Erecting a roof under desert sun
creates a patch of shade. The creation
of a place of shade is essential to the

architecture of a Bedouin tent.

A roof, which might in some cli-
mates be considered primarily as pro-
tection against rain, is also a shade.
putting a roof-light in it can be If.ke
making a clearing in a forest, creating
a pool of light surrounded by shade.

H P
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A tent in the desert identifies
a place of shade

A lone lamp in a dark street iden-
tifies a place; a red light maybe identi-

fies somewhere more specific.
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The doors of ancient Greek tem-

ples faced the morning sun. The red
light from the east must have dramati-
cally illuminated the figure of the god
within. Like a cannon u-perating in re-

verse, the sun’s horizontal light, strik-

ing deep into the interior of t}_y:_temp_l_g_

helped to identify the place of the im-
age of the god ata particularly sugmﬁ—
cant time of day.

In the ceiling of the large church
of the abbey of La Tourette in south-
em France, the architect Le Corbusier
designed a relatively small rectangu-

by = e
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A roof-fight in a room
identifies a place of light,

Inside the tower of Brockhampton
Church, designed by William Richard
Lethaby in 1902, the windows cast
shadows of their tracery as a pattern
of sunlight on the white walls.
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In this image vou have to imagine the
statue of the god illuminated by the
golden light from the rising sun.

In the Ave Simon Reading Room (in
the Guggenheim Museum of Art
designed by Frank Lloyd Wright)
Richard Meier, who was remodelling
the room, used three existing roof-
lights to identify three specific places
(from left to right): the built in seat;

the reading table, the receptionist's
desk.

'-i'!l-"p'l
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lar roof-light. As the sun moves across
the sky, through the dark interior a rec-
tangle of its beams tracks like a slowly
moving searchlight.

In the side chapel of the same
church Le Corbusier used deep circu-
lar roof-lights, like broad gun barrels
with brightly coloured inner surfaces,
to illuminate the places of the altars.

In the crypt chapel of the church

intended for the Giiell Colony in south-
‘ern Spain, the architect Antonio Gaudi
created a place of darkness in which
columns and vaults melt into shadow,
lit only by the stained glass windows.
This chapel, rather than making a clear-
ing, recreates the forest, with stone tree
trunks and coloured dappled light seep-
ing under a canopy of shade.

=

Issues of colour are of course in-
separable from those of light. Light it-
self can be any colour; coloured glass
changes the colour of light which

i'-':'l'-'ﬂ'i.‘_’!lf.\.'

of Architecture

passes through it; the apparent colours
of material objects are affected by the
colour of the light that falls on them.

Colour, with light, can play a part
in identifying place. A room painted a
particular shade of green has a particu-
lar character, and is likely to be know
as the ‘Green Room’; a room lit only
by a blue electric lamp has a particular
character; a room lit by daylight pass-
ing through coloured glass windows
has a particular character. Different
colours and qualities of light may scem
to suggest different moods.

Colour is not only a matter of
decoration or the creation of places
with particular moods. Colour plays a
part in place recognition. The impor-
tance of colour in place recognition is
underlined by camouflage, which con-
ceals by destroying or obscuring col-
our differences.

Colour is also used in coding. In
directing someone to your house, you
might describe it as the house with the
red (or blue, or green, or whatever col-
our) door (or walls, or windows, or
roof). A coloured line can indicate a

place where you should wait (to have

the colour of paving slalz_as, or carpet, :

might indicate a particular pathway,
giving it special importance (as when
a red carpcf is laid down for an impor-
tant person), or help people find their

‘way.

Temperature

Temperature plays a part in the
identification of place too. The chief
purpose in building an igloo is to
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organise a
warmth amidst the snowfields of the

arctic north. ‘
A reason for the shaded patios,

full of plants, in the houses of Cordoba,
is that they create a relatively cool place
as a respite from the heat of southern
Spain.

Temperature has always been a
central consideration of architecture
when thought of as identification of
place.

Temperature may or may not be
associated with light. In the temperate
zu_ﬁes of the northern hemisphere a
.';c-uth facing wall can make a place
which is both bright and warm from
the light and heat of the sun. An air-
conditioning outlet, however, which
emits no light, can identify an attrac-
tively warm place on an icy day. ﬁ.'
bright room can of course be cold; a
dark one warm.

The interiors of some buildings
(recent art gallenies for example) have
constant, unvarying temperature in all
parts, carefully controlled by air-con-
ditioning and computer systems.

In other buildings, a rambling old
house for example, there may be places
with different temperatures: a warm
place by a fire, a cool hallway, a warm
attic, a cool cellar, a warm living room,

a cool passageway, a warm courtyard,
a cool pergola or verandah, a warm

conservatory, a cool Iardt:r a hot

kitchen oven, a ::uld 1ce~huuse " Mov-

ing from place to place one passes
through zones of different tcmpera
tures, related to different purj:msr:s and
providing different experiences.

30

small place of relative|

Ventilation
Temperature is involved with

on and humidity. Together
ntify places which may be

ventilati

they can ide
warm, dry, and still; cold, damp, and

draughty; warm, humid, and still; cold,
dry, and draughty; an and so on.

A fresh brecz}f place can be re-
I"n:shlng after a warm, humid one;_ a
warm, still place is ‘welcome after a

cold windy one.
In the ancient palaces of the

Mediterranean island of Crete, which

has a hot, dry climate, royal apartments
had open terraces and tm} cnun}*ards
shaded from sun, and pnsnmncd 1o
catch or prqducc air movement to cool

the interior spaces..

i

T, ﬁ'\";‘ Lo

. i A7

In the front elevation of the Altes
Museum in Berlin, designed by Karl
Friedrich Schinkel in the nineteenth
century, there is a loggia, once open
to the outdoor air, containing a pair
of stairs from ground to first floor,
and looking over the square (the

The small courtyards (patios) of
houses in southern Spain are shaded
by their high walls and, when ﬂr_é_.run
is at its highest, by awnings. The-.-
are packed with many pfn'm.r and
maybe a small fountain._E vaporation
from these creates cool air which
flows through the rooms and into @5
narrow sireeis.

The residential guarters in the
palaces of ancient Crete were well
shaded. They were also provided
with many openings and small ﬁf {
wells which, by pmwdmg ve::ﬂlfglmn_
helped keep the rooms cool in the.
severe Cretan summer heat. (Thisis

part of the palace of Knossos.)

An air-conditioning outlet can
identify a warm place to
stand on a cold day.
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Above right is the ground floor plan
of the Altes Museum in Berlin; above
left is part of the second floor plan,
showing the loggia. Below is a
sketch of the loggia looking out
towards the Lustgarten, (there is a
much better version of this drawing
in Schinkels own Collection of
Architectural Designs, originally
published in 1866 but republished in
facsimile in 1989),

Modifying Elements of Architeclture

G S

Lustgarten) in front of the museum. — Sound

Before it was enclosed with a glass
curtain wall (in the early 1990s) this
loggia, which is encountered during
one's progression through the museum
as well as at the beginning and end of
a visit, provided a reminder of the fresh
air and the openness of the outside, as
a contrast to the enclosed interiors of

the galleries.

Sound can be as powerful as light
in identifying place. Places can be dis-
tinguished by the sounds they make,
or by the ways in which they affect
sounds made in them,

Some religions use sound to iden-
tify their places of worship: by bells,
or gongs, or wind chimes, or a priest
calling from a minaret.

A place might be distinguishable
by the sound of the wind in the leaves

of its trees, or by the sound of a stream

or fountain of water. One’s experience

of a hotel room might be spoilt by the
constant hum of its air-conditioning. A
particular place in a city m_ighT_._l::Lc.at_:i-
sociated with the music of a particular
busker. A place -an examination room
or a library or a monastery refectory —
might be distinguished by its silence;
a restaurant by its taped background
music.

Places can be identified by sound,
but they can also be identified by the

31
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ways in which they affect sounds made

within them. ‘
A sound in a cathedral which Is

large and with hard surfaces, will echo.
A soundin small room witha carpet
soft upholstered fumiture and curtained
windows, will be muffled. A hall for
_tlie performance of music, or one for
manim'nr_ﬁ_mu_n_r_mjli in which wit-
nesses, Ia};j'__c;_s and judges must be
Heﬁ; has to be made with careful con-
ideration of the quality of sound it will

allow.

—
o SEENSESS

In the large church which is part
of tl'lenmnnﬂ;t'mj' of La Tourette (the
came church which has the rectangu-
lar roof-light), Le Corbusier has cre-
ated a space which _se_ems_tu_tjyg ofiits
own volition: its hard parallel concrete
surfaces reflect, and even seem to mag-
nify, every sn';iil-l_l_‘l_nisc — someonc’s
shoe ﬂﬁ;ingzl lhe_t'Eur, someone
clearing their throat. When the monks
sang in this space....

Sometimes odd acoustic effects
can be produced inadvertently. In the
early 1960s _l_hl: American architect

et —

Philip Johnson designed a small art gal-

lery as an extension to a house. Its plan

i1s based on nine circles arranged in a
square; the central circle is a small open
=2 Y e
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n:_n{ln,the qthgr_gi_g:ﬁl? -:ir:le_s_fgm-ﬂie

~directly back— /|

s and entrance lobby. Each of
the gallerics has a shallow domed roof:
X ry one’s voice

At the centre ufq_ac_ﬁ galle
EEEﬁg_ﬁrﬁﬁliﬁed, as the nir-:ular_silf-_
faces of the walls, and the spherical

sﬁrr-f:zi:;e of the domed ceiling, reflectit
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\ If you stand at the centr

the galleries in this building :' ll
Philip Johnson, your voiceis

reflected back to you by the curve
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1 i from each tier in turn,
effects of particular buildings. The r—-f!fﬂ'_:‘k fom m‘ ‘ e
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sixteenth-century composer Andrea I

Gabrieli wrote music especially for the
_cathedral of St Mark’s in Venice. For
his Magnificathe would position three

choirs and an orchestra in different
parts of the church, producing a quad-
rophonic effect,

There have also ﬁﬁ%
when the fabric of ‘a building has been.
used as a musical instmm:nt;th_ié:hﬂp‘,-"
pened apparem_ly at the o ening of an. L1
arts building at Gothenberg University,

fih-: = jl’]‘_l
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‘Sweden, in the carly 19905, when the
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balcony rails were used as percussion
Instruments,

Smell

A place can be identified by its
smell; a smell can make a place.

A schoolboy’s stink bomb iden-
tifies a place to avoid. A public lava-
tory tends to smell one way, a ladies’
hairdresser’s another, a perfume shop
another, a fishmonger’s another,

The character of an old library is
partly due to the smell of polished wood
and musty leather book-bindings; that
of an artist’s studio to the smell of oil
paint. Food halls in department stores
cultivate odours of roasted coffee, deli-
cate cheeses, and fresh-baked bread.
Chinese temples are pervaded by the
perfume of burning incense. The bed-
room of an adolescent boy might be
distinguished by the smell of old socks
or deodorant. The lounge in a gentle-
man’s club might smell of polish and
old leather armchairs. Different parts
of a garden might be distingumshable
by the perfume of roses, honeysuckle,

jasmine, lavender....

Texture

' Texture is a characteristic which
one can see — 1n this it relates to I_ighl
and the sense of sight; but.it is also a

characteristic which one can feel —in_

this it relates to the sense of touch. In
both ways, texture contributes to the
identification of place.

Texture can be achieved by sur-

or of fabric; but texture is also inti-

mately related to the innate qualities of

materials and the ways they can be
treated and used.

We identify places by changing
their texture. We do this inadvertently
when, for example, by repeatedly walk-
ing the same route across a field or a
yard, we (or some sheep) wear away a
smooth path. We do it consciously
when we define a pathway with grit,

~or cobbles, or paviours, or tarmacadam.

These changes are apparent to our eyes,
but they are also appreciated by our
sense of touch, through our feet, and
provide a harder wearing surface than
the earth.

On some roads the white lines
which mark the verges are textured
with rough ridges. If a car deviates
from its lane it is communicated to the
driver by the vibration and the noise of
the tyres on the ridges; the place of the
roadway is identified not only by sight,
but by vibration (and sound) also.

Changes of texture are useful in
the dark, and for people with partial
sight. In some places road crossings
are indicated by a change in the pave-
ment texture.

In old houses, when the making
of hard pavements was a laborious
activity, the places of hardest wear,
around the doorways, were ofteniden-
tified and protected by large slabs of
stone, or aprons of cobbles.

Floors and pavements figure so

e e —

prominently in discussion of the ways
in which tcxiun:s can ldenufypl_aEé
i::éqause it is through our feet that
we make our main tactile contact with
the pmducls of nrc_hiEEEﬁ_rp. Carpets
change the texture of floors, making
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them warmer and more comfortable,

particularly 10 hare feet. In some places

cunﬁldcmtu}n of bare feet is more prob-

lematic; around a swimming puul there

is conflict between the need for com-
__fuﬁ ﬁ:rr féﬁt and the need fora non-slip-
pery texture.

Texture is important in other
places where we come into contact with
architecture.

If the top surface of a low wall
is also intended as a casual seat, then
‘one might change its texture from hard
stone, brick or concrete, to soft fabric
or timber, thereby identifying it as a
place to sit. The change is apparent to
the eve, but also to another part of the
body.

Texture is also important where
our hands or upper bodies touch build-
ings: door handles, counters, sleeping
places, and so on. Beds are esse nii;II:,r
matters of changes of texture — mak-
ing a place upon which it is comfort-
able to lie and sleep.

Scale
This drawing shows a man stand-
ing on a rather small stage.

I MG

If however one is told that this
man is only a piece of stage dressing,
and that the real man on the stage is
actually the dot between its legs, one’s

- —
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perception of the size of the stage 15

dramatically ch anged.
Seale is about relative sizes. A

scale onamap or drawing indicates the
sizes of things shown on it relative to
their sizes in reality. On a drawing
which is at 1:100 a doorway which in
reality might be one metre wide would
he shown as one centimetre wide.

In architecture scale has another
meaning, still to do with relative sizes.
It refers to the size of something rela-
tive to oneself.

The experience of a place is radi-
cally affected by its scale. A football
pitch, and a small patch of grass ina
back garden, though both de fined
arcas of grass, present very different

experiences because of their different

scales.
(Scale is also discussed in the
chapter on Geometry in Architecture,

under ‘Measuring’.)

+ Time

If light is the first modifying ele-
ment of the products of architecture,

_lhen time is perhaps the last. Light

provides instant stimulation; but time_
takes ... time.

Time plays a part in architecture
in various ways. Although architec-

ture produces lasting products, none of

them is immune to the effects of time:
materials change — dcvelup a pal'.ma,
or deteriorate; ungmal uses become

‘more ingrained in a building, or are dis-

placed by others; ﬁﬁﬁi&]ﬁﬁkﬂ’jiacés
better, or alter t]'l-:m for new uses.

i i Sy

Sometimes the effects of time are
positive, sometimes negative, They are




Modifying Elements of Architecliure

usually considered to be *natural’ in
that they are not subject to control by
human decision; but that does not mean
that they cannot be anticipated and used
positively. Itis possible to choose ma-
terials, or to design generally, with
maturity rather than early use in mind.
Time is a modifying element of
architecture in another sense: one
which is more under the control of the
designer, though not totally so.
Although it takes time to achieve
a profound understanding of a great
painting, one is able to take in an ini-
tial impression literally in the blink of
an eye. With a piece of music it takes
the duration to be able to get even this
initial impression; the achievement of
a profound understanding probably
takes many listenings.
With a product of architecture it
takes time to get an impression too.

Though we see a great deal of archi-

All processional architecture en-
capsulates time. In ancient Athens there
were processions which led from the
agora, up the acropolis, to the Parthe-
non. The route took time. Great cathe-
drals seem to encapsulate the time it

takes to pass from the entrance, along

the nave, to the altar; as in a Wdemg

['h-: production line in a car plant takes
L-_ars through a process of assembly,
which lakes time.

In the Villa Savoye (1929) Le
Corbusier used time as a modifying el-
ement of architecture. The three floor
plans are shown on the left. Approach-
ing it, entering it, and exploring within
It, he created a route — an ‘architectural
promenade’,

The approach works whether one
15 on foot, or in a car. The ‘front’ en-
trance into the house is on the left of
the ground floor plan (bottom): but one

approaches from the rear. In a car one

tecture illustrated by photograph in  passes under the building following the

books and journals, this is not of course  sweep of the glass wall around the hall-

the way in which it is intended to be  way.

experienced. One enters the house, and there

I
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When we experience a building
in its physical existence there are many
stages to the process. There is the dis-
covery, the view of the outward appear-
ance, the approach, the entrance, the
exploration of the interior spaces (the
last of which probably takes the great-
est amount of the time).-

Some architects consciously try
to manipulate the fén‘uf.nﬁrﬁl experience
of the products of their archlt::ctun‘:

e S

1s a ramp which takes one, slowly, up
to the first floor, which is the main liv-
ing floor. You can see the ramp on the
section (top).

At that level there is the salon,
and a roof terrace.

From the roof terrace the ramp
continues to an upper roof terrace,
where there is a solarium, and a ‘win-
dow’ justabove the entrance, complet-
ing the route.
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ELEMENTS DOING
MORE THAN ONE THING
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Opposite page:

A window can ‘do’ many things
architecturally at the same time. It
lets light into a room, or out. It
provides a view out, or in. It might
set up an axial relationship. The
formation of an opening creaies a
cill. which can be a shelf for books or
plants. The window can be a place
for display.... All this without even
considering ifs role in the pattern of
an elevation.

The front wall of the Alcazar; in
Toledo, also displays the credentials
of its sixteenth-century owner,
Charles V of Spain, identifying the
place as his palace.

-
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ELEMENTS DOING MORE THAN ONE THING

In architecture elements often The top surface of a wall can be
work to identify place in more thanone  a pathway, for a cat, or as in a pier or a
way at a time, castle wall,

A gable wall of a house, for ex- M,
ample, which plays its part in enclos- f-[':'-}“q

ing the interior of the dwelling, can also

'L_‘"I b
be a marker identifying a place where __———31
someone lives. =
A
e ___(ﬂ,_ t JQ“ And the side surface of a wall can
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be a place for display, as in a cinema,
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or an art gallery; or in the way that any

building presents a ‘face’ to the world.
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This ability of an element to iden-
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tify different places in a variety of ways

15 an essential feature, and one of the

most intriguing aspects, of architectural
design. It involves the mental proc-
esses of both recognition and creation
in an interactive way — creation of one

place leads to recognition of others —
and comes into operation at all scales.

Occurrences are innumerable.
This will be seen to be a theme which
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Analysing Architecture

recurs over and over again in the ex-
amples used in this book.

Part of the reason for the impor-
tance of this theme in architectural
design is that architecture does not (or
should not) operate in its own hermetic
world. Its work is (almost) always
relating to other things which already
exist in the conditions around.

Any wall builtin a landscape cre-

ates at least two places — one sunny,

one shady.

If it forms an enclosure then it di-
vides an ‘inside’ from the ‘outside’;
giving something to and taking some-
thing from both.

bty

o
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The theme also reaches into the
work itself. A single ‘party’ or divid-
ing wall makes two rooms.

B R A A
s

A flat roof is also a platform.

A series of roofs which are also

floors creates a multi-storey building.
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Walls are often (though not al-
ways) structural — they hold up a roof;

but their primary architectural role is
to define the boundaries of place. Other
structural elements can have this role
too. A line of columns can also define
a pathway.

In this apparently simple plan
(examples of which can be found in the
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ancient Roman agora, the medieval
cloister, town squares, and the shop

In this small apartment by the
Swedish architect Sven Markelius, a
number of elements do more than one
thing at once. For example: the one
structural column (near the balcony
door) helps to suggest different
places within the generally open
plan; the bathroom and kitchen are
grouped together and form a division
between the entrance lobby and the
rest of the apartment.

In the Royal Festival Hall, London,
the stepped floor of the auditorium
alsa provides a distinctive raked
ceiling for the foyer spaces. The )
building was designed by Robert i
Matthew, Leslie Martin, and others, |
and was completed in 1951, |




In this small summerhouse, (shown
here in section and plan), the four
columns not only hold up the roof,
but also help to define the boundary
of the verandah — a place for sitting
and looking over the nearby lake

which is at Muuratsalo in Finland. It

is called the Villa Flora, and was
designed by Alvar and Aino Aalto in

1926,

Elements Doing More Than One Thing

houses of Malaysia) a few basic archi-
tectural elements are composed to iden-
tlf}' a number of different places: the
cells 1hcn15e|w:5 the street or square
outside; and the cuvered pathway,
whlch also makcs a transition space
hehw:c_n_tj‘n_c uutsnde and the insides.
(The concept of “transition spaces’ is
discussed in more detail later, under
Transition, Hierarchy, Heart.)

One of the indispensable skills of
an architect is to be conscious of the
consequences of composing elements;
being aware that they are likely to do
more than one thing. These conse-
quences can be positive: cut a window
into a wall, and you create a window
cill which is a shelf for books or for a
vase of flowers: build two rows of
houses and you also create lf_u: street
between them.

But the consequences can also be
negative; build two houses too close
together but not joined and you might
create an unpleasant unusable space be-
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tween; build a wall for display, and you

rh;q,r also create a ‘non-place’ behind.
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This is one of the most important
aspects of architectural design. Itisa
matter in which an architect can
achieve great subtlety; but it is also
one that can cause problems.

This is the plan of an English

house built in the early part of the twen-

Gl
+

tieth century,

The forecourt is a square with
cusps taken out of three of the sides.

'ThE cusp which bites into the house

rﬂlghl help to identify the place of the
entrance, but it also causes prnhlems
“with the internal planning of thé h-&use :
In the awkward spaces alongside the
—:inurwa}r the architect has placed thn:j
butler’s pantry (to the left) and the

claakmum and la\Fatury (t{: t.he nﬂt!

S

sumtar pmblem occurs in ﬂle draw-
ing. room J#hﬁt&ﬁ&ﬁﬂiﬂ&dﬁlae-l&uﬂed-—
to identify the place of the fire; huthm .
it also makes an odd shnped gm:dcq i

v — | m— L.

room [m lhe bottom right

R

house).
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Elements can often be fa | L,
be doing two things at once {ltﬂﬁ{’ T '_
ally difficult to find elem:nts u‘f archi-

"'-‘ﬂ"' ll"rr' =

tecture which are only dmng?‘
at nnce!), but one some . mes fir
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(This might be one of the measures of

arChit:cmrc.} o
In this section through a hillside

house — The wolfe Housc — designed
. f Schindler in 1928, you €an
horizontal con-
o the hill, act

b;;-,' Rudol
see that the simple thin
“rete slabs, tied back into

lings, but also
{_1 Suns.h?.‘_iﬂfh

not only as floors and cel
a5 outdoor terraces an

Their precipitous edges are protected
by balustrades which are also planting
boxes.

" In the Falk Apartments of 1943
(shown in plan, top right), by the same
architect, it 15 not so much the element
but the way it is positioned that does
more than one thing at once.

l The party walls between the

apartments have been angled so ih:‘_ilthr.:
_Ii_ting_maﬁs_fadg ﬁ_lglr.-l_:.___E_'.u_t H‘nis t.ie--
¢ vice has other effects too. Itallows the
terraces outside each épﬁ;tﬁwenf tﬁFbgz
&.rg-:r; italso g_iw:s these tcrrﬁcr:s -mure
Er_ix_faqy. Dceyrr_ into the plan the an-
gled walls open up a place fg[:c_m;h
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staircase, which would otherwise hq
more cramped. The non-orthogonal
geometry also hcips the end apartments
10 be larger and different in plan from
the intermediate ones. Schindler has
been careful not to let the deviation
from _right=ungles create awkward
shaped rooms; it is as if almost all the
problems which might hlaw:_l_:-:.:cn‘
caused by the shift from rcctang_ﬁ_’;g_:f
geometry have been reduced down to
one tiny triangular cupboard in the left- [
hand end apartment. \
As with the Wolfe House, these
apartments were designed fora-hillside,
though one which is less steep. Their
section 1S s.tl.:_p.p_t_:d, 50 tlmtf ;uqnfﬂ_lf 2
also be a terrace. In the section of an_
individliﬁl'apﬂrlment you c;;ﬁi-_:z,@_ that -
the bedroom is almost like an enclosed
gallery in the living room. This de-

In the plan of the Falk Apartments, it
is the angle of the party walls that
does more than one thing.

Reference for the architecture of
Rudolf Schindler:

Lionel March and Judith Scheine -
R.M. Schindler, 1993,
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Reference for Swiss villages:
Wemner Blaser — The Rock is My
Home, WEMA, Zurich, 1976,

This plan is of a village in the Ticino
region of Switzerland. It shows
cellular houses (hatched), walls, and
some platforms adjacent to houses. It
is difficult to find an element which is
nof doing more than one thing at
once: mainly, defining private,
semi-private, and public spaces —
pathways and small '
nodal’ squares.

T TTTTES————— P R — e

Elements

vice too does more than one thing. One
can see from the bedroom down into
the living room, and thus the bedroom
1s less enclosed than is traditionally the
case. But also the position of the
bedroom in the section creates two dif-
ferent ceiling heights which relate to
the places they cover: a high ceiling
over the living room making it more
spacious; and a low ceiling over the en-
trance and kitchen. The line where the
low ceiling changes to the high also
suggests the division between the

living room and the dining area. The

dining place is identified by the lower
ceiling.

Doing More Than One FThing

One of the drawbacks with
stepped sections is that inside spaces
close to the hill can be dark. Notice
that in the Falk Apartments Schindler
counters this problem by making
‘streets” between the layers of apart-
ments. These pathways do at least three
things at once: they give access into
the apartments; they provide light into
the back spaces — the kitchens, hall-
ways, and bathrooms; and they allow
cross-ventilation through the apart-
ments.

There are many too many in-
stances of elements doing more than
one thing at once in the products of
architecture to be able to cover them
adequately here. This is a characteris-
tic of architecture at all scales and
types, and from all periods of history.
When an ancient Greek hung his shield
on the roof-post of his megaron, he was
using an architectural element to do
two things at once; if that post was also
a corner of his bed-place, then it was

doing three.

The = process of introducing one
r:lt:m::nt to do a particular purpose, and
then seeing ‘what else it does (and so

on), isan cssunhal part of the ‘organic’
tradition in archlteclurr: This is how

settlements have £rown into wllages,

and vu]lagLs 1ntn tnwns,dthmugh

Iw.mrv
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Opposite page:

A cave that is used as a dwelling
is architecture, just as much as is a
‘built house, by reason of having been
én as a place.

USING THINGS THAT ARE THERE

In this small crevice in a huge
rock face (in the Carnarvon Gorge in
Queensland, Australia), an aborigine
family laid the dead body of a small
child, wrapped in bark. “They marked

the place with silhouettes of their
hands, made with pigment. This grave

is as much a piece of architecture }].':1_ is
poignant).

Although architecture 1s always
an activity of a mind, it does not fol-
low that architecture always entails

building something physically. As

‘identification of place, architecture
may be no-more than a matter of rec-
ognising that a particular location is
c:i@l_inguishahlu_ﬁs ‘aplace’ _ the shade

of a tree, the shelter of a cave, the
summit of a hill, the mystery of a dark
forest....

In daily life, one is constantly
recognising places. This is how one
knows where one is, where one has
heen, and where one is going. With
many of these thousands of places one
does not interact; they are left un-
changed except for the recognition
itself, which may be flecting and hardly
acknowledged.

Some places however stick in the
mind. They are remembered because
of some particular distinction: a fine
view, shelter from the wind, the warmth
of the sun; or because they are associ-
ated with a particular event: falling off
a bicycle, fighting with a friend, mak-
ing love, witnessing a miracle, winning
a battle....

The next significant step in a re-
lationship with place is that one might
choose to use it for something — the
shade of that tree for a brief rest on a
long and arduous walk, the cave as a
hiding place, the hill top to survey the
surrounding countryside, the darkest
part of the mysterious forest for some
spiritual ritual....

Maybe the recognition of a place
is shared with other people, the
memory and use associated with it be-
comes communal.

In these ways places acquire sig-
nificance of many kinds - practical,
social, historical, mythical, religious....

The world has many, many such

places: the cave in Mount Dikti on the
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island of Crete, believed to have been
the birthplace of the Greek god Zeus;
the route of the Muslim pilgrimage -
the hajj — in and around Mecca; the
mount from which Christ delivered his
sermon; the stretch of boulevard in Dal-
las, Texas, where President Kennedy
was shot; the places in the Australian
outback which are identified and
remembered in the ‘songlines’ of
aborigine culture....

Recognition, memory, choice,
sharing with others, the acquisition of
significance; all thesc contribute to the
processes of architecture,

Of course architecture also in-
volves building — the physical altera-
tion of a part of the world to enhance
or reinforce its establishment as a place.
Recognition, memory, choice, sharing
.. operate at the rudimentary levels of
identification of place. Architecture
makes more difference when it pro-
poses and puts into effect physical
changes to the fabric of the world.

Architecture always depends on
things that are already there; itinvolves
recogmsing their potential or the prob-

lems they present; it involves, maybe,

remembering their associations and
significances; itinvolves choice pf site,
and sharing with others.

Fundamentally all terrestrial
architecture depends upon the ground
for its base, something that we perhaps
tend to take for granted.

In a flat and completely feature-
less landscape the establishment ol a
place would have to be an arbitrary de-
cision: (once established however the
place would provide a catalyst for other
places). The irregular shape of the

ground, together with the courses of the

Castle builders through history heve
built their fortifications on sifey
which, though often powerfully

dramatic, were chosen primarily for

their defensibility. Even if identically
rebuilt somewhere else, .-.'m-..il
buildings would not he
architecturally the same

on another site

Simeon the Stelite lived in a cave
dwelling within one of the volcanic
cones of the valley of Gdreme in
Anatolia, The caves were exte
and refined by carving into the rock.




References for architecture using
natural forms:
/ Bernard Rudofsky — Architecture
1 7 Without Architects, 1964,

Bernard Rudofsky — The Prodigious
Builders, 1977.

African baobab trees have thick
trunks and soft wood. _With space
carved out inside, they can -be made
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The Dome of the Rock in Jerusalem
is built over a rock which is sacred to
Jews, Christians and Muslims.

Using

water that flows through it, the wind
that blows across it, and the things that
grow on it, all under the sun, often sug-
gests places which are seeds of archi-
tecture. Dealing with them, taking ad-
vantage of them, mitigating their ef-
fects, exploiting their character ... can
be important factors in architecture,

In the untouched landscape, do-
ing architecture can involve using hills,
trees, rivers, caves, cliffs, breezes from
the sea: things said to be ‘provided by
nature’,

Examples in which natural
features or elements contribute to
architecture are innumerable and can
be aesthetically and intellectually
engaging in the way they seem to sym-
bolise a symbiotic relationship between
people (and other creatures) and the
conditions in which they live.

People have lived in caves since
time immemorial; they have altered
them, flattened their floors, extended
them by excavation, enclosed their en-
trances, built outwards from them ..
to make them more commodious. Itis
said that proto-people descended to the

IIM .'.__,rm.@__g__mxx{;-r :bl Somy {ﬁ

Things That Are There

ground from living in trees; people still
make houses in trees. Since ancient
times too people have used the walls
of caves and of cliff-faces as places for
the display of images — wall paintings
and carvings. Through history people
have found ways to cool and dry their
dwellings with natural breczes, and
warm them with the sun. Domineer-
ing or frightened people have chosen
hills and craggy rocks as places for for-
tresses or defensible villages. The con-
stant nced for water and food has led
people to build near rivers and adja-
cent to fertile land. And so on.

Each of the major buildings on
the acropolis in Athens identifies a
plﬁcg that was already there: the Par-
thenon identifies the highest point,
dominating the city around; the

Erectheion an ancient sacred site; the

Propylon the easicst access onto the
summit; and each of the theatres an

accommodating bowl of land where

spectators probably watched perform-

o

ances even before they were provided

with formal performance places and

stepped seating.

| |
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At the base of Ayer's Rock in
central Australia there are some natu-
ral alcoves, apparently carved out by
wind erosion. Each provides a place
of shade, stones to sit on, and also a
surface on which to draw. Some Et’
them appear to have been used as

schoolrooms.
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Erskine used a particularly fine tree, -

already on the site, to determine the
position of an outside space taken like
a bite out of the plan of the building.
Thie tree, with the natural contours of
the gﬁ‘rund, contributes to the identity
of the place, and to the views from in-
side the building.

This cottage in Leicestershire
(UK) was designed in the 18905 by
Ernest Gimson. It was built hard

against a natural rocky outcrop, which
contrnibutes part of the enclosure of the
house, and also affects the levels of its
floors. The land, as found and chosen,
1s an integral part of the work of archi-
lecture.

In designing the Students’ Union
bui Idh—1g at Stockholm University in
Sweden, builtin the late 19705, Ralph
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The drawing to the right is a sec-
tion through part of a small dwelling
in Mexico, designed by Ada Dewes and
Sergio Puente. It was built in the mid-
19805, The designers used basic ele-
ments of architecture to make a number

Reference for Stoneywell Cottage

W.R. Lethaby and others = Ernest
Gimson, His Life and Work, 1924,

Reference for the Student Centre by
Ralph Erskine:

Peter Collymore —~ The Architectu {
of Ralph Erskine, 1985, |

1)
Reference for Mexican house:
‘Maison a Santiago Tepetlapa’, in
L' Architecture d Aujourd” hui
June \
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Reference for the ‘timeless way of
building ":

i / Christopher Alexander — The

]

Timeless Way of Building, 1979.

Reference for BBC Radio Centre:
‘Foster Associates, BBC Radio
Centre’, in Architectural Design 8,
1986, pp.20-27.

The atrium of the proposed BBC
Radio Centre at Langham Place in
London was to have been oriented
towards All Souls Church, using it as
a visual focus for the space.

'l"'li:m.f_ing r{x;'er. The first element of the

Using Things That Are There

of places; these are used in concert with
modifying elements and things already
on the site to make the complete expe-
rience of the house.

The house is built amongst trees
on the s:tt:cp side of the valley of a fast-

hnusu 1s a horizontal platform built

out from thf.‘ slope. Thisisap pruachcd
from above by steps; and there is a

stepped pathway down from it 1o the
river below. This platform is further
defined by a single screen wall on the

up‘ilupe side through the middle of
whlch itis f:|1tcr':d It also has a roof

over it supported by the screen wall and
by two columns. The - other three sides
of the platform, whmh 15.a bedroom,
are enclosed Dt‘lh’ by mo sqmln netting,
which keeps out biting insects bul al-
lows in the songs of the birds in the
uees Steps in the platform lead to a
shower room below. The roof of the

l:-r:drnum is also the foor ul"the wmg

room above. I'hﬁ room’ has c-nl}f one

‘wall, a w.,ml:al extension of the screen

waii hc'lr;:-w through Whlch it too IS

entered; the ::r'l.hq:; ‘walls’ and its ‘roof”’
are provided by the canopy of trees

around.

Using the natural things that are
already there is an ingredient in what
has been termed, by Christopher Al-
exander, the ‘timeless way of building .
As such it is as relevant today as ever,
though in regions of the world which
have been inhabited for many centu-
ries one is less likely to have the
opportunity to use natural features and
elements, and more to have to relate to
previous products of architecture.

On a crowded beach, if there is a
small space left amongst other people’s
towels, wmd brcaks barbecues, deck-
chairs, aunsh*ldr:s etc., you make your
dwn settlement, accnmmndalmg your- |
self to the space available, the direc-
tion of th-c sun and wind, lhc_ruule 1o

.....

]l 5a SIITIIIEI.I' Sl.l!.lﬂtl'ﬂ‘rl'l when one

does E[EhllﬂtlUTE zimq}ngst existing

——

prndul:ts of architecture — in a w]lnge

a town, a city; one interacts with what

]

IS _aln.ndy- there.

In cities the task is often to make
places in spaces between existing
buildings, and relate to the places
around that are already there.

When Foster Associates designed
a new Radio Centre for the BBC (left,
which has not been built) they took care
to fit the building into its site, and re-
late to things around.

The building was to have stood
at Langham Place in London, the junc-
tion between Regent Street and Port-
land Place, and on the urban route
between Regent's Park and quﬂﬂﬂﬁ s
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Circus designed by John Mash in the
early nineteenth century. Not only i1s
the building’s plan shaped to fit the site
like a jigsaw piece, thus providing
walls to define the adjacent roads, but
it also provides a pathway, passing
through the building, from Cavendish
Square into Langham Place. The build-
ing has a six-storey atrium at its heart;
this is oriented towards Nash's All
Souls Church across the road, which
its large glass wall frames like a pic-
ture, using it to add identity to the place
of the atrium within the building.

Sometimes architecture involves
using the fabric of an existing build-
ing, or its ruins.

When the Victorian architect
William Burges was given the commis-
sion to design a hunting lodge, a few
miles north of Cardiff, for the Marquis
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of Bute, he was prescnted with the
ruins of a Norman castle as the start-
ing point. His design grew from little
more than a ground plan, already there

in stone.

Using these remains as a base,

physically and creatively, Burges de-
signed his own interpretation of a
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Reference for Castell Coch:

John Mordaunt Crook — William

Burges and the High
Victorian Dream, 1981




Reference for Castelvecchio:

Richard Murphy — Carlo Scarpa and
the Castelvecchio, 1990,

N

Using Things That Are There

medieval castle. The result is a collu-
ston of the past with Burges's present.
Castell Coch (The Red Castle) is not
an accurate reconstruction of the origi-
nal castle. In the 1870s when it was
built, it was a new building (except that
is for the foundations), but one in which
Burges took prompts from what was
already there. [His imagination ben-
efited from working on a base, and on
a site (the castle overlooks the Taff
Valley running north from Cardifm),
nherited from seven centuries earlier
His intention was to make a romantic
recreation of a medieval place, as an
entertainment for his client and an or-
nament in the landscape.

In the late 1950s and early 1960s
the Italian architect Carlo Scarpa was
presented with a commission which
similarly involved using an old build-
ing and making it into a new work
of architecture. His base (there was
more remaining of it than Burges had
at Castell Coch), was a fourteenth-

century castle in the northern Italian
city of Verona — the Castelvecchio (Old
Castle),

Scarpa’s attitude to the past and
how its built remains might be used
architecturally was different from that
of Burges. It was not his intention Lo
realise a romantic image of the past,
but rather to use remains of the past as
a stimulus to present aesthetic interest.

In dealing with, and remodelling
the Castelvecchio, Scarpa created an
architectural experience which is one
of the present, but which also exploits
accidents and collisions, juxtapositions
and relationships, spaces and their char-
acter, that derive from arrangements
which existed in the building before he
came to it. To these arrangements he
has added some more, from his own
responsive imagination, as one more
layer— belonging to the mid-twentieth
century — on a building which already
had many, from various periods of
history.

Perhaps the most impressive
place in Scarpa’s Castelvecchio is the
‘Cangrande space’, named after the
equestrian statue which it frames. This
i1s a place that had not existed in the
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castle before, but it is one which is
deeply conditioned both by the exist-
ing fabric of the old stone walls, and
by an appreciation by Scarpa of the his-
torical changes which had occurred in
that particular part of the building.
When the Danish industrialist
Knud Jensen commissioned Jorgen Bo
and Vilhelm Wohlert to design the
Louisiana Art Museum north of Copen-
hagen, there were various things that
he wanted the architects to use in their
design — things that were already there
on the site:
First, the old house had to be pre-
served as the entrance. No matter

50

7
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how elaborate the museum might
Second, [

o open ol into

become in later vears ...
wanted one room ...
that view, about two hundred
metres fo the north of the manor;
overlooking our lush inland lake,
Third, about another hundred
metres farther on, in the rose
garden — on the bluff overlooking
the strait and, in the distance, Swe-
den — I wanted to have the cafete-
ria and its ferrace,

The first phase of the art museum
that was built in response 1o Jensen’s
brief, which occupies the left two-
thirds of this plan, uses all the innate

The 'Cangrande’ space al the
Castefvecchio in Verona, as
remodelled by Carlo Scarpa,
Scarpa interpreted the history of
this particular corner of the
castle, to identify an impressive
place within which to display

an equestrian statue,

Reference for Louisiana Art Museunt:

Michael Brawne — Jorgen Bo,

Vilhelm Wohlert, Louisiana Museum,
Humlebaek, 1993,




The ground plan of the Louisiana Art
Museum in Denmark, designed by
Jorgen Bo and Vilhelm Wohleri. A
old house is used as the entrance; the
galleries and the cafeteria respond to
other places on the site.

Using Things That Are There

THE CAFD SN THE BLUFE)
LOOKING AER THE SEA

AR T 'q"'] '
o L
y

features of the site which he identified.
The old house, at the middle-bottom
of the plan, is the main entrance. The
route through the museum then moves
through some galleries and then north

eteria looking out across the sea to
Sweden, The architects also used other
features already on the site, especially
some of the mature trees, and the con-
tours of the ground.

This building, the architecture of
which takes its visitors on a tour of its
site, and of places that were already

along a stepped series of walkways to
a particular gallery which has a large
glass wall looking out over the lake.
The route continues through more gal-
leries to the bluff, where there is acaf-  else.

there, could not be the same anywhere
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Opposite page:

The ancient dolmen seems to have
been an architectural metaphor for a
cave, constructed as a place for the
deposition of the remains of the dead.

PRIMITIVE PLACE TYPES

As time has passed the places
people use have become more diverse,
more sophisticated, and more complex
in their interrelationships. Some types
of place are ancient: the hearth as the
place of the fire; the altar as a place of
sacrifice or a focus for worship; the
tomb as a place for the dead. Other
place types are more recent: the airport,
the motorway service station, the cash-
dispenser.

The most ancient types of place
are those which are to do with the fun-
damental aspects of life: keeping warm
and dry; moving from location to lo-
cation; acquiring and keeping food and
water, fuel and wealth; cooking; sitting
and cating; socialising; defecating;
sleeping and procreating; defending
against enemies; worshipping and per-
forming ritual; buying or exchanging
goods and services; story-telling and
acting; teaching and learning; assert-
ing military, political, and commercial
power; discussing and debating; fight-
ing and competing; giving birth; suf-
fering ‘rites of passage’; dying.

Itis the concept of place that links
architecture to life. The places which
people use are in intimate relation to
their lives. Living necessarily involves
the conceptual organisation and physi-
cal arrangement of the world into
places: places to work, places to rest;
places to be seen, places to spectate;
places which are ‘mine’, places which
are ‘yours’; places which are pleasant,
places which are nasty; places which

are warm, places which are cold; places

which are awe-inspiring, places which
arc boring; places that protect, places
for exhibition: and so on.

Like language, architecture is not
stagnant. Both language and architec-
ture (as identification of place) exist
through use, and are subject to histori-
cal changes and cultural variation. So-
cial institutions evolve; beliefs differ
about the relative importance of par-
ticular facets of life, and hence so does
the need for places to accommodate
them. Aspirations become more, or
less, sophisticated; some places become
redundant; needs for new types of place
become apparent; fashions come and
go; linkages (physical and electronic)
between places become more sophisti-
cated.

In language a particular meaning
can be conveyed in different ways,
using different words in different
constructions. The words and their
patterns have to be in accord with the
intended meaning, otherwise it is lost
in nonsense or a different, unintended,
meaning emerges. The various ways
of saying something may just be dif-
ferent: but variations in vocabulary and
construction can also add subtlety, em-
phasis, stylistic nuance, or aesthetic
quality. It is the same in architecture;
places with similar purposes can be
identified architecturally in different
ways.

Places are identified by the ele-
ments of architecture. A place for per-
formance might be identified in any of
a number of ways: by a platform, by a
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spotlight, by a circle of stones, by a
number of marker poles setting out an
area of ground; a place of imprison-
ment might be a small dark cell, or an
island, or a deep pit, or the corner of a
classroom.

The identity of a place also de-
pends on the ability of someone to
recognise it as such. A person has 10
be able to recognise a place as a place;
otherwise, for that person, that place
does not exist.

A place might have many inter-
pretations. A person might see a wall
as a barrier, another see it as a seat, an-
other see it as a path along which to
walk: one might see it as all three at
the same time,

Places can overlap with others.
A bedroom has a place to sleep (the
bed), but it also has places for getting
out of bed, for sitting and reading, for
dressing and undressing, for looking in
a mirror, for standing looking out of
the window, maybe for doing press-
ups; these places are not distinct, but
intermingle within the room, and per-
haps change their identities from time
to time. Ata larger scale, a town square
can be a market place, a car park, a
place for performance, a place for eat-
ing, a place for meeting, for talking,
for wandering ... all at once.

Primitive place types

Amongst this complexity, some
place types have acquired their own
names — hearth, theatre, tomb, altar,
fortress, throne — that reach far back
into history. Their ancient names are
testament to their age-old roles in the
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lives and architecture of people through
history.

Although such place types arc
ancient, and have a consistent concep-
tual identity (a hearth is a place for a
fire, a theatre for performance, a tomb
for the dead, an altar for worship, a
fortress for defence, a throne a seat of
power), their architecture (their con-
ceptual organisation by the use of ba-
sic and modifying elements) can vary
greatly. A purpose does not necessari-
ly determine the architecture of its
place; many purposes, even the most
ancient, have been accommodated
architecturally in very different ways.

The relationship between archi-
tecture and the names of place types
with ancient purposes can be confus-
ing. The word fomb might evoke a
particular example in one’s mind, but
the architecture of tombs through his-
tory has been very varied.

The names of place types in
architecture can seem clear, but be
vague. If one says that a place is ‘like
a theatre’ one might be exact in so far
as it may incorporate a place for per-
formance with a place for spectating,
but architecturally it might be an am-
phitheatre, a courtyard, a street, or have
a proscenium arch,

There is often a rough and ready
relationship between architecture and
the words through which it is dis-
cussed. Words that are specific in one
context may be imprecise and analogi-
cal in another. Words such as hearth,
theatre, tomb, altar, fortress, throne are
not necessarily specific in the architec-
tural forms to which they refer.




Reference for hearth:

Gottfried Semper identified hearth as
one of the four Sfundamental elements
of architecture, along with the
earthwork, the roof, and

the screen wall, in...

Gottfried Semper — The Four
Elements of Architecture, 1851.

(With regard to these "Four
Elements’, in this book the hearth is
categorised as a ‘primitive place
type’, the earthwork and the screen
wall both as the "hasic element’ of
barrier, and the roof as the 'basic

element’ of roof)

Hearth — the place of the fire

The hearth has had a traditional
significance in many cultures, as the
heart of the home, or the focus of a com-
munity — a source of warmth, for cook-
ing, a point of reference around which
life revolves.

Its essential component is the fire
itself; but the ways in which the place
of the fire is identified can vary greatly.
Even a simple outdoor fireplace can be
formed of different configurations of
basic architectural elements.

In the most rudimentary way a
fire identifies its own place, creating a
sphere of light and heat, a column of
smoke and sparks, and a rough circle
of scorched earth. But often its place

15 marked in other ways too.

Primitive Place I'vpes

A fire can be framed in various
ways: the circle of scorched earth may
be contained with a circle of stones:

the fire might be set against a large
stone which protects it from excessive
draught and stores some of its heat;
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or it may be flanked by two parallel
walls of stone that channel draughts

and provide a platform for cooking.

The place of a fire might be iden-
tified in more elaborate ways too:
maybe provided with a tripod from
which a cooking pot is hung, but which
also forms an aedicule emphasizing the

hearth;
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or perhaps set in a more sophisticated
construction, like a seal or table that
lifts it off the ground for convenience;

or perhaps provided with its own small

building.

A fire not only has its own place,
but also creates a place where people
can occupy its sphere of light and
warmth. The extent of this sphere can
vary. It might be defined by a tight
circle of people around a campfire on
a cold night; or it might be the exten-
sive circle of visibility of a hill-top bea-
con seen across miles of countryside.

Through history the architectural
role of the hearth as an identifier of
place of human occupation has been to
do with how its sphere of light and
warmth has been defined, contained,
or controlled.

In the countryside — the land-
scape of the primitive family or the
present-day camper — a fire makes its
own place by its light and warmth. But
when one wants to make a fire, a place

for it has to be chosen. In doing this
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various factors may be taken into ac-
count; factors which are related to the
purpose of the fire.

If there is a dell, protected from
the wind and provided with rocks for
seats, and if the purpose of the firc 15
to provide a co oking-place and a focus
for a summer evening of eating and
talking, then itis likely to be chosen as
a place for the hearth. In doing this the
dell becomes a container of the sphere
of light and warmth from the fire. It
also becomes a room within which

friends may cook, cat and talk.
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The fire is in the middle of a sort of
natural room; its light and warmth
seem bounded by the rocks around
and the canopies of the trees above.




In an ancient Mycenaean megaron
(here shown in plan) the place of the
fire was identified by a circle on the
ground, by the four columns which
held up the roof, and also by the
rectangular form of the room itself,
which was the place of the king.

In many cultures, particularly in
cool and cold regions of the world,
domestic architecture has been prima-

rily concerned with enclosing the place

of the fire and containing its sphere of

light and warmth,
An igloo contains the sphere (or
hemisphere when the fire is on the flat

surface of the carth) literally — with a
dome.

Materials more difficult to shape
than ice are not so easy to form into a
dome ... so a teepee limits the hemi-
sphere with a cone.

The primitive round house does

similarly.

Primitive Place Types

And an orthogonal room converts

the hemisphere into a rectangular vol-
ume of space.
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The architecture of the fireplace
within a dwelling cell is stimulated by
the organisation of the space around it
into subsidiary places. As a source of
warmth and light the fire is a focus for
life; but it can also be an obstacle,

In the remains of some early
dwellings archaeologists have found
hearths located arbitrarily on the floor,
with little clear organisational relation-
ship between their position and the
space enclosed around them.

Other ancient remains suggest
tidier, more formal arrangements. In
the megaron of the palace of Mycenae
(¢.1500 BC; far left) there is a clear
relationship between the hearth and the
throne, the entrance, and the structure
of the room. Sitting here, Agamemnon,
the king of ancient Mycenae, was
enthroned within his own ‘fireplace’.

57

o —




Analyvsing Architecture

The consequences of changing
the location of the fireplace from acen-
tral position 1o a peripheral one i.s
shown in these tWo Norwegian tradi-
tional timber houses. Their plans are
similar. except for the position of the

hearth.

In the upper plan the space of the
living room is dominated by the cen-
tral hearth. Subsidiary places — for
sitting and ecating, for storage — are
arranged around this central focus.
Moving around the room is a matter of
moving around the fire.

In the lower plan the fireplace is
situated in the comer of the room, and
built as a small cell of stone, non-com-
bustible to protect the timber of the
outer walls. The consequence of this
change is that, although the fire no
longer occupies its central symbolically
important position, movement within
the room is less constrained. The floor
becomes more open for human oceu-
pation — a *dancing floor’.
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The decentralised fireplace need
not be positioned in the comer of 1ts
room. In this small Welsh cottage the

hearth takes up almost all of one wall.

A consequence of putting a fire-
place on the periphery of a room is that
the fabric of the hearth (and of the
chimney stack it acquires) contributes
1o the enclosure and structure of the
room; it assumes another architectural
role, as wall. In this Welsh example it
is the fireplace that divides the cell of

the house into two rooms.

In fact the fireplace stack in this
example does more than that. Each of
its four sides contributes a wall to four
places: the two rooms already men-
tioned, plus an entrance lobby; and a
stair to the upper floor, which the stack
similarly divides into two.

In another Welsh example (right)
the space defining role of the hearth and
its massive chimney stack is taken fur-
ther, with each of its four sides playing
apartinthe composition of each of four
sections of the house - three wings of
accommodation plus an entrance
porch. Here the fireplace is once more
central to the house, but in a way

Reference for Welsh rural houges-

Peter Smith - Houses of the Welsh
Countryside, 1975

In this summer cottage, designed and
butlt in 1940, Walter Gropius and
Marcel Breuer used the chimney
stack to separate the living area
Srom the dining.
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In the Ward Willits House, designed
by Frank Lloyd Wright in 1901, the
central chimney stack plays a pivoral
role in the organisation of the
accommodation into four wings.

architecturally different to that of the
open hearth in the centre of a room.
The central stack generates four spaces
like spokes radiating from a hub.

The same architectural idea is
taken a step further in the next exam-
ple, and formalised into a square plan
by enclosing the four corner spaces as

rooms. These rooms don’t have fire-
places; and the circumambulatory route
from room to room reintroduces the
sort of circulation problems of the
hearth in the centre of the floor, though
of a different order.

In this house (below), another
building by Rudolf Schindler, designed

(but never built) when he was an ap-

Primitive Place Types

prentice fellow of Frank Lloyd Wright,
the fireplace plays a number of the roles
already mentioned. It provides the fo-
cus of the house, and is its main struc-
tural anchorage. It divides the living
room from the work room. Italso con-
tributes a wall to the entrance lobby.
Its fourth side is however more curi-
ous. The fire itself is not set beneath
the chimney stack, but on a low plat-
form between the stack and the outer
wall. It seems the idea was that one

fire could warm both rooms,

In large rooms a fire can only
warm a fraction of the space; its sphere
of warmth does not extend to the walls.
In these circumstances the fire, like an
outdoor fire, identifies its own small
place within a larger one.

Sometimes this 1s recognised

architecturally too. This is a plan of
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two of a number of ‘co-operative 'ir} L b 7

dwellings’ which Barry Parker and TABLE ‘

Raymond Unwin designed (in about AT L.Iﬁl'_ ;

1902) for ‘a Yorkshire town’ (right). il = I LiIRG ;_—:t P

If they had ever been built they would L Fie. =

have formed part of a quadrangle of ” KiTe e .

similar houses, also provided with g B SCUMLAR—7 con
common rooms for social activities. In =

the right hand plan you can see that the e = Z>

place around the fire is identified . o -

architecturally as an ‘ingle-nook . )

Notice too how Parker and Unwin
architecturally identified other *sub-
places’ within the living room: a place
to sit by the window; a place at the
wable to eat; a place to play the piano;
a place to study at a desk. ek .

In houses with central heating  can become more like a fire in an in-

With central heating the hearth in
a dwelling is practically redundant, or
at least not required to heat the whole
space. In these circumstances its role
in spatial organisation can change. It

the hearth is less important as a source  ternal landscape.

of warmth; but it can retain its role as In this design for a house by
the focus of a particular place, for sit-  Hugo Hiring (1 946, right) the fireplace
ting and reading, or knitting, or talk-  isalmost completely detached from the

L f

In this house designed by Hugo

ing, or going to sleep. Rather thanthe  rest of the fabric of the house. From Hiiring, which is determinedly not
hemisphere of warmth having to fill the A orthogonal, the hearth is separated
interior of the cell, it can be used merely | Eﬁ“r E g petch from the walls in a irregular patiern,
to heat, and more importantly provide -ﬁ—k}b-:,——ﬁl | seaein

a vital focus for, a small portion of the lEﬂﬂT': A
e I

111 1

—

space within the cell, leaving the rest
of the space to be heated by the back- '

| second floor
gruun;i central hcnll?gjfi}'stuﬂl. ‘ P o e
n Le Corbusier’s design for a ; %1 @] -@
Citrohan House (1920, right) the fire- {5~ 'L | Lo
place 1s the focus of a small part of the frh iy
living room, under the ‘boudoir’ bal-
cony and rather like a simplified ingle- first floor
nook. The rest of the house was to be
heated by radiators fed from a boiler *—ﬁ -
positioned under the outside steps to @J . L |
the roof, which therefore did not con- © m{mnﬁim &
tribute to the conceptual organisation Ei} o | |@ |
of the living spaces of the house. bk ground floor
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its central position other places, defined
by the activities they accommodate,
radiate with an irregularity more asso-

ctated with the natural landscape,

This plan is of a pair of houses
designed by Rudolf Schindler, in 1922,
for himself and his wife, and another
couple. Setin the reasonably comfort-

able climate of southern California, the

Primitive Place Types

gardens are treated as outdoor rooms
bounded by hedges rather than con-
structed walls. These outdoor rooms,
as well as small parts of the inside
spaces, were provided with their own
fircplaces. There is not one central
chimney stack, but three, positioned
between the rooms with roofs over
them and those without.

Below is a plan of Fallingwater,
by Frank Lloyd Wright (1935). This
house is built above a waterfall.  Its
floor platforms and flat roofs echo the
horizontal strata of the surrounding
rocks. The symbolic power of the
hearth was important in many of
Wright's designs for houses. Though
it does not provide all the heating, it is
the social focus and heart of the house.
Set against, and on, the rock of the
waterfall itself, it is as if the hearth has
escaped from the containment of the
cell and returned to its place in the natu-

ral landscape.
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Bed — a place for sleep. Sex. sickness

A bed is not just a piece of fumi-

ture: conceptually it isaplace. Ttmight

be argued that the mosl fundamental
purpose of a house is as a secure place
for sleep. The bedroom is the inner-
most, most private, most protected part
of a house. Itis a place where onc must
fecl safe enough to sleep, or to be ill,
and private enough for sex.

The carliest houses were, and the
most primitive houses are, little more
than bedrooms, with most other activi-
ties associated with dwelling taking
place outside.

The development of the house
through history includes the invention
of the separate bed chamber, and its
progressive segregation from other in-
ternal living places in the interests of
increasing privacy and security,

The bedroom has become a room
on the conceptual, and often also the

physical, periphery of a house — up-
stairs or set aside from the living rooms,
private to its owner, and often consid-
ered less important than the reception
rooms.

A bed can be a separate piece of
furniture, with its own self-contained
form, or it can be fixed into the archi-
tecture of its house.

Like a hearth, a bed may be no
more than the patch of ground which a
sleeping creature occupies,

Or it might be identified as a de-
fined area by a material which makes
it more comfortable — leaves, soft grass,

a ground sheet, a foam mattress, a

towel, a rug....

A bed may be a platform, lifting
the sleeping surface off the ground...

s
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... and fitted with one, two, three or four

walls.
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A bed might be fitted with a roof,
supported on its own columns, mak-
ing it into a bed-aedicule.
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In Powis Castle in Wales there is a
state bedroom which is spatially
organised like a proscenium arch
theatre: the bed is the stage, and is
set in an alcove framed by a
proscenium arch, outside of whichis
an area for those seeking an




A bed may be an aedicule, provided
with its own rogf supported on
columns, or walls.
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It may even be completely enclosed
within in its own ‘cupboard’.

[t might even be a complete room
in itself — a bed-cell.

J
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Not only do beds have architec-

ture in themselves, they contribute to
the composition of places in larger
works of architecture.

A hiking tent, like a primitive
bivouac made of branches and leaves,
15 a bed-roof — a small building.

In more complex buildings the
bed does not occupy the whole inter-
nal space, but it does play its part in
the organisation of spaces into places.

According to accounts in the
writings of Homer, some three thou-

sand years ago, ancient Greek kings
slept in beds in their megarons, and
their visitors slept in the porches, as

Primitive Place Types

someone nowadays might, on a hot
night, sleep on a verandah

Some small old houses had slee p-
ing floors built between the side walls
at the end of an open hall, lifting the
bed up into the warmer air that collects
in the upper levels of any heated space,
and freeing more space on the ground
floor. This is a long section through a
tny Welsh cottage.

Some had box-beds — sleeping-
cells like cupboards built alongside the
hearth. This is the plan of a house the
inside of which is illustrated earlier in
this book (in the chapter on Architec-
ture as Identification of Place). Italso
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has a bed upstairs, formed of a box in
the ceiling below which was used to
store and smoke joints of meat. Both

beds are near the hearth for warmth.




In this small woodland house
which Ralph Erskine built for himself
when he went to live in Sweden dur-
ing the Second World War, the bed
could be lifted into the ceiling during
the day, to save space.

In some of the houses that
Charles Moore has designed, the bed
is a platform on top of an aedicule, with
the space defined beneath used as a sit-
ting place, with its own hearth.

Even an ‘ordinary’ bed —a mov-
able piece of furniture — contributes to
the architecture of its room. The Vic-
torian architect Robert Kerr, in his book
The English Gentleman's House
(1865), used four-and-a-half pages dis-
cussing the relative positions of win-
dows, doors, hearth, and bed in a sleep-
ing-room, and comparing typical Eng-
lish arrangements, where the bed stood
as a free-standing piece of furniture
positioned to avoid draughts, with

French bedrooms where the bed was
sheltered in its own alcove.
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Reference for Ralph Erskine:

Peter Collymore — The Architecture
of Ralph Erskine, 1985

Reference for Charles Moore:

Charles Moore and others — The
Place of Houses, 1974,

In this tiny house which Ralph
Erskine built for himself when he
went to live in Sweden, space is
saved by having furniture which can
be stowed away, the bed lifis into the
ceiling space.

According to Robert Kerr, the
English Victorian architect, the
English gentleman’s bedroom should
be arranged so that the bed avoided
draughts; one should be able to draw
a straight line from the door to the
hearth without it cutting across the

bed. In French examples, ﬁz:ﬂfd, .

beds were protected from draugh ﬂ‘ﬂ* :
being provided with Ihgirﬂﬂl |
alcoves planned into the bedrooms.
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Hill House was built in 1904 at
Helensburgh, Scotland, designed by the
architect Charles Rennie Mackintosh.
. The main bedroom is at the bottom left
= of this plan, which shows the first floor

| of the house. Though apparently very
e | simple, Mackintosh subtly divided the
room into various places for particular
purposes. There is a hearth with a seat,
The washstand is just inside the door.
There is a dressing place by the pair of

windows, between which stands a tall

mirror. The bed lies in its own gener-
ous alcove, which has a vaulted ceil-
ing; originally Mackintosh intended to

define the bed-alcove even more with
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two decorated side-screens making an
entrance, but these were not built. The

lower drawing shows these screens, the

bed, the washstand, and the decorative
scheme for the bedroom walls.

In the Famsworth House (below)
by Mies van der Rohe, the places of

the two beds are not as definitely iden-
tified by the architecture. Though their

positions are hinted at by the organisa-
tion of space in the house, they take
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their own places rather than have them

, .
R e T ; :
i e given to them by the architecture.

In the main bedroom in Hill House,
the architect Charles Rennie
Mackintosh placed the bed in its own
alcove, with an arched ceiling.

Reference for Mackintosh:

Robert Macleod — Charles Rennie

Mackintosh, Architect and Artist,
1968,

Reference for Mies van der Rohe:

Philip Johnson — Mies van der Rohe,
1978.
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Altar — a table for sacrifice or worship

The architecture of an altar may
be more consistent than that of a hearth
or of a bed — it is almost always a table
(a platform) for ritual or symbolic sac-
rifice, or which plays the role of focus
for worship.

In ancient Egypt altars were (a-
bles on which nourishment for the dead
pharaoh was placed. Altars were hid-
den away in the deepest recesses of the
mortuary temples that were attached to
the bases of the pyramids. Though they
were concealed from public view, and
attended only by the priests, they were
usually positioned on the east—west
axis of the pyramid, and the long axis

of the temple.
This is a small early example
from the pyramid of Meidum:

The same principles of arrange-
ment apply in the much larger and more
complex example at the pyramid of
Chephren (which is one of the well-
known group at Giza, far right). The
mortuary temple lies at the base of the
pyramid (at the top of the drawing); the
altar is in a small chamber close to the
pyramid; the spirit of the pharaoh
would reach the food through the im-
age of a doorway, which appeared to
lead from inside the pyramid.

At Stonehenge the place of the
altar 1s identified by a circle, and a
horseshoe, of standing stones, The
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altar is positioned not quite at the geo-
metric centre of the circle, offset in re-
sponse to the approach to the circle and
the open end of the horseshoe.

In ancient Greece altars were
positioned outside the temples. The
image of the god was housed within.
This is the temple of Athena Polias at
Priene. The altar and the god inside
the temple are linked by the long axis
which they share. As in Egyptian pyra-
mids, this was often the east—west axis.
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In the pyramid temple of Chephren,
the altar is hidden away in the
deepest recesses. The god king
would come to collect the food
through an imitation doorway which
‘connected’ the chamber with the
inside of the pyramid.
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The spire of a traditional church acts
as a marker, identifving the place of
the altar in a way that can be seen
for miles around.
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This church designed by Auguste
Perret is one big spire. The altar is
positioned centrally, directly under

the spire.

In medieval churches and cathe-
drals the altar is inside. This 15 the

church of S. Maria del Mar in Barce-
lona. Still, the altar relates to an east-
west axis that provides the backbone
for the whole building. The principal
purpose of all Christian churches is 1o
identify the place of the altar. In this
example the way that the building
focuses on the altar 1s clear.

During the Renaissance, some
architects and theologians wondered
whether the altar should be positioned
at the centre of the church, rather than
at one end.

In the church of St Peter in Rome
the high altar is placed at the centre of
the main part of the building. An ex-

Primitive Place Types

tension to the nave stops the building
being a fully centralised church.

Some twentieth-century churches
have centralised plans too. This is the
plan of one in Le Havre, France, de-
signed by Auguste Perret, and built in
1959. This church is a large spire (far

f——v B i pbll b il sl = il

left), which, like spires on traditional
medieval churches, also identifies the
place of the altar. In Perret’s church
the altar is placed on three axes: the
two horizontal axes, and the vertical.
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building is by the effect of the perspec-
tive of a long space. This effect works
because the altar is on the long axis of
the building. This axis is so powerful,

symbolically as well as architecturally, ~
that entrances into churches often avoid

aligning with it. A

i This church too has a centralised
1 plan, with the altar at the focus of a
Ill square, and with its presence empha-
: sised from the outside by a spire sup-

| ported on the eight timber columns

|

1
n
, l around the octagonal platform. Itisa
chapel dedicated to St James the Fish-

erman, and was designed by Albert

|I
|
i
; Christ-Janer and Mary Mix Foley. It J:s\ d

was built in Wellfleet, Massachusetts, The place of the alf

. : traditional church is identif

in 1936. | By the twentieth century the g;}. ;;:: ;t;":;ﬁ
I Another way in which the place  symmetrical arrangement had become e ‘,
i ofthe altar can be identified by achurch  so orthodox that architects were keen 8 ]4:
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to explore other ways of positionin gan
altar in a church.

i

layout allows the sun in to illuminate
the altar alcove, and the congregation
to look out through the glass south wall.

Some things in architecture,
without being altars, can be like them.

% S 'r ¢ ! This is a part of sketch ‘ideal’ plan for
Eed i " 1 the Abbey of St Gall in France. It dates
E__'T_ et ;. ! from the 9th century AD, and shows
c. S e l the intended infirmary.
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The Cemetery Chapel at Turku
in Finland (above), designed by Erik
Bryggman, and built in 1941, has an
asymmetrical plan, but the altar
remains the focus of the building. At-
tention is drawn to it by the axis of the

The operating table (at the top

Christ Church, Spitalfields, has a
symmetrical plan, and its altar lies
on the long axis (in this case sharing
that axis with the entrance). This
London church was designed by

Nicholas Hawksmoor in the mid-
1720s.

Alvar Aalto’s design for the
Vuoksenniska Church at Imatra in

Finland is asymmerrical in its plan.
But still the building, by various
means, focuses on the altar:

entrance and the pathway leading to it
(as in more traditional church plans),
but in making an asymmetrical layout
the architect recognised the relation-
ship between the inside of the church
and the outside. The context of the

church is not symmetrical; Bryggman's

left) has the same sort of architectural
relationship with its room, as the altars
in their chapels (bottom).

Many ordinary everyday things
can be like altars. When someone, in
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A kitchen stove might be like an

their room, devotes a table to memora- :
bilia of a favourite football club, it can altar to cooking.

be like an altar.

An operating table might be
interpreted as an altar, as might a
moriuary table,

A museum curator may place
precious objects on their own altars.

the fire.

|

A grandmother might make a

piano into an ‘altar’ to her family.

A dressing table may be an altar
to one’s self.

A bar might be considered by
some to be an altar to drinking.

A dining table can be an altar to :.r.._.q_.-
a family eating together. m% |
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When a clown performs on a patch of
ground it becomes a stage.

Performance place

A performance requires space;
whether religious ritual, dance, music,
drama, football ... it is not as focused a
place as a hearth or an altar. A per-
formance place also requires protection
from encroachment by those not in-
volved in it, who may be spectators.

When a clown performs in a field
it becomes a stage. He defines its area

by his movement and by positioning
his props. He protects it from en-
croachment by force of his presence
and pretend personality. The ring of
spectators that he attracts also contrib-
ute to the identification of place, to the
architecture of this impromptu theatre.

[n primitive times a place for the
performance of ritual may have been
no more than a clearing in a forest, ora
trampled piece of grassland. But by

Primitive Place Types

the powers of architecture performance
places can be made more formal and
more permanent.

In Minoan and Mycenaean times
(about 3500 years ago) the ‘dancing

floor’ —orkestra —was a specific place.

This 1s an example from the Pal-
ace of Knossos on the Mediterrancan
island of Crete. It is thought to have
been built by Daedalos, architect to
King Minos, as a place for his daugh-
ter to dance; but it might have been a
place for displaying bulls before they
went into the courtyard of the palace
to be fought by young Minocans. This
small dancing floor is a flat, almost rec-
tangular, paved area, with low sitting
steps on two sides. The rake of the
steps takes advantage of the natural
slope of the ground.

By a thousand or so years later,
architects had formalised the outdoor
theatre into the grand amphitheatre,
which was much larger and more
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geometrically organised, but which
also made use of the lie of the land.
Behind the orkestra in a Greek
amphitheatre there was a building — the
skene — which in Greek drama was a
background to the action. Through
Roman and into modern times this
building came to be used as a perform-
ance place in its own right —a stage. It
was also, like the altar, brought inside.

The stage became framed by a
proscenium arch. In the Greek amphi-
theatre the magic of the place of
performance had been defined by the
circle of the orkestra; in this type of
theatre the separation of the special
world of the actors and the ordinary
world of the audience was defined by
the platform of the stage, and by this
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rectangular opening —a window into a
make-believe world.

With the development of cinema
and television the window into other
worlds became more far-reaching, and
encroachment impossible.

Some architects have tried to de-
sign performance places in which the
separation between performers and
spectators 15 reduced.

In the Philharmonie, a concert
hall in Berlin designed by Hans
Scharoun, the performers are
surrounded by their audience.




Reference for The American Center in

Paris, by Frank Gehry:

Lotus International 84, February
1995, pp.74-85.

Thix section shows how theatres are
often designed to be insulated
against ouiside noises by their
ancillary accommaodation.

et ‘.I"_T_‘_'l"_"l‘__l.__!

The plan at the bottom of the pre-
vious page shows the auditorium of the
Philharmonie in Berlin (1956). As in
his designs for houses, Hans Scharoun,
the architect of the Philharmonie, was
determined to be non-orthogonal. In
this plan, he has placed the performers
on their stage, not in opposition to the
audience, but surrounded by them
Listeners sit in tiers as if on the slopes
of a small valley. The sanctity of the
performance place is preserved, by the
platform, but the separation between

audience and players is reduced,
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Whether or not there is the illu-
sion of separation between audience
and performers it is often thought nec-
essary to protect performance places
from the encroachment of things that
have nothing to do with them - traffic
noise, the sounds of the weather, sun-
light, and so on. This section through
a theatre designed by Frank Gehry
shows how performance places are
often designed to be isolated in the core
of their building, insulated from out-
side distractions by ancillary accom-

modation wrapped around them.
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ARCHITECTURE AS
MAKING FRAMES




ARCHITECTURE AS MAKING FRAMES

Architecture is more to do with  accommodates movement and change

making frames than painting pictures; — and those more abstract and subtle
1 more a matter of providing an accom-  dimensions — patterns of life, of work,
paniment to life than the dance itself, of ritual. The products of architecture

Certainly it is within the capacity  can frame images of gods; they can
of architecture to frame ‘pictures’ —as  frame the remains of dead people; they
the rectangle of a window frames a  can even frame the family pet. But per-
view, or a doorway the figure of a per-  haps their noblest purpose is to frame
son. the lives of people.

It is also possible to compose the Thinking about architecture as
products of architecture, in town- or  frame-making is part of conceiving it
landscape, as if they themselves were  as identification of place. Frames de-
objects in a picture, perhaps to be seen  fine boundaries. Places in which things

from a particular point of view. happen or are kept are made by the

Opposite page: But architecture is not primarily  means of architecture. Products of

In this carving the image of a person  about contriving ‘picturesque’ compo-  architecture are frames: theirotms
(called Rhodia) is framed by the sitions: nor is the power to frame  within which we work, the pitches on
representation of a building. It is a

iy limited to distant hills or someone  which games are played, the streets
Pictorial composition, and a

memorial, but it also illustrates a standing in a doorway. along which we/drive;thetablebiiEss
| recognition that buildings are The dimensions of architecture  a family eats, the gardens in which we
frames " within which people live, include more than the two of a picture-  sit, the floors on which we dance ... are

and that buildings can be identified frame. It is obvious that they include  all *frames’; and together they consti-

by the people that inhabit them. : : : :
(The cﬁmig is a grave stele from the third spatial dimension, but thereis  tute a complex and extensive Sframe-

\ Egypt, and is about 1200 years old,)  also the dimension of time — which  work within which we live (which
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though vast can be like the musical

accompaniment which sets the metre

of a song).

This plan illustrates how a work
of architecture frames life. 1tis a house
in Colombo, Sri Lanka, designed by the
architect Geoffrey Bawa, and built in
1962. The house as a whole is framed
by the outer boundary wall, but it con-
tains many other frames too: the living
and bedrooms frame social activities
and sleeping; the dining table frames
dinner parties; the courtvards frame the
trees, plants, fountains, and large stones
they contain; even the bath is a frame,
and the garage frames the car.

Apparently, the word ‘frame’
comes from the old English word
Sframian, which means ‘to be helpful’.
A frame 15 ‘helpful’ in that it provides
support. The physical frame of some-
thing — a loom, a body, a building - is
its structure, without which it would

16

he formless. A frame also ‘helps' by
defining space: creating demarc ations
and an ordered relationship between
tinsides’ and ‘outsides’.

A frame is a principle of organi-
cation. Whether it is a picture frame,
or a sheep pen, or a room, it is rarely
(if ever) sufficient by itself (execept per-
haps in the poetic deviee of the ‘va-
cant frame'); it has a relationship with
what it frames (actually or potentially)
and with what is ‘outside’, seting
something in its place, mediating be-
wween itand the rest of the world. That
something may be a picture, or an ob-
jeet, but it might also be a person (the
hermit in his cave, or *Mrs Clark™ in
her house, St Jerome in his study, or
one’s self in a room), an activity (ten-
nis on a court, or car manufacture ina
factory), an animal (a pig in its sty, or
abird in its cage), a god (Athena in the

Parthenon, or Vishnu in his temple).

I
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This drawing is based on the
painting of St Jerome in His Study by
the fifteenth-century Italian painter
Antonello da Messina. As a picture it
has a frame; but within the picture St

Photographs often portray buildings
not as frames but as objects. This is
a consequence of the process of
photography. which is one of placing
a two-dimensional frame around
something. This process deprives us
of our experience of buildings as
frames, turning them into objects
which are themselves framed.
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This image portrays the building as
an object, and is unable to let us
experience it as a frame.

We are used to looking at the world
through frames: the frames of
pictures, the frames of television
screens, the frames and sub-frames of
computer screens, It might be argued
that since these frame remote places
that they constitute an absiract,
supra-real architecture: that the
World Wide Web, for example, is a
Sform of architecture ll.'tME-\'l
reinterprets or overlays the ph,}'-'-‘&ﬂf"'
world.




Not anly is the plan of this African
village a diagram of the communal
life it accommodates, but the village
itself is a conceptual frame which
responds to the order in the lives of
its inhabiranis.

Architecture as Making Frames

Jerome is framed, physically and sym-
bolically, by the architecture of the
building in which he sits.

S

A frame can be a structure and a
boundary; but its helpfulness also
comes from being a frame of reference,
according to which one develops an un-
derstanding of where one is. The
squares on a chessboard, or the floors
of an apartment block, or the streets of

a city, make frames that condition how

picces, people, or vehicles move, and
by reference to which their locations
can be described.

In an abstract sense, a frame can
be atheory. (The intention of this book,
for example, is to be ‘helpful’ by
offering a framework of concepts for
understanding architecture.) Architec-
ture involves considering how things
should be framed, theoretically as well
as physically: designing a museum in-
volves thinking about how objects
should be exhibited and the routes peo-
ple might take through its galleries, but
it also involves taking a theoretical
stance on the notion of a museum and
its role in culture; designing an opera
house involves thinking about how the
spectacle of an opera, and the dressed-
up people who come to see it, might
be displayed, which depends on a
theory of the culture of opera; even the
design of a kennel poses the problem
of how a dog should be framed.

In more complex cases, the de-
sign of a house involves theorising on
how the lives it will accommodate
might be lived and producing an
appropriate frame; the design of a
church involves understanding the
liturgy — the theory of how it is to be
used for worship and ritual.

Architecture, in all these cases,
involves the responsibility of propos-
ing a physical, and a theoretical, frame-
work within which art can be viewed,
opera watched, dances danced, gods
worshipped, meals eaten, produce sold,
or whatever.

A picture frame, or a museum
exhibition case, or an ancient Greek

7
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temple, holds something which 1s
static, something for which time has
been halted. Through architecture,
however, people also make frames for
movement and for change: a football
field is a frame on which an artificial
battle is fought; a street frames its traf-
fic: the track of a fairground ride
describes the passage of its carriages;
a church frames a ceremonial route,
from lychgate to altar.

Frames (physical and theoretical)
are used to give the world, or part of it,
some sort of order. These pages (which
are themselves frames) have been or-
ganised into two-dimensional rectan-
gles, (the graphic ‘architecture’ of the
page); some compuler programmes are
based on the use of frames for differ-
ent tasks, The range of types of frames
in architecture is greater, and they are
not always simple or rectangular,

L

A conceptual requirement of a
frame is that it must have something to
frame, whether or not that something
1s temporarily or even permanently ab-
sent. (A chairis not always occupied.
A cenotaphis, literally, an empty tomb;
though permanently empty it is a frame
for the ‘idea’ of the dead.) It is not
necessary that a frame always contains
something, but its relationship with
content 15 essential.

One usually assumes that a pic-
ture frame is of lesser importance than
the work of art which it contains, One
similarly assumes that the glass case
which protects, for example, the bust
of Nefertiti in the Egyptian Museum
in Berlin 15 less important than the bust
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itself. But the question whether the
products of architecture are of lesser,
or greater, importance than the things
they frame 1s more difficult.

The answer of moderation is that
the two are in a symbiotic relationship;
it may be that a frame 1s secondary 1o
its contents: but the contents also ben-
cfit from their frame — in the protec-
tion it gives, in the accommaodation 1t
provides, in the amplification which it
gives to their existence. A room pro-
vides a service as a frame; as docs a

chair, a bookcase, a pulpit, an aircraft

Salisbury Cathedral is composed

of a number of frames for different

Al - S8 '.!"
A |'| L LY &
"' FRA LA A u
=+ # _-.,I‘I'_li_ "b—‘ "_..1
-"I, ==t R L ..l'
s e 13 " l
r)‘ .'“ "I:.ul" 1,'.'1 II||' & 1\.
‘F ",.-I'_E-_' =¥ .‘.‘- :
‘I o e ST 11
r.-iul: —._":'E‘. .._-_:-:hl"'_ :,
" o [1 L 2= - I"'. II E ] l.l‘rrr -_‘
_— "r-F'.h_— —*—'-ﬁ——. e W, --J-Ii,. [
e g Y L g I"'t 3 UI‘ ] d
" S P T R . ¥ !
# o § 4 k"" 1 Wl wl # ] - ,
- (i el bk L slocheor®, Clapt = = M e
}"J" ‘rrl b - I'I,;l.ir‘l‘.nr F
il sl ALY ..--rx A VALA )]
4 1 L]

ll.~ |l'|l|,|-rl :
X1 4" L1 X

F %

% ""|.‘
[

x
i

I

il

o DAL b FIN T ATy
e [
1R A,
—

" purposes: the porch frames the
il entrance; the cathedral frames the
7wl altar; the altar frames the ceremony
of preparation for communion; the
square cloister frames a place of
contemplation; the octagonal chapter

house frames a place for
communal discussion.
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The aedicule of the Albert Memorial
in London frames a statue of Prince
Albert, but in death it also frames his
memory,

A table, in its space, Sframes
the life of a meal

Arechitecture ags Making Frames

hangar, even a bus shelter. Each pro-
tects, accommodates, and reinforces
the existence of its contents (or its in-
habitants). The relationship between
contents and frame is pivotal.
Architecture is most often a mat-
ter of framing the ordinary and the eve-
ryday, but famous instances make the
point and are memorable: the simple
blue garage in Laugharne on the South
Wales coast is the frame within which
Dylan Thomas wrote his poetry; the
new palace in Bucharest, Romania, was
intended to frame and amplify the po-
litical power of the dictator Nicolae
Ceausescu; the Dome of the Rock in
Jerusalem frames a sacred place; the
concentration camp at Auschwitz
framed the deaths of a million people.
Thinking in this way, one real-
ises that human beings surround them-
selves with frames, by which they
organise the world architecturally.
Sitting writing this | am surrounded by
many frames: the frame of streets of
the planned village in which 1 live; the
frame of our picce of ground, our
house, my study. In the study there are:
shelves which frame books (themselves

frames of ideas and fac ts); a table which
frames a surface for work; a drawing
board; windows; a door; a fireplace;
lights; pictures; cupboards; and com-
puters, which frame lots of things from
all over the world.

Architectural frames, and the
ways in which they can be used, are
innumerable. There are simple frames
(an aedicular porch), and complex (the
network of routes in a modern air ter-
minal). There are small frames (a key-
hole), and large (a city square). There
are two-dimensional (a snooker or pool
table), three-dimensional (a multi-sto-
rey structure), and four-dimensional (a
labyrinth}), and many dimensional (the
Internet).

Frames need not be constructed
of tangible material — a spotlight can
frame an actor on a stage — and can ap-
ply to senses other than the visual: a
beautiful woman might be framed by
an aura of scent; the warm air from an
air vent might frame a group of people
trying to keep warm on a cold day: a
mosque is in a way framed by the sound
of the muezzin calling Muslims to

prayer.

19



A e p——

= —

—— =

Analysing Architecture

Russian Dolls

Frames often overlap one another
in architecture, or fit one within an-
other. Frames can be like Russian
Dolls, cach of which has an inside into
which fits a slightly smaller doll, to the

limits of practicability.

Some works of architecture can
be like this. The plan of Beaumaris
Castle on the island of Anglesey off the
coast of North Wales shows five con-
centric layers: the moat; the outer de-
fensive wall; the outer ward; the inner
defensive wall; and the inner ward.

In architecture frames are rarely
simply concentric like Russian Dolls;
frames overlap, combine in complex
ways, intrude one on another, and op-
erate at vastly variable scales.

Imagine a walled town. The
‘first’ frame is the wall itself; there are

@@ @f}@é}ﬁﬁn-

the gateways through the walls; then
there is the network of streets, geomet-
ric or organic; each of the houses or
church or civic buildings is a frame it-
self, but together they might define a
market place or town square; in the
square there might be a fountain set in

Beaumaris Castle on the island of
Anglesey off the coast of North
Wales, consists of a concentric series
of defensive barriers.
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A condominium frames a number of
apartments, that frame rooms, each
of which contains a number of
smaller frames.

Reference for Moore House:

Charles Moore, Gerald Allen, and
Donlyn Lyndon — The Place of
Houses, 1974.

its own frame of water; inside cach of
the houses there are a number of rooms,
each of which contain frames of dif-
ferent kinds — tables, chairs, fireplaces,
cupboards, chests, beds, a bath, a sink,
even a carpet can frame a place; a
table might be set for a meal, cach
person having their own place framed
by a chair and some cutlery; the table
15 maybe framed in a pool of hight; a
desk might frame work in progress; a
television frames views of the outside
world; and so on.

Buildings can be frames structur-
ally, but architecture makes frames con-

ceptually too. This is a diagram of a

small house which the American archi-
tect Charles Moore designed for him-
self and which was built in California
in 1961, Itis not a large house, but it
contains two aedicules, like small tem-
ples. Each of these frames its own
place: the larger, a living area; the
Both
acdicules are lit by rooflights, so both

smaller, the bath and shower.

places are also framed by light. The
house as a whole i1s framed by the en-
velope shown dotted on the diagram.
Other places within the house are
framed by a combination of the
aedicules and the outer envelope, to-

gether with pieces of furniture. Taken
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altogether the house is a complex
matrix of overlapping frames.

This is another building in which
acdicules of different scales are used
to frame places. In this case the places
are not to do with dwelling, but with
death and bereavement. The Chapel
of the Resurrection, designed by Sigurd
Lewerentz, was built in the extensive
grounds of the Woodland Crematorium

in Stockholm in 1925.

In the plan one cin sec a number
of aedicules and other types of archi-
tectural frames. The entrance, from the
north, is framed by a large porch of
twelve columns supporting a pediment;
this porch is not actually attached to
the main part of the building. Then
there is the body of the chapel itself:
on the outside this is very plain, rather
like an austere tomb; on the inside sur-
faces of the walls there are shallow re-
lief columns, so that this cell is also a
temple-like aedicule.

Within the chapel, and very care-
fully positioned, is a smaller, more
elaborate aedicule, which identifies the
place of the altar and frames the cross

i
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The Chapel of the Resurrection,
designed by Sigurd Lewereniz is
composed of many architectural

frames.

Reference for Chapel of the
Resurrection:

Janne Ahlin — Sigurd Lewereniz,
architect 1885-1975, 1987.
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(both of which themselves are sym- The Chapel of the Resurrection

Is composed of many architectural

frames. The window in the south fac-

bolic frames); and in front of this
acdicule there is the catafalque, which
provides a frame for the coffin during
funeral ceremonies. The coffin, of

ing wall is in the form of an aedicule.
Its primary architectural role is not to

The First Church of Christ, Scientist,
in Berkeley, California, is an
aggregation of many aedicules. It
was designed by Bernard Mavbeck,
and built in 1910,

Reference for First Church of Christ,
Scientist:

Edward Bosley — First Church of
Christ, Scientist, Berkeley, 1994.

course, frames the dead person, All
together, the coffin and the mourners,
with the altar and cross in their own
aedicule, are framed by the chapel
itself.

frame a view of the outside but, as the
sole source of daylight in the chapel,

to allow the sun into the cell, to frame
both the altar and the coffin on the cata-
falque. '
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TEMPLES AND COTTAGES

In dealing with the world, peo-
ple sometimes accept what the world

provides or does, and at others, they

try to change it to achieve a view of

how it should be — how the world might
be more comfortable, more beautiful,
or in better order than it is.

Our interaction with the world
can be thought of as a mixture of these
two responses: to accept or to change.
Hamlet was not the only one to be
afflicted with this quandary; it is par-
ticularly alive inarchitecture, where the
designing mind has to engage directly
with the world.

It is not possible to change
everything by the powers of architec-
ture: but neither 15 1t feasible to leave
everything as it is; merely by lighting
their campfire our prechistoric family
changed the world. Architecture there-
fore involves both acceptance and
change. The designing mind is faced
with the double question, *What should
one try to change; and what should one
accept as it is?",

In this question, architecture is
philosophy; it is to do with how the
world works, and what the response
should be. There is no single correct
answer, but a mixture of wondering and
assertion,

The following two quotations,
both by writers concerned with archi-
lecture, illustrate different philosophi-
cal positions on how the designing
mind should relate to the world. The
first is taken from The Ten Books on
Architecture written by the Roman

architect Vitruvius in the first century
BC; (he is paraphrasing an carlier,
Greek writer, Theophrastus):
The man of learning ... can fear-
lessly look down wpon the trouble-
some accidents of fortune, But he
whao thinks himself entrenched in
defences not of learning but of luctk,
moves in slippery paths, stru epling
through life unsteadily and inse-
curely,
The second quotation is from
The Poetry of Architecture, by the
nineteenth-century British critic, John
Ruskin. He is imagining the quintes-
sential mountain cottage:
Everything about it should be natu-
ral, and should appear as if the in-
fluences and forces which were in
operation around it had been too
strong to be resisted, and had ren-
dered all efforts of art to check their
power, or conceal the evidence of
their action, entirely unavailing...
it can never lie too humbly in the
pastures of the valley, nor shrink
too submissively into the hollows
of the hills; it should seem to be
asking the storm for mercy, and the
mountain for protection: and
should appear to owe lo its weak-
ness, rather than to its strength, that
it is neither overwhelmed by the
one, nor crushed by the other.
The attitudes which these two

writers express are poles apart.
Vitruvius puts forward the idea that
architecture is about changing the
world for the benefit of people, and that
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such change is to be achieved by the
application of human intellect and the
assertion of human will. Ruskin, on
the other hand, unsteadies this simple
idea by suggesting that it is not the role
of human beings to contend against
nature for their own benefit, but to rec-
ognise that they are part of (not sepa-
rate from) nature, and to accept its
authority, in the faith that nature ‘knows
best” and will provide. (Ruskin first
published the above passage under the
nom de plume *KATA PHUSIN which
is Greek for ‘according to nature’.)

It would not be fair to suggest that
these two quotations represent the full
bodies of thought that Ruskin and
Vitruvius offered in their writings. Nor
do the attitudes presented belong only
to these two writers; they have been
echoed by many others through history.
These two passages do however iden-
tify the homs of an abiding dilemma
for architects.

In a previous section of this book
it was suggested that to understand the
powers of architecture one should be
aware of the conditions within which
they may be employed. The conditions
which the world presents can be cat-
egorised in various ways; here is one
way which seems appropriate for dis-
cussing architecture,

Generally speaking, in doing
architecture, one has to deal with all or
some of the following, which are ex-
trinsic to the conscious designing mind:

» the ground, with its earth, rock,
trees; its stability, or instability; its
changes in level; its dampness; its flat-
OF Unevenness; '
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+ gravify: its constant -.'enitnlhlr}-':

. the weather: sun, breeze, rain,
wind. snow, lightning;

« the materials available for
building: stone, clay, wood, steel, glass,
plastic, concrete, aluminium;

« the size of people, and of other
creatures: their reach, their movement,
their eves, how they sit;

« the bodily needs and functions
of people, and maybe other creatures,
for warmth, security, air, food;

« the behaviour of people, indi-
vidually, or in groups; social patterns,
and political structures;

« other products of architecture
(other buildings, places) that already
exist;

« pragmatic requirements: the
space needed for various activities;

» the past: history, tradition;

« the furure: visions of ‘Utopia’,
or of *‘Apocalypse’;

« the processes of time: change,
wear, patination, deterioration, erosion,
ruin,

To each or all of these the design-
ing mind may adopt different attitudes,
maybe in differing circumstances, for
example: to make shelter against a cold
wind, or to enjoy the benefits of a cool-
ing breeze; to try 1o control patterns of
behaviour, or to allow (or accept, or
cultivate, or concede to) their contri-
bution to the identity of places; to sub-
mit materials to carving and polishing,
or to accept their innate finish, or the

finish they are given by the processes
of their acquisition (such as that of
stone broken by quarrying); to fight (or
disregard) the effects of time, or to




anticipate (or exploit) the patination of

materials by sun, wind and wear: to
¥

provide for bodily needs and functions

or to dismiss them as beneath architec-

tural consideration: to accept human
size as a basis of architectural scale, or
to create a hermetic rule for proportion,
one which does not refer to anything
outside itself: to follow the precedents
of history (even to submit to the
‘authority”’ of history), or to seek the
new —making the future different from
the past.

Any product of architecture (e.g.
a building, a garden, a city, a play-
ground, a sacred grove...) is informed
by, and hence expresses, such attitudes.
[f an architect wishes to fight against
the force of gravity, then it will show
in the form of the building produced
(for examples, a Gothic cathedral vault,
or one of the cantilevers of Frank Lloyd
Wright's design for the house called
‘Fallingwater’). If an architect seeks
to control the behaviour of people, then
it will show in the form of the building
(for example in a ‘panopticon’ Victo-
rian prison, in which all cells could be
watched from a single central view-
point). If an architect wants to cool
the interior of a house with breezes,
then this too will affect the form of the
building.

Products of architecture combine
acceptance of some aspects with
change of others. There is, however,
no general rule to dictate which aspects
are accepted, and which should be
changed or controlled. This fundamen-
tal uncertainty lies at the heart of many
of the great debates about architecture,

Femples and Cottages

I history and in the present; should

architects follow tradition, or should

they strive for novelty and originality;
should materials be used in the state in
which they are found, or be subject to
processes of manufacture that change
their innate character: should architects
dictate the layout of the places where
people live, or should cities grow
organically, without a master plan?
People find different answers to these
and many other similarly difficult
questions.

Designing minds combine
change and acceptance in varying de-
grees. In some products of architec-
ture the attitude of change and control
seems to dominate; in others it is the
attitude of acceptance and responsive-
ness which appears to prevail. The
archetypal ‘temple’ and the archetypal

‘cottage’ illustrate these differences.

The archetypal ‘temple’

The archetypal ‘temple’ i1s not a
real temple, but an idea. The illustra-
tion on the next page shows a building
which looks like an ancient Greek tem-
ple, but as we shall see later there are
other buildings which can be classified
as ‘temples’, in the philosophical sense.

The ‘temple’ can be characterised
in terms of the ways its architect dealt
with various aspects of the world. Itis
not necessary to look at the temple in
terms of all the aspects of the world
listed above; seeing the treatment of
some of them will illustrate the point.

The ‘temple’ stands on a platform
which replaces the uneven groundwith
a controlled surface as a foundation for
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building. This flat platform (or in some
historical examples subtly curved — as
that of the Parthenon on the acropolis
in Athens) is a starting level (a datum)
for the geometric discipline of the ‘tem-
ple’ itself, and detaches it from the
found world. Even if the platform had
no ‘temple’, it would define a special
place, distinct because of its flatness
and its separation by height above the
landscape around.

The ‘temple’ provides shelter
against the weather, 1o protect its con-
tent (the image of a god). Its form con-
cedes little to the forces of climate; it
stands prominently in an exposed
location.,

Its materials are carved into
abstract or geometric shapes, and
carefully finished — smooth, painted,
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and with precise mouldings. The stone
is probably not that which is readily
available at the site, but has been
brought some distance, with the
expenditure of substantial effort and
money, because of its quality.

The scale of the ‘temple’ doesn’t
relate to the usual size of human
beings, but to the indeterminately
larger stature of the god to whom it is
dedicated. The module on which the
size of the “temple’ is based exists only
in the dimensions of the building; the
‘temple’ has its own ideal system of
proportions within its own fabric; this
characteristic contributes to its detach-
ment from the found world.

As a house of a god the ‘temple’
does not provide for the bodily needs
or functions of mortals.




[he ‘temple’ s complete in jtse|f

and does not respond to oghep archi-

fecture. It is more likely that other
architecture wil) relate to it, as 3 focus
and point of reference. The “temple’
represents a stable centre. Though not
responding to other buildings around

it, the ‘temple’ probably does relate

Tempiles and Cottages

T ;
. hough ancient tlemples are now
M ruins,

they were not built with this
fate

in mind, byt lo stand against the
processes of time, rather than submit
to them. (For the later Romantic mind
the reduction to ruin of these icons of

human self-confidence — or maybe hu-
bris —

1s filled with poetic significance.)

by axis, to something distant and above
the ordinary: a sacred place on the peak
of a distant mountain, a star, or the
rising sun.

As a shrine the ‘temple’ has a
simple function, which is not compli-
cated by messy pragmatic require-
ments. Its form is ideal, dictated by
geometry and axial symmetry rather
than by the spaces needed for a mix-

ture of activities.
The form of the classic Greek

temples was the product of refinements
made over a number of centuries, but
as an idea the ‘temple’ is timeless —
belonging equally to the past and the

_{umre.

The archetypal 'cottage’

Like the ‘temple’, the archetypal
‘cottage’ 1s not a real building but an
idea. Whereas the ‘temple’ manifests
humanist detachment from the found
world, the *cottage’ fits in with its sur-
roundings. The drawing above shows
what appears to be a British cottage (of
somewhat vague origin), but there are
many other buildings (and gardens)
which illustrate the ‘cottage’ idea.

Unlike the ‘temple’, the arche-
typal ‘cottage’ sits on the ground. The
unevenness of site is incorporated into
its form. Not detached from the land-
scape, its walls may extend into the
surroundings as field walls.
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Like the ‘temple’ the ‘cottage’
provides shelter against the weather,
but for people and animals rather than
the image of a god. Its architect has
responded to chimate: it has a steeply
pitched roof to shed the rain, and is
located to find what protection there is
from trees, and from the lie of the land.
Its relationship with the sun is not one
of setting up a significant axis, but
maybe a matter (in a cool climate) of
taking advantage of its warmth, or (in
a hot climate) of providing shade from
its heat.

The ‘cottage’ is built of materi-
als that are ready to hand. Though nec-
essarily subject to some shaping and
finishing, they are used in a rough state.

The scale of the *cottage’ relates
directly to the actual size of people,
and perhaps also livestock. This is par-
ticularly evident at doorways, where
height corresponds to human stature,
and width, if the door is giving access
to a cowshed, maybe to the span of
cattle’s horns.

The ‘cottage’ provides for hod-
ily needs and functions. Its main pur-
pose 15 to house people who spend their
time working to keep themselves alive.
There is a hearth for warmth; there are
places to sit, to prepare food, to eat, to
sleep.

The ‘cottage’ and the places
around it accommodate many different
pragmatic requirements. In response
to these the layout is not formal, but
complex and irregular,

The ‘cottage’ is mutable, and
accepts the processes of time — wear
and age. Itis probably never complete;
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additions are added as morc spacc is
needed. or removed when redundant.
Its fabric acquires a patina which deep-
ens with age; lichens grow on its
stones; and plants grow in their own
way, establishing themselves in the

crevices of the walls.

Attitude

Though the above descriptions
are analyses of the images of apparently
real and plausible buildings —a “tem-
ple” and a ‘cottage’ — the issue for the
designing mind is the underlying one
of attitude. The mind that is engaged
in architecture must have an atutude,
or a permutation of attitudes, to the con-
ditions which impinge. Attitudes may
be held unthinkingly, or asserted con-
sciously, but they always affect the
character of the work produced. There
is not one attitude which informs all
architecture; in this, variety in works
of architecture is the result of variety
in the philosophical approaches of
architects,

Broadly, the attitudes which de-
signing minds adopt exist on a dimen-
sion which stretches from submission,
through symbiosis, to domination; one
may submit to the conditions that pre-
vail, seek to work in harmony with
them, or seek to dominate them. But
they also include many, more subtle,
nuances of attitude: ignorance, disre-
gard, acceptance, resignation, response,
change, mitigation, amelioration, ex-
aggeration, exploitation, contention,
subjugation, control; all of which can
combine in a variety of ways in deal-
ing with the many different aspects of




the world perceived as conditioning the
production of works of architecture,

With regard to climate for exam-
pPle: on a particular sjte you, as an
art.:hitect, might be ignorant of Some
wind that blows with potential destruc-
tive force in the same month each year;
you might know about the wind and
yet disregard it: you might seek to miti-
gate, or even exploit its effects for the
environmental benefit of the users; or
you might perhaps suggest a windbreak
to deflect or control it. Some of the
options may be negligent, reckless, or
downright stupid; others may be sub-
tle, poetic, and intelligent: some might
exist in a grey zone between the wo;
but the options in attitude are always
there, to be adopted with regard to
different aspects of the conditions,
according to your judgement.

Attitudes, consciously or unself-
consciously adopted, are manifest in
the character of the work of architec-
ture which is produced. If an attitude
of domination is adopted, it will be
there in the work; if submission, it too
will be there.

Attitudes may be personally
asserted by architects, or inherited by
them from their culture, in which case
their works manifest not just their
personal attitudes but those of their
culture or sub-culture.

The representation of attitude in
works of architecture is also open to
manipulation: by those who wish to use
architecture as a means of poetic ex-
pression; or by those who wish to use
it as a medium of propaganda, or sym-
bol of national, personal, commercial

Temples and Cottages

status, When architects of the Third
Reich in Germany during the 19305
wanted to yse architecture to symbol-
1se the power the Reich asserted. they
used a style of architectyre (based u;i
Classical architecture and its ‘temples’)
which evokes an attitude of control.
When the Nazis wanted to Suggest that
their politics were of those ‘of the peo-
ple’ they insisted on a folk style (based
on “cottages’) which seemed to su ggest
dcceplance and celebration of national
traditions with roots deep in history.
Neither the Classical style of architec-
ture, nor the traditional, was, in these
instances, born of an attitude of accept-
ance; both were imbued with a spirit
of control,

Manipulation of the appearance
of works of architecture to suggest that
they are born of particular attitudes is
not always associated with dark or
political propaganda. It is also a facet
of the poetic potential of architecture.
The other face of propaganda, in this
regard, 1s romance; whether it is the
romance of the heroism of ancient
Rome, or of idyllic rural life, or of high
technology, or of ecological harmony,
works of architecture can be made to
appear to have been born of the appro-
priate attitudes.

It may seem cynical to say so, but
sometimes the attitude superficially
suggested by the appearance of a work
of architecture may not be the same as
the one which actually underlay its
conception and realisation.

One attitude which is not
compatible with being an architect is
abdication. As an architect'one may
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accepl, respond to, Or change (the lie
of the land for example), but if one
ahdicates from decision, or tries 10
suggest that the driving attitude lies
(in nature, nation, history,
¢ fine grain of
architect. It

elsewhere
climate), then, in th
things, one is no longer an
is not nature, society, or history,
climate, gravity, or human scale, that

determines the way a work of archi-
but an architect’s

nor

tecture comes about,
attitude to them and to other aspects of

conditions which appear 1o prevail.

‘Cottage ' and ‘temple’ as ideas

‘Cottage” and ‘temple” are archi-
tectural ideas that are not restricted to
coftages and temples.

Confusingly, it is guite easy 10
find cottages (i.e. small dwellings)
that are to some degree ‘temples’
(architecturally, that is), and temples
(i.c. religious buildings, loosely speak-
ing) that architecturally are *cottages’.
The architectural ideas are not re-
stricted to their nominal roles as "grand
shrine fora god’ and ‘humble home of

man’. Architectural ideas are not
necessarily specific to purpose.

In its irregular composition of
forms this church on Corfu (bottom of
page), though functionally a temple, 15
architecturally a ‘cottage ...

_ while this cottage (right), with
its gecometric order and axial symme-
try, standing on 2 small plinth is
architecturally a ‘temple’.

The ‘cottage’ and ‘temple’ ideas
can equally well be applied to garden
design. In the traditional English
cottage, and ‘cottage’, garden (right)
plants in irregular groups arc appar-
ently allowed to grow in their innate
ways, with no formal organisation...

.. whereas in the omamental gar-
den of a French chateau, for example,
the plants arc arranged in geometric
patterns and clipped into unnatural
shapes.

The English cottage garden im-
plies acceptance of the providence of
nature, appreciation of the innate char-
acters of the different species of plant,

and enjoyment of an aesthetic effect




which appears independent of human
decisiunt and control, By contrast, the
£eometric garden ofthe French chateau
celebrates human contro] OVer nature:
the plants do not Erow into their natu-l
ral shapes, but are clipped into regular
forms,

Many products of architecture
are neither pure ‘cottage’ nor pure
‘temple’, but a mixture of both. Parts
of a rambling house may be little
‘temples’: such as the porch, the fire-
place, the four-poster bed, the door-
case, the bay-window, and the dormer
window, in this cutaway drawing.

The architectural ideas of ‘tem-
ple’ and ‘cottage’ are evident in the
plans of works of architecture, as well
as in their outward appearances.

This is the plan of the ancient
Greek temple of Aphaia at Aegina. It
illustrates abstract characteristics of

axial symmetry and regular geometry

Temples and Cotirages

associated with the architectural idea
of ‘temple’.

While the irregularity and ab-
sence of strictly orthogonal geometry
in the plan of this Welsh farmhouse
(Llanddewi Castle Farm, Glamorgan)
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‘ ar plan...
is typical of the ‘cottage’ idea: 115 plan It has a regular p

is not complete within itself: some of
its walls enclose patches of outside
space, and others stretch out into the
landscape; the rooms are not laid out
formally, but more as an accretion of ——
places for different purposes.

Where the ‘temple’ plan imposes,
the ‘cottage’ plan responds.

The Erectheion, a temple on the L :
acropolis in Athens, has an irregular
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.. is symmetrical in section...

.. and relates to the lie of the land by

responding to varying ground levels,
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The Erectheion is composed of :
parts of three ‘temples’ put together, ... and stands clear of the uneven
but in its relation to the ground, italso  ground on a level platform. In some of its characteristics, this
has some ‘cottage’ characteristics. So far in this discussion of the Welsh cottage is, architect: b a

temple . It is symmetrical in plam
] ona

Riralizan: 3 : and section, and stands

ural ideas we have looked only at ex- platform, separated from the nanenad

amples from the distant past. These lie of the

This Welsh farmhouse, by con-

trast, exhibits some of the architectural
characteristics of a ‘temple’,

‘temple’ and the ‘cottage’ as architec-
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ideas are ancient in the production of
architecture, but they have been used
in the twentieth century too.
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This is the Nationalgalerie in
Berlin, built to the designs of Mies van
der Rohe in the 1960s. This is the
entrance level of the building; the
majority of the galleries are within the
plinth on which it stands. The struc-
ture of this large pavilion is steel, and
its walls are almost completely of glass.
By its plan and overall form it is clearly
a ‘temple’: it stands on a platform clear
of the natural ground level; its plan is
a perfect square; and it is axially sym-
metrical. Itisareinterpretation in steel
of the architecture of ancient Greek
stone temples.

This house by Hans Scharoun, of
1939, with its irregular plan which

[
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Temples and Cottages

directly responds 1o the accommoda-
tion of different purposes, appears to
be architecturally a ‘cottage’,

The Einstein Tower (1919) by
Erich Mendelsohn is, even with its
curved forms, a ‘temple’,
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Analysing Architecliunlt

Whereas the civic centre at
Sayniitsalo, Finland (right), designed

by Alvar Aalto (1952), with its careful

but irregular planning, response 10

changing ground levels, and incorpo-
ration of external places, tends more
towards the architectural ‘cottage’.
Philip Johnson and John Burgee’s
AT&T Building in New York, built in

1982 (below), is a tall ‘temple’.

T
-
.

~ And the Inmos Research Centre
near Newport, Gwent, designed by
Richard Rogers is a wide ‘temple’.

< A,
| S

There are also twentieth-century
buildings that combine ‘temple’ with
‘cottage’ characteristics.

From the outside, Le Corbusier’s
Villa Savoye (1929) appears to be a
“temple’ (though itis a house). Its main
living spaces are lifted clear of the natu-
ral ground, not on a solid platform, but
on a series of columns. 1ts outer form
is generally symmetrical but with small
deviations; and it is ordered according
to geometric proportions. But its plans,
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though based on a regular structural

as 1o the formal. In environmental
design (which deals with warmith, light,
sound, ventilation) a distinction has

been drawn between ‘selective’ and

grid, are an irregular composition of
spaces arranged without reference to
axial symmetry.

Reference for ‘exclusive’ The dichotomy of attitudes and  “exclusive’ design: in selective mode

and ‘selective’ modes of related architectural ideas associated a building is conceived to respond to

environmenial design: with “temple’ and “cottage’ run through  and exploit the environment around; in

Dean Hawkes — The Environmental all di . . : .

B Togs l:!]l'l‘lL‘I'ISIUIHE of architecture. An  exclusive mode the internal environ-

architect can impose an abstract order  ment of a building is artificial, herm-
¥

onto the world, or respond to what the etically separated from the outside

world provides. Often architecture  climate. In the terms discussed here

involves both at the same time, the selective mode accords with the
|| | \ [ [ The attitudes apply to the modi- ‘cottage’ idea, and the exclusive with
r

r fying elements of architecture as well  the ‘temple’.

W JL_ “Temple’ and ‘cottage’ exist con-

{ Loz L:“‘JE-:;I b ceptually on a philosophical dimension
|

_:[ - which is pertinent to all stages of de-

| | ’ sign. Their application is not subject
| |
|

"

to rules, but to judgement and opinion,

r
—_— |

| ——

i e 1[_] ! ' '; and can be influenced by prevailing
| J..,_ =) | | trends of the time.

| | - B 1 Some works of architecture are
— 1 s 1 b= L not easy to analyse in these terms. One
hee._m.rj_ e T =T * 1 is Gerrit Rietveld's Schroeder House
L i ;1 (left), built in Utrecht in 1923. Its form

I = ;—==I— is irregular; it has no axial symmetry,

and it does not sit on a platform. Yetit
l ! has an abstract, idealised, unresponsive
| character which seems to separate it

|
| from the world as found, and which

i |
JWWAWW suggests it is a ‘temple’.
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GEOMETRY |IN ARCHITECTURE

here are many different ways in
which geometry plays a part in

leciure,

archi-

The previous chapter, Temples
and Cottages, discussed some of the
different attitudes that o designing mind
can adopt towards the conditions

within which architecture is done. In

particular it identified the attitudes of

control and aceeptance as they can he
exemplified in an archetypal temple’
and an archetypal *cottage”,

The architectural uses of Eeo-
metry can be discussed in these terms

0o. There are ways to use geometry

that emerge out of the conditions of

being, and there are others that may be
imposed or overlaid upon the world,
The latter, termed ‘ideal’ peometries,
are the subject of the last section of this
chapter; the chapter beging with some
ol the geometries ‘ol being',

The word geometry, as a subject
inschool for example, suggests circles,
squares, triangles, pyramids, cones,
spheres, diameters, radii, and so on,
These play an important part in archi-
tecture; as abstract ideas they belong
in the category ol ideal geometries -
their perfection can be imposed on the
physical fabric ol the world as a means
for wdentilying place.

But geometries emerge from our
dealings with the world too; geometry
can derive from an attitude of accept-
ance as much as it can be associated
with an attitude of control. Geomeltries
of being are inherent to the identifica-

tion of places.

Circles of presence

People and objects introduce
geometry into the world just by being,

Livery body has around it what
might be called a *cirele ol presence’,
which contributes 1o its own identifi-
cation of place. When a hody is in
relationship with others, their circles
of presence affect cach other. When a
body is putinto an enclosure or cell its
circle of presence is also contained and

perhaps moulded,
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An object standing on a Mat land-
scape occupies its own space, but italso
exerts concentric circles of presence,
1o which we can relate.

If one discounts electronic and
radio presence, the broadest of these
circles of presence 15 the visual, de-
seribed by the distance at which the
object is visible, This cirele may streteh
as {ar os the horizon, or it might be
contained by a forest, or a wall,
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In terms of sound this large
circle of presence would be the distance
.t which a sound emanating from a
body is audible; smell, smellable;
radio waves, receivable.

The smallest circle of presence,
physically, is described by the distance
within which one is able to touch, and
perhaps embrace, the body.

The most difficult circle of pres-
ence to determine rationally is the

intermediate, the one within which

one feels that one is “in the presence’ A

of the body. It might be said that it is Lty _g;*'if;ﬂl, {:ﬁ; T J |'r [N r r,T. s I
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extensive circle of visibility; the inu- Circles of presence are rarely A tree defines one of its circles of 1

mate circle of touchability; and the  perfect circles; they are almost always presence by the extent of its

intermediate circle of place. Much  affected by local conditions and topog- canopy of branches. !

architecture, from prehistoric times to  raphy. The world is generally so full 1

the present, has been concerned with  of bodies that their many circles of

asserting, defining, amplifying, mould- G TR i

ing, or controlling circles of presence. dhanatl l
A tree defines one of its circles “

of presence by the extent of its canopy |

of branches.

A candle, or a lighthouse, de-
seribes its circle of presence by the light
that it emits.

A fire, as suggested in the chap-
ter on Primitive Place Types, identifies
a place by its sphere of light and
warmth.

A standing stone exerts its pres-

ence in the landscape, as an assertion

of the presence of those who put it
there.

It is perhaps in the handling of
circles of place that architecture can e A candle or a lighthouse describe

at its richest and ; b1 T B L1 their circle of presence by th
B ' =l brightness of the light they emit
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The statue of Athena Promachos
asserted the circle of presence
of the goddess over the ancient

city of Athens.

A standing stone asserts its circle of
presence in the landscape, and

establishes the place of those who put
i there.
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The circle of presence of a significant
object can be contained and distorted

by the enclosure or cell within which
Il stands,

Geometry in Architecture

presence overlap, interfere, or maybe
reinforce one another in complex ways
which are sometimes too difficult to
analyse fully.

Circles of place have been
manipulated by architecture since
ancient times, for various purposes.

Most of the buildings on the
acropolis in Athens were built during
the classical age of ancient Greek cul-
ture, around the fifth century BC. The
top of this rocky hill in the plain of
Attica had been a place sacred to the

goddess since time immemorial. Such

elevated places were sacred partly be-
cause they had a clear identity; they
were elevated and sanctuaries in times
of trouble; they also possessed exten-
sive circles of presence — they could
be seen (and from them one could see)
for long distances across the landscape.
The hill of the acropolis retains this
circle of presence over modern Athens.

By their architecture the ancient
Greeks manipulated the circles of pres-
ence of the sacred place of Athena. The
extent of the circle of place around the
sacred site was defined partly by the
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reasonably level area of land on top of
the hill, but this was extended and
established more firmly by the huge
retaining walls which still define the
sacred precinct — the remenos —around
the temples. The shape of this temenos
in plan is not circular, but represents
an interaction between the circle of
presence of the sacred site and the
topography of the hill.

There were two important stat-
ues of Athena on the Athenian acropo-
lis. The giantAthena Promachos stood
in the open air near to the entrance into
the temenos, projecting its own circles
of presence over the city, even to ships
on the sea some miles away. The other
statue was enclosed within the main
temple, the Parthenon, which had (and
maintains) its own circle of visibility
across the city, and which amplified the
hidden presence of the image whilst
controlling 1ts circle of place and pro-
tecting its intimate circle of touch-
abihity, both of which were probably
only ever penetrated by priests.

In these ways the acropolis
lustrates some of the ways in which
circles of presence play their parts in
architecture: the retaining walls of the
temenos define the ‘circle’ of the
sacred site; the Parthenon amplifies the
presence of the statue it contains, and
its cella controls and protects the stat-
ue’s circles of place and touchability,

Lines of sight

We human beings seem fasci-
nated by the fact that we see in strai ght
lines. This fascination is evident in the
way one might vacantly line up the toe

102

of one's shoe with a spot on the carpet,
or more purposefully when one sights
a distant object with the end of a finger
to point it out. The fascination with
lines of sight is evident in architecture
100,

An alignment of three or more
things, one of which is one’s eye, seems
to possess some peculiar significance.
The precise alignment of the sun, the
moon and the earth, at a solar or lunar

eclipse, has always been considered a

significant event. The builders of

Stonehenge appear to have erected the
Hele Stone to align the centre of the
henge with the sun rising over the
horizon on the Summer Solstice.
Standing on a pier, we notice when a
ship crosses the line projected by the

pier out into the sea. Driving through

the countryside we remark when a

distant feature is exactly aligned with
the road along which we are moving.

Alignment imparts significance,
to both the distant object and the

We are intrigued when the i'mid.rc._—.-pg
appears to contain alignmenys

The Hele stone aligned the centre of
Stonehenge with the sun rising on the
Summer Solstice.




GEE}HIEII'J' in-Architecture

viewer. The ‘sight’ — the finger tip or
the Hele Stone — s 4 medium, a fuy-
crum between the wo, a catalyst which
projects a line between the viewer and
the object. Alignment implies a line of
contact —an axis — between oneselfand
the distant object, exciting in the viewer

Lines of passage

In the physical sciences, one of
the laws of motion 1s that a body
remains in a state of rest, or moves in
a straight line with uniform speed,
unless compelled by a force 1o change

that state. This is often a presumption
a thrill of recognition of the linkage  in architecture too.

(which is even stronger when ‘eyes
meet across a crowded room” ).

It appears that sometimes buildings

: Thinking of architecture as iden-
were aligned with sacred mountains.

tification of place, a line of sight
establishes contact between places. In
the ancient world it was one of the ways
in which architects tied places into the
world around them, establishing them

as fragments of matrices which centred

on particular sacred sites. It is a power
which is important in the design of

places for performance, where engage- Lines of passage are usually con-
ment between actors and spectators  sidered to be straight, unless diverted
depends on sight, It can also be im- by some ‘force’. A sensible person
portant in designing art museums, usually moves in a straight line be-
where lines of sight can influence the  tween a starting point and a goal,
positioning of exhibits, unless there is some obstacle which

When he was remodelling the
Castelvecchio in Vieenza, Carlo
Scarpa would draw lines of sight
onto his plans. Emanating from
particularly important points in the
building — the entrance, or a
doorway — these would influence his
deliberations on the positions of
exhibits, or pieces of landscaping.

Reference for Carlo Scarpa at the
Castelvecchio:

Richard Murphy — Cario Scarpa and
the Ehsre."ver:chr‘u, 1990).
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makes this unwise or impossible. In

organising the world into places, archi-
tecture also establishes lincs of passage
between those places, using them as
ingredients of serial experiences.

The ancient pyramids of Egypt
were connected to valley buildings on
the river Nile by long causeways.
Sometimes these were straight; some-
times they had to take account of local
land conditions, or perhaps changes in
plans during construction, and deviated
from the direct line.

The line of a pathway in the land- Reference for ancjp

At Egypiian

scape is often a result of peo ple's and ; Pyramidy.
animals’ tendency to move in straight LE.S. Edwards - The Pyyamig of
Egypi, 197

lines being diverted by changes in the
surface of the ground.

Lines of passage are often related
to lines of sight; but they are not
necessarily congruent.

A line of passage can sct up or
reinforce a line of sight, as when a road
aligns with a distant feature in the land-
scape; but they might not coincide.
Sometimes architecture can make a
play of aligning a line of passage with
a line of sight (as in the nave of a
church); but sometimes the line of
passage deviates from the line of sight,
so that a pathway does not take the
most direct route between starting point
and goal,
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Approaching the entrances to rhe 1 :
Carpenter Cenler, lines of passage :
are nol congruent with lines of sight.

seen. Interplay between lines of sight
/]| and lines of passage can create a sense

4

The Carpenter Center for the
Visual Arts in Harvard University
(1964, by Le Corbusier) can be ap-
proached from two diagonally
opposite corners of the site. The
ramps that rise to the entrances
are curved. At the start of either ramp
the line of passage to the entrance
does not follow the line of sight.
Sometimes a line of passage does
not have an obvious goal which can be

of mystery in the experience of a work
of architecture.

Sometimes a work of architecture
presents a choice of lines of passage,

each of which has to be assessed by
sight,

Measuring

The word geomeiryderives from
two Greek words, for earth (ge) and
measure (metron). Measuring the
world is essential to life; people meas-
ure their environment all the time, and
in lots of different ways, Measuring
with a ruler or tape measure is only one
of those ways, and an artificial one.,
The more immediate ways in which
people measure the world is with their
own bodies.

People measure distance by
walking. They may do it consciously
by counting their paces; but they also
do it subconsciously, merely by walk-
ing from one place to another. In con-
nection with walking, people estimate
distance or the height of a step with
their eves, and assess the amount of
effort needed to cover the distance or
climb the step.

People estimate the width of
doorways and passageways, estimating
whether there is space to pass others.

People estimate the height of
openings to assess whether or not they
must stoop to pass through.

People are conscious of the size
of aroom, and can estimate what it will
accommodate. They do this primarily
by means of sight, but the acoustic of a

105




hirg.ﬂ'lﬂrﬂ

Analysing S

.-.“-'

T e e e L TTESTL

- ke T B .1—\._-. [ l'-I.‘r':I'---_ ¥ -]
T E—— = o e

o

- o T m = - = -m

——

space can also indicate its size. People A person stands by a window
also subconsciously calculate how  conscious of the heights of the cill
the size of a room, and the distances  and of the head, and of whether the
between pieces of fumniture in it, can  horizon can be seen.

influence social interrelationships People set the scale of a work of
within it,

architecture in comparison with their S
People might estimate the height  own stature as human bein gs, and with People measure the ;mrquﬁ‘ﬂpﬂ@l‘ . | -
ofawallto assess whether itmay serve  the ways in which their bodies may MOYEMEIs mﬂrm gt
as a seat; or of a table to assess its use maove, senses. A sra.rr menmreaﬂ e u. .'.' "
as a work bench. between levels in equalsieps. -

These are all transactions be- e i
tween people and works of architec-
ture. People set the measure of the

buildings they use; but buildings also
_ - set the measure of the lives they
I& ﬁg ‘ ﬁ accommodate. People take measure

from the works of architecture they

= inhabit, and use their measurements to
_ mmmmmm make different types of assessment,

People literally measure out the
lengths of their own bodies on the beds
in which they sleep.




Reference for The Modulor:

Le Corbusier (translated by de
Francia and Bostock) — The Modulor,
1961.

A large doorway exaggerates the
Status of the occupant, and
diminishes the status of the visitor,

A small f."ﬂanr'ﬂ_v diminishes the

Status of the occupant, and enhances
the status of the visitor

A human-scale doorway puts the
Occupant and visitor at equal status.

&——4

Geometry in Architecture

In the late fifteenth century
Leonardo da Vinci constructed this
drawing illustrating the relative pro-
portions of an ideal human frame as
set down by the Roman writer on
architecture, Vitruvius. It suggests
that in its ideal form the human frame
conforms to geometric proportions: it
also suggests that the measurements of
the human frame are tied in with those
of nature, and the universe.

In the middle of the twentieth
century Le Corbusier contrived a more
complex system of proportions relat-
ing the human frame to those of other
natural creations. He used a special
proportion called the Golden Section.
His system, called The Modulor,

allowed for the different postures that
the human frame adopts: sitting, lean-
ing, working at a table....

Earlier in the twentieth century,
however, the German artist and drama-
tist, Oskar Schlemmer, had recognised
that the human frame also measures the
world in its movement and projects its

measure into the space around it.

i1
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Siv-directions-plus-cenlre
A human being has 2 front, a

back, and two sides: generally cha]::-
ing, the ground is below, and above 1§
the skv. Each stands (or sits, or lies) fll
the centre of its own set of these SiX

directions.

These observations seem almost
too obvious to bother stating, but they
are simple truths that have fundamen-
tal ramifications for architecture. Six
directions condition our relationship
with the world, in which each of us is
our own mobile centre. They condition
our perception of architecture — how
we find and occupy places, how we
relate ourselves to other places — and
play into the conception of architecture,
presenting a matrix for design.

One way in which architecture
can relate to the six-directions-plus-
centre is by the evocation of resonance
between an enclosure and its occupant,
by making it a place which responds
to (or deals with in some way) each of
the six directions. An ordinary cell,
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with its four walls, ceiling and floor,
conforms to this. In such places cach
of us can compare the orientation of
our own six directions, and the posi-
tion of our own centre, with those of
the room, finding places where our SiX
directions are in either formal accord
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or relaxed interplay with those of the
room. By its six sides a place (a room,
a building, a garden) can set out a
two- or three-dimensional orthogonal
framework, the power of which lies

in its provocation in us of a sense of
relationship.
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In relating to a place that has a

front (an in front), a back (a behind),
two sides (a left and a right), a top (the

=

above), and sits on the ground (the

below), we feel that in some way we
are relating to something which is like




The tank in Damien Hirst’s Away
from the Flock forms a three-
dimensional orthogonal frame
around the sheep. Each face of the

tank implies an elevational view of
the animal,

Geometry jn

ourselves, and which, to this extent,
Is created in our own Image, and to
which we can respond through com-
parison with our own six-directions-
plus-centre.

The suggestion of accord be-
tween sets of six-directions-plus-
centre can be a powerful identifier of
place, especially when architecture sets
up a centre which a person, or the
representation of a god in human form,

or a significant object, can occupy.

— ]

Often in such cases one of the six
directions is dominant, usually the
forward: as in the case of a soldier’s
sentry box which allows vision to the
front while protecting his back and
sides from attack, his top from rain or
sun, and his feet from mud or the cold
of the ground; or as in the case of a
throne room, where the position of the
throne against one of the four walls,
rather than at the geometric centre of
the room, allows the monarch’s for-
ward direction to dominate the space.
Such a manifestation of direction might
be reinforced in other ways, maybe by

Architecture

positioning the throne opposite the
entrance, or by setting out a path — a
red carpet perhaps — which identifies
the monarch’s route to and from the
throne as well as emphasizing the
forward direction from the throne,
The six directions are evident in
human bodies, and these can be re-
sponded to in the architecture of spaces

and rooms. The six directions are also

manifest in the conditions within which
creatures live on the surface of the
earth. The sky is above and the earth
below; but cach of the four horizontal
directions has its own character. Each

of the four cardinal points of the
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compass relates to the movement of the
sun. In the northern hemisphere the
sun rises in the east and sets in the west,
itis at its highest in the south, and never
enters the northern quarter.

Works of architecture can be ori-
ented to these terrestrial directions as
well as to those of anthropomorphic
form. In this way buildings mediate
geometrically between human beings
and their conditions on earth. Any
four-sided building on the surface of
the earth relates in some way, roughly
or exactly, to these four cardinal points
of the compass. Any four-sided build-
ing 15 likely to have a side which
receives morning sun, a side which
receives midday sun, and a side to the
setting sun; it will also have a side to
the north which receives little or no sun.
These four horizontal directions have
consequences in the environmental
design of buildings, but they also tie
architecture into the matrix of direc-
tions which cover the surface of the
earth (and which are formally recog-
nised in the grids of longitude and
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latitude by which any position on the
surface of the carth is defined).

The four-sided building 1s di-
rectly related to the directions on the
surface of the earth as it spins through
time; and each side has a different char-
acter at different times of day. But such
a building can be significant in another
way too; for if its six directions are
considered to be in congruence with
those of the earth — its four sides face
each of the four terrestrial directions
implied by the movement of the sun,
and its verticality accords with the axis
of gravity which runs to the centre of
the earth — then the building itself can
be considered to identify a centre - a
significant place that seems to gather
the six directions of che earth into its
own, and provide a centre which the
surface of the earth does not.

In these ways the geometry of the
six-directions-plus-centre can be seen
1o be inherent at three levels of being:
In ourselves as human beings; in the
original nature of the world on which
we live; and in the places that we make

R




Reference for the Vitra Fire Station:

Vitra Fire Station in Lotus 83,
1995, p.94.

Even g Jairly rough stone can, like a
berson, introdyce the six-directions-

Plus-centre into he landscape.
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through architecture, which mediate
between us and the world.

The six-directions-plus-centre
are a condition of architecture, and as
such are susceptible to the attitudes of
acceptance and control mentioned in
the chapter on Temples and Cottages:
one can accept their pertinence and
influence; or attempt to transcend them
by exploring abstract and more com-
plex geometries, or by tackling diffi-
cult concepts such as non-Euclidean,
or more-than-three-dimensional space.
Some might also argue that the submis-
sion of the world’s surface to the rule
of four directions, or three dimensions,
1s simplistic; that the movement of the
sun through the sky is more complex
than the cardinal directions suggest:
and therefore that architecture either
should not necessarily pay heed exactly
to the matrix that the six-directions
imply, or should look for more subtle
indicators for the positioning and
orientation of buildings.

Nevertheless, the notion of six-
directions-plus-centre is useful in
analysing examples of architecture of
many kinds and characters. Its power
is found in examples that range from
the ways in which directions, axes and
grids can be introduced into landscapes
to make it easier to know where one 1s,
and how one might get from one place

to another...

/ T
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... through the vast stock of orthogonal
works of architecture, 1o attempts to
Licape or test the boundaries of rectj-
linear architecture, as in the works of
Hans Scharoun, or of Zaha Hadid.
Even though distorted, as if by the
force of some warp in the gravitational
field, the four horizontal directions
retain their power in the plan of Hadid’s
Vitra Fire Station.

(- b
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Many works of architecture
relate to the four horizontal directions,
to the above and the below, and to the
concept of centre, in simple and direct
ways. The Greek temple is a particu-
larly clear example. The six-directions-
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plus-centre operate al various concep-
tual levels, even in a building whose
form is as apparently simple as this.

First, as an object in the land-
scape, the building has six faces: one
to the ground; one (the roof) to the sky;
and four sides, each facing one of the
four horizontal directions. In this
regard the temple establishes itself as
a cenlre,

Second, as an internal place, the
cella of the temple has a floor and a
ceiling, and four walls that relate di-
rectly to the four horizontal directions
implied by the image of the god or god-
dess who was its essential reason for
being.

Third, in the relationship between
the inside space and the outside world,
the doorway (the prime link between
the two) allows one of the four hori-
zontal directions (that of the face of
the deity, which is reinforced by the
longitudinal axis of the temple) to strike
out from the inside and relate to an
external altar, and maybe also (as a
line of sight) to some remote object
of significance — the rising sun, or the
sacred peak of a distant mountain,

These three ways in which the
six-directions-plus-centre are inherent
to the architecture of the temple
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collaborate to reinforce the role of the
temple as an identifier of place. The
temple itself is a cell and a marker, but
its orthogonal form channels the ways
in which it identifies the place of the
sacred image, making it also a centre,

But there is also a fourth way in
which this essentially simple building
type relates to the six-directions-plus-
centre, one that is of special importance
in thinking of architecture as identifi-

cation of place. This is to do with the

way that the directions of the building

relate to those of a visitor or worship-
per.

The geometry of an ancient
Greek temple responds 1o the
six-directions-plus-centre...




.. as does the geometry of a
traditional church.

Geometry

Regarding its extemnal formas a
body, we are aware (if we know the
building, and are in its presence) when
we are at the back, at the front, or at
either of its sides. Relative to the build-
ing, we know where we are. But in
addition to that relationship, we are
also aware that there are significant
places created by the power of the
orthogonal geometry of the building;
places that maybe draw us to them. The
most important of these is that promi-
nent direction which emerges from the
god’s statue through the door and
strikes out into the landscape; we know
when we are standing on this axis and
perceive it as special; it excites in us a
thrill of connection between our own
directions and those of the god.

This powerful axis is established
by the architecture of the temple. We
are not left as detached spectators, but
brought into involvement with the
architecture of the building, made part
ofit. Itis exactly the same power, that

of the dominant axis, which prompts

in Architecture

the practice of nodding reverently as
One crosses the axis of the altar in 3
Christian church or 4 Buddhist shrine,
It is the same power that draws us to

stand at the exact centre of a circular

space (the Pantheon in Rome, or under
the dome in St Paul’s Cathedral in
London, or the amphitheatre at
Epidavros in Greece).

These simple uses of the six-
directions-plus-centre are basic, rudi-
mentary, and seemingly universally
recognised as constituting a power of
architecture.,

Social geometry

The geometry of social interac-
tion between people is perhaps a func-
tion of the six-directions-plus-centre
that each possesses.

When people congregate they
identify their own places, in particular
ways. In doing so they overlay a social
geometry where they come together.
As a process of identification of place,
this is architecture in its own right, but
while it consists only of people its
existence is transient. Works of archi-
tecture can respond to social geo-
metries, order them, and make their
physical realisation more permanent.

When schoolboys spectate at a
playground brawl between two of their
number, they form a circle. When there
is a formalised bout between two
boxers, the area of their battle IS
defined by a rectangular platform with
rope barriers around the edge. Though
square it is called a ring, and the
boxers’ confrontation is represented by
their possession of opposite COrmers.
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People may sit in a rough circle
around a fire in the landscape. In the
ingle-nook of an Arts and Crafts house
that social geometry is transformed into
a rectangle, accommodated within the
structure of the fabric of the house.

It may not be an example of
social geometry, but the grid layout
of graves in a cemetery is a function
of the geometry of the human frame
and the way in which th¢ rectangular
shape of the space it needs can be

|
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The radial arrangement of spec-
tators on the slopes of a valley, watch-
ing sports or dramatic performances,
was architecturally translated by the
ancient Greeks into the amphitheatre,
with its (more than semi-) circular plan,
consisting of many tiers of concentric
sitting steps.
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tessellated across the land.

People arguing stand opposite
cach other; when they are friends, they
sit next to cach other. Both can have
architectural manifestations.

In British politics, the confron-
tation of the Government and the
Opposition is physically represented in

A stone circle makes a people
patlern permanent.

An ingle-nook formalises the
geomelry of social interaction around
a fire. This imaginary example was
drawn by Barry Parker, and is
illustrated in the book he produced
with his partmer in architecture,
Raymond Unwin — The Art of
Building a Home, 1901,

There is a social geometry to the
space of MEME?_
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the benches of the | louse of Commons
bl

which face each other across the cham-
ber, with the Speaker (or chairman of

the debate) sitting on the axis between
them.
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The social geometry of the British
House of Commons is a

manifesiation of the procedural
relationship between the Government
and the Opposition,

«and to the space of confrontation,

Some chambers for discussion
are designed not for argument and
opposition but for collective debate.
This is sometimes manifested in their
architecture. Chapter houses are meet-
ing rooms attached to cathedrals and
monasteries. Often they have a circu-
lar, or perhaps polygonal, plan which,
architecturally at least, is non-confron-

tational and non-hierarchical. Even the

central column, which supports the
vaulted ceiling, seems to block direct,

Itecture

diametrical, opposition across the

chamber,

[L1s a moot point whether such
architectural arrangements affect the
behaviour of members of parliament or
of chapters. Some countries, neverthe-
less, have chosen to accommodate their
parliamentary debates in circular rather
than confrontational debating cham-

bers, if only for symbolic reasons.
This, as one example, is the debating
chamber of the Finnish parliament in
Helsinki, which was designed by 1.S.
Siren and built in 1931,
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The circle 1s one of the most
powerful symbaols of human commu-
nity; architecturally it seems to speak
of people being equal and together
in a shared experience of the world. It
is the pattern made, loosely, by the
people around their campfire; 1t 1s the
pattern made by people sitting around e
a picnic; it is a pattern associated with 2

conversation; and it 1S a pattern asso-
ciated with spectating at some dramatic
ar ceremontal event. e
Though he avoided many other
types of geometry in his designs, even
the German architect Hans Sf:hmuigr:
accepted the aptness of lhuml":lh “ 2
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frame for the social event of a meal.
In the Mohrmann House, builtin 1939,
the dining area is the only place in the
plan which has a regular geometric
shape: a circular table is accommodated

wrned on a woodturner’s lathe; a table

is rectangular because it is made of

regular-shaped pieces of timber.

e
2 There is geometry to laying
slates on a roof.

L]

centrally in a semi-circular bay win- The same is true of building.

dow between the kitchen and living  Often the materials and the way in

room. which they are put together impose or

suggest geometry.
Geomenry of making When put together into walls, ﬁ
Many everyday objects have a  bricks, as rectangular objects them- %

geometry that is derived from the way  selves, tend to produce rectangular

they are made. A clay vase is circular  walls, and rectangular openings and

enclosures. W i “ri- ; o
hen using such materi The geometry of bricks conditions

als it requires a definite decision to the geomelry of things that are
deviate from the rectangular, made from them.

because itis thrown on a potter's wheel: 1:_:”;:] :__—]E_
aWooden bowl is circular becayse itis l;"-—-]:;r:—-—r I
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.. and to the ways in which
pieces of timber can be
joined together.

This drawing is based on one in:
Drange, Aanensen & Branne -

Gamle Trehus, (Oslo) 1980,

Geometry in Architecture

The geometry of makin £ is essen-
tial to the construction of buildings, In
this traditional Norwegian timber
house, as in many traditional houses
from around the world, there is an
interplay of social geometry and the
geometry of making. Social geometry
conditions the sizes and the layout of
the spaces. But the shapes of those
spaces are also conditioned by the
materials available and their intrinsic
qualities, and by current building
practice.

The building is infused with the
geometry of making, even though that
geometry is not always exact and regu-
lar. The fabric of the walls and the
structure of the roof is influenced by

P ey TR e AT
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the sizes of timbers available, and their
innate strength. The sizes of roofing
tiles influence the design of the roof,
The small panes of the window are con-
ditioned by the sizes of pieces of glass.
Even the small portions of masonry are
conditioned by the shape of the bricks
and the subtle and complex geometries
of'the stones available. And the bracket
which holds the cooking pot has its own
structural geometry, and describes a
locus which is part of a circle as it is
swung across the fire.

The geometry of making is not
so much a power of architecture as a
force which conditions building. The
force 1s not active, but lies latent in
materials that are available for build-
ing, and in plausible strategies for
bringing materials together into build-
ing under the influence of gravity. As
such the geometry of making is sub-
ject, in architecture, to the range of

AT o e
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attitudes mentioned in the chapter on
Temples and Cottages. In producing
an archetypal ‘cottage’, itmay be said,
the geometry of making is accepted,
whereas in an archetypal ‘temple’ itis
transcended. Within this dimension
architects can adopt any of a range of
attitudes to the geometry of making.
The Scottish architect Charles
Rennie Mackintosh designed many
pieces of furniture; in some of them he
exploited the geometry of making,
refining it according to his aesthetic

sensibility. This, for example, is a

waitress’s stool he designed in 1911 it
follows the geometry of making, but
this has been refined into a matrix of
perfect cubes,

There is a constructional geoms-
etry too in the shingle and timber
buildings designed by the American
architect Herb Greene; but it is stret-
ched almost to its limit, and distorted
into animal-like forms. This drawing
(right) shows part of his Prairie House,
builtin 1962, on which the shin gles are
like the feathers of a hen.
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The geometry of making includes
the geometry of structure, whether it is
the timber structure of a medieval tithe
barn, or the steel structure of a micro-
electronics factory. The geometry of
structure is said to be susceptible to
mathematical calculation, though
there seems to be an infinite variety of
ways of arranging a structure to span a
particular space. Some are said to be

N

Reference for Mackintosh furniture:

Charles Rennie Mackintosh and
Glasgow School of Art: 2, Furniture
in the School Collection, 1978.

Reference for the architecture of
Herb Greene:

Herb Greene — Mind and Image,
1976.




The structure of a native American
teepee has an innate conical
geometry, which produces a
circular plan.

The three-dimensional geometry of
some medieval carpeniry is quite
complex. This is part of the scaffold
of the spire of Salisbury Cathedral.
The drawing is based on one by Cecil
Hewett in his book English Cathedral
and Monastic Carpentry, /985,

o

Geometry in Architecture

efficient if they use material cconomi-
cally and without redundant members:
some have an added quality called
clegance. Whether there is a direct
correlation between efficiency and
elegance is a point of debate.

The geometry of making does not
only apply to traditional materials such
as brick, stone and timber; it applies
just as much to buildings with steel or
concrete structures, and to buildings

with large areas of glass walls.

It is also the discipline which
controls industrialised building sys-
tems. Systems consist of standard
components that can be put together
as a kit of parts. These parts include
structural components, and various

types of non-structural cladding pan-
els which form the envelope of the
building. The dimensional co-ordina-
tion that allows standard components
to be manufactured in a factory, trans-
ported to a site, and then put together
to make a building depends on careful
and disciplined appreciation of the

geometry of making.

Ideal geometry

The circle and the square may
emerge out of social geometry or from
the geometry of making, but they are
also pure, abstract, figures. As such,
they are sometimes thought to have an
aesthetic or symbolic power (or both)
in their own right. Some architects
use them to instil their work with a
discipline that is independent of (but
perhaps also related to) the various
geometries of being.
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| gcometry does notl only . .
e duced designs for buildings which were

include the circle and the square and
their three-dimensional forms — the
cube and the sphere. It also includes
special proportions, such as the simple
catios of 1:2, 1:3, 2:3 or more complex
ratios such as 1:V2, and that known as
the Golden Section which is about

1:1.618.
In his book. Architectural Prin-  built in the fiftcenth century. They

ciples in the Age of Humanism (1952), .:’ A N 7\ A . &

composed using perfect figures and
geometric ratios.

This, for example, is a copy of
Wittkower’s diagrams of the geomet-
ric composition of the fagade of the
church of S. Maria Novella in Florence,
designed by Leon Battista Alberti and

Rudolf Wittkower explored the ways 2 el e
; : . i sxeo A :
in which Renaissance architects used a2 |
- - d l‘ I
ideal geometric figures and ratios in I.,' :
. s : ; i
their designs. He also discussed why . z T :
they believed that such figures and =
Fa i #
ratios were powerful. et .!' :
;.f'|_|_ " F F F
One argument was that natural i ]I ; n
creations, such as the proportions of r o et 1
g % i ! pe " [l
the human frame, or the relationships v ‘lf |
Lﬂ—-—'— — 'J'-—--—'L-L -:-«.--—— R S —-*—-'lld

between the planets, or the intervals of
musical harmony, seemed to follow  show that the fagade of the building
geometnic ratios, and that if the prod-  may be analysed as a composition of
ucts of architecture were to possess the  squares. These have a role in the
same conceptual integrity they too  design which is independent of the
should be designed using perfect fig-  building’s geometry of making; the
ures and harmonic mathematical  geometry is displayed on the front
proportions. Another argument was  wall of the church, as on a screen.

that through architecture a geometri- Many architects have designed
cal perfection could be achieved that buildings in which the accommodation
was only hinted at in natural creations.  is enclosed within a square plan. This

The application of geometry was  is different from composing the design
seen as one way in which human be-

ings could improve the imperfect world
in which they found themselves. Geo-

of a fagade as a two-dimensional pat-
tern of squares, because it involves the

Sy third dimension, and perhaps also the
MeEtric purity was thus seen as atouch-  fourth — lime

stone of the human ability, or perhaps
duty, to make the world better. Itisin
this sense that ideal geometry, as a way

of imposing order on the world, is a
characteristic of the ‘temple’,

A square plan is not usually a
result of accepting the geometry of
making; a square space is not the
casiest to frame with a structure; it
requires purposeful intent, derived
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from something other than mere prac-
ticality, to make a plan square,

Architects may dl:',-}ign d S(uare
plan for various reasons: maybe for the
philosophical reasons outlined above;
maybe because a square can seem to
identify a still centre which relates 1o
the six directions mentioned above:
maybe as a Kind of game — a challenge
to fit accommodation within this rigid
shape.

Architects are always looking for
ideas which will give form to their
work and direction to their design.
Geometric ideas are some of the most
seductive. To design within a square
plan is an casy idea to grasp (and a way
to break through the problem of get-
ting started). But although it may seem
a limitation, the square plan is also open
to infinite varation.

There are many examples of
square plans. They are rare in ancient
and medieval architecture, but became
more part of the repertoire of design
ideas in the Renaissance.

One very ancient example is of
course the Egyptian pyramid. These
tombs were generally built on land to
the west of the Nile, between the river
and the desert, and carefully oriented
to what we know as the cardinal points
of the compass. They are clear exam-
ples of architecture responding to the
six-directions-plus-centre.

Below is the plan of the pyramid
complex of Pepi 11, at Saqqara in Egypt.
The pharaoh’s pyramid has been cut
through to show the burial chamber
at its centre. There are three smaller
pyramids for his wives. The building
to the right of the drawing is the valley
temple, which was the ceremonial
entrance to the complex and linked to
the pyramid temple by a causeway
which is too long to be included in the
drawing in its full length.

Each side of the pyramid faces a
direction with a different character.

The temple buildings and the ceremo-

ey
F i el

nial approach are to the east and link
the pyramid to the river and the life of
Egypt. The opposite side faces the
desert. The south faces the sun when
itisatits highest, The north side seems
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to have less symbolic significance, and
was used for the physical access to the -
burial chamber, which was perhaps less
important than the ceremonial entrance
from the east. The pyramid is a centre
where these directions meet, and the

| o= e o ww e o o
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burial chamber lies at the centre of its / R e
o P &
geometric form. It is in this way that E“i“ e
4 ] 4 . ; 4 ﬁ_l o
the ancient Egyptian pyramid was a £ %‘@'
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powerful identifier of place.

Below are the plans of the prin-
cipal floors of two square plan houses
built in England in the 1720s. On the
left is Mereworth Castle in Kent de-
signed by Colen Campbell; on the night
Chiswick Villa by Lord Burlington.
Both architects were influenced in the

choice of a square plan by the design
on the right, which is of the Villa
Rotonda designed by the ltalian archi-
tect Andrea Palladio, and built some

one-hundred-and-fifty or so vears be- Palladio’s plan is the most con-
fore the two English examples. sistent of the three. As in the ancient
pyramid, it gathers the four horizontal N T =

directions int - s

, 1ons into a centre — the focus of = e
the circular hall at the heart of the plan, |

from which the villa gets its name.

i ::____;-_; (Unlike the pyramid, the sides of the
Villa Rotonda do not face north, south




Reference for the Villa Rotonda:

Camillo Semenzato — The Rotonda of
Andrea Palladio, 1968,

Geometry in Architecture

cast, and west, but northeast, southeast,
southwest, and northwest.) The plan
IS not just one square, but a concentric
series of five; the size of each succes-
sive one is determined by the radius of
a circle circumscribed about the next
smallest.  The smallest circle is the
rotonda itself; and each square (except
for the second smallest) determines the
position of some substantial part of the
building. The largest square gives the
extent of the steps which lead up to the
porticoes on each side; their depth is
determined by the second largest
square; and the main walls of the villa
are determined by the middle-sized
square.

The cross-section through the
Villa Rotonda is also a composition of
circles and squares, though not such a

simple one as in the plan.

Square plans have been used by
architects designing in the twentieth
century,

Charles Moore used the square
as the basis of his plan for the Rudolf
House I1. As in the Renaissance
examples Moore created a central
place, which is here the living room,
surrounded by subsidiary places:
kitchen, dining room, bedroom, and so
on. Perhaps for practical reasons, the
plan is not so neatly arranged as that
by Palladio.

The Swiss architect Mario Botta
bases many of his designs on geomet-
ric figures. He has designed a number
of private houses in Switzerland; these
are often composed of squares and
circles, cubes and cylinders.
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Botta's design for a family house

at Origlio, which was built in 1981, is

a composition of rectangles and circles

fitted into @ notional sguarc. On each
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floor he uses the sguare in a different
way. On this floor, the middle of three,
the plan is nearly symmetrical, with the
living room and fireplace at its heart.
The plan of this house at Riva San
Vitale is also based on a square. The
house is a tower of five floors built

on the sloping bank of Lake Lugano.
[tis entered across a bridge to the top
floor (which is the one shown in the
drawing),

In both these houses Botta also
appears to have used another geomet-
ric figure — the Golden Rectangle — 1o
help him in deciding the layout of the
plans. The Golden Rectangle is one
which has a particular proportional re-
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lationship between its two dimensions:
the ratio of the short dimension to the
long is equal to that between the long

dimension and the sum of the two

dimensions. This means that if one
subtracts a square from a Golden Rec-
tangle, one is left with another, smaller,
Golden Rectangle. This ratio, known
as the Golden Mean, is not a whole

number, but approximately 1.618:1.
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In the house at Origlio it appears
that Botta used the Golden Mean to
give the proportion between the cen-
tral section and the side sections of the

house. In the Riva San Vitale house
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he seems to have used Golden Rectan-
gles in a way similar to that in which
Palladio used circles and squares in the
Villa Rotonda, that is like Russian
Dolls. The square near the middle of
the plan accommodates the stair which
connects the floors.

Le Corbusier also used the
Golden Mean to give geometric integ-
rity to his work, In his book Vers Une

Rﬂﬁ rence for Botg houy e

FiEI‘lLIiE.i Nicolin - Mario Botg-

Buildings and Projects 19g; -1982

1984




Le Corbusier ordered the elevation of
this studio house with ‘regulating
lines .

Geometry in

Architecture (1923), translated as Th-

wards a New A rehitecture (1927), he

tHlustrated his geometric analyses of

some well-known buildings and the
geometric framework on which he had
built some of his own designs. He did
not only use the Golden Mecan, and
sometimes hig regulating lines' (he
called them *traces regulatenrs'), make
acomplex web of lines. This is a copy
of his diagram of the geometric com-
position of one of the elevations of the
studio house which he designed for his
fricnd Amedee Ozenfant: it was built
in a southern suburb of Paris in 1923,
Rather like in Alberti's S. Maria No-
vella (shown above), the geometry is
displayed on the elevation of the house,
as on a screen.

Complex and overlaid geometries

Many twenticth-century archi-
tects have used ideal geometry to lend
rationality or integrity to their plans,
sections and elevations, Some, scem-
ingly bored with simple relationships,
have experimented with complex
arrangements in which one geometry
is overlaid on another,

In some of the house designs by
the American architect Richard Meier,
the places of dwelling are identified
by the spaces which result from a
complex interplay of orthogonal geo-
melrics.

This, for example, is Meier's de-
sign for the Hoffman House, built in
East Hampton, New York State, in
1967, The idea for the plan seems to
have been generated from the shape of
the site, which is an almost perfect

Architecture

square, The diagonal across the square
determines the angle of one of the
elevations of one of the twWo main

rectangles on which the plan of the
house is based.

___—..

Each of these two rectangles is a
One 15 set on the di-
agonal of the site; the other is parallel
to the sides ol the site. They share one

double-square,

e e
o ] |

I
!

= —

|
I
[

- ——

1

|
corner. Their geometric interrelation-
ship determines the position of almost
everything in the plan.

Places — living room, Kitchen,
dining area, and so on — are allocated
zones which are defined by the inter-
action of the overlaid geometries. The
positions of basic elements — walls,
glass walls, defined areas, columns ~
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are determined in accord with the
complex armature of lines which the
geometries of the rectangles create. To
help in this game the squares are some-
times subdivided to make the geometry
even more complex, and thus identify
a greater range of different places

within the armature.
One interpretation of the geom-

etry which provides the armature of the
ground floor of this house 1s shown in
the drawing on the right. The actual
plan 1s below.

In this version one of the squares
is divided into thirds in both directions,
giving nine smaller squares. The in-
tersections of the third-lines give the

Reference for the Hoffiman House by

positions of the columns set in the glass ;
\falhl which lights the living room and Joseph Rykwert ;:rh:ﬁ{fm”
dining arca. The fireplace is positioned Richard Meier Architect ?g;f;::;; 3}4_
on the one corner which the two rec- 1984, pp.34-3?j

tangles share. The entrance — itself a
square — seems to be generated by an
interaction of the centre line of one of
the double-squares with the side of the

other, and sits in an axial relationship [ |

with the fireplace and the seating in the -+ 4= |—1—t

living room. An alcove in the living

room is created by a projection of the - —+—————=
middle third of the divided square to | |
meet the comner of the other double- ‘[
square. And so on. |
|L 2
|.
|

This may seem com plicated, and
1 certainly difficult 1o follow when
explained verbally. If this s the way
that Meier progressed his design for
this house, which seems plausible, then
he was using Ecometry as the frame- e
work for design decision, a hybrid of
that used by Alberti and Palladio. Geo-
metry is used in this way to suggest
-
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formal and perhaps also aesthetic in-
tegrity. In the overlaying of geometries
Meier adds a further dimension — in-

tricacy in the quality of the spaces
which are created.

'bt—__ : Meier’s geometric overlays may
secem complex, but some other archi-

tects have used geometric frameworks

more complex than that in the Hoffman
House,

On the left and below, as one ex-
ample, are the section and plan of an
apartment building in the Tel Aviv

..... ' S W g ,';'.;’-i T suburb of Ramat Gan in Israel. The
i m T i diciastd - architect of this complicated building
a ] .-'::
Jhan ot £z / 7 *’*%’? '4-’;‘5 2 was Zvi Hecker, and it was built in
- J-.lll .r_,f,.-' fﬁa‘}"' .'-':.-' f?f!ili;i;frﬁfr;ﬂfff‘? /.-l"'"r/ A

1991. Itis formed of a spiral of frag-

mented circles and rectangles, with

dwelling places disposed in the spaces
which result from the geometric over-

lays.
This apartment building in a suburb
of Tel Aviv is a complicated spiral
co ti : ircles : o :
oo oS ot parime'
dwelling are dispersed amongst the Zvi HE"T"MT it Tang =
Spaces which result from the overlaid L '.virr:hn.'ec'mre d ' Aujourd ‘hut, : r
geomelries, 1991, p.12. i
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Upposite page:

In this cottage, called Llainfadyn, the
purpose of the structure of the
building is to organise a portion of
Space, identifving it as a place for
dwelling. Structure and space are in

Symbiosis* — a mutually affective
relationship.

SPACE AND STRUCTURE

Both structure and space arc
media of architecture. 1t is by reason
of its structure that a building stands.
Structure also plays a part in organis-
ing space into places. The relationship
between space and structure is not
always simple and straightforward; it
15 subject to different approaches.

In terms of attitudes, one can
cither choose and allow a structural
strategy to define the places one wishes
to create, or one can decide on the
places and, in a way, force structure o
cope with them.

There are thus three broad cat-
egories of the relationship between
space and structure: the dominant struc-
tural order; the dominant spatial order,
and the harmonic relationship between
the two, in which spatial and structural
order seem in agreement. In the his-
tory of architecture, there have been
champions of all three relationships, as
evident in the examples below.

There have also been protago-
nists for a fourth category of relation-
ship, in which spatial organisation 1s
said to be separated from structural, so
that they may coexist, each obeying its
own logic free of the constraints asso-
ciated with the other.

As we have seen in the chapter
on Geomeiry in Architecture, regard-
ing ‘the geometry of making’, struc-
ture tends to its own geometries. In
the sections of that chapter regarding
‘the geometry of being’ and ‘social ge-
ometry’ we have seen that objects and
people, individually and in groups, can

evoke their own geometries. In archi-
tecture there are vital relationships be-
tween these geometries: sometimes
they are in tension; sometimes they can
be resolved into harmony; sometimes
they can be overlaid but remain con-
ceptually separate,

An extra complication 15 that
once a structural strategy is established
it can influence (not merely respond to)
spatial organisation.

An important aspect of the art of
architecture is to choose a structural
strategy that will be in some sort of
accord with the imended spatial organi-
sation,

The way in which ancient Greek
architects evolved indoor theatric
places is a good illustration of how spa-
tial organisation can conflict with struc-
tural, and how this can be resolved by
compromises of different types, in
both.

The classic Greek amphitheatre
was a geometric formalisation of the
social geometry of people sitting on the
slopes of a hill watching a performance,
Its three-dimensional form was a fu-
sion of social geometry, ideal geom-
etry, and the lic of the land. With no
roof it did not have to take account of

the geometry of structure.
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In some cases however Greeks
wished to create an inside place where
lots of people could watch something,
This meant having to take account of
the geometry of the structure which
would hold up the roof.

The structures which the Greeks
used tended to create spaces which
were rectangular in plan; and they
could not achieve large spans. Both
these characteristics conflicted with the
shape of an amphitheatre, which was
circular, and needed an uninterrupted
large space.

In some instances the Greeks'
solution was merely to put the ‘round
peg’ into the ‘square hole’; this is the
council chamber at Miletus.
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The amphitheatre is enclosed in
a quadrilateral cell, leaving corner
spaces unused except for stairs back
down to ground level. The columns
needed as intermediate supports for the
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roof have been keptto a minimum, the
two at the front are to some extent used
to help frame the focal space of the
chamber. but the other two are awk-
wardly intrusive. A minor concession
to the geometry of the scating 15 made
in the way the column basces take their
alignment from the scats rather than
from the orthogonal geometry of the

structure.
Almost exactly the same relation-

ship between spatial and structural
organisation, but on a smaller scale, 15
found in the ‘new’ (late fifth-century
BC) council chamber built in Athens
(right). Presumably the two pairs of
columns, together with the external
walls, supported principal structural
beams along the lines shown in the
plan, which then divided the long
dimension of the roof into three smaller,
managcable, spans.

In other examples the shape of the
seating i1s made to fit the rectangular
geometry determined by the structure.

This is the ecclesiasterion at Priene,

gt v T A T L e PRl T

Here the seating has been mu-
tated to the closest rectangular equiva-
lent of the segmental amphitheatre,
There is compromise in the structure
Lo, in that the intermediate Supports -

In the council chamber ﬂM hy
amphitheatre of seating was &

within a recrnngufm'

columns needed to -“M . :
were kept to a minimum a

pmmﬂn:dm create 1)



The Renaissance architect Andrea
Palladio, wishing to evoke the spirit
of the ancient theatres, had to use
imgenuity to conirive this oval
amphitheatre inside the Teatro
Olimpico (AD 1384). In the
auditorium the mismatch between the
curved seating and the outside walls
is masked by an arcade of non-
structural columns. The stage setting
includes a sophisticated scene
incorporating false perspectives.

the columns introduced into the space
to reduce the spans of the roof timbers
— are not positioned at the ‘third points’
where they would divide the width of
the hall into three equal spans, but have
been placed much nearer to the outside
walls so that they do not obstruct views
from the seats,

In early buildings that tried to
create large roofed spaces columns
were indispensable. This is an ancient
Egyptian ‘hypostyle’ hall, from the
temple of Ammon at Karnak dating

:'-'_':':“ : .-'J._. PR FE::;-_:::.—"-::E
ree gl coecco@R0 E“"{i

il enee eoeeo |
Py cocoocoee . =
l"':n'."'::(': cocodoR@dO I
”ﬁ%ﬂ&ﬂﬂfﬂﬂ&ﬁ
:'*.'."’Jﬂﬂ-ﬂﬂﬂﬂuun

o008 £00 M :
Yie o006 kﬁh

1
!
4
A

'3
:

ey’ e pdaODD 5
L ‘1 aeapvo0po0e ;1
» 4 poodecedd _-_'

. ‘1000000800

e

ﬂ{.\ -
— e
k|

i .,

ol - 1 ocnooeceean |t

R (e s T S

from the late fourteenth century BC.

Whatever the space was used for, 1t
would have had to contend with the
forest of huge columns, the smaller of
which had a diameter of more than
three metres.

The ancient Egyptians may have
just been impressed by a space filled
with huge columns, but the same
arrangement would be a problem in
spaces for performance.

This is the case in the telesterion
at Eleusis, built in the sixth century BC
as a place for the performance of the
secret “Mysteries’. It has seats for spec-
tators around the periphery of a square

=]

Space and Struclture

space. Over the performance arcais a

regular grid of columns to support the
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roof. These obstructed everyone's
view of what was happening on the
floor.

The next plan — of the thersilion
at Megalopolis (fourth century BC) -
appears to have a similar profusion of
obstructive columns, except that at first
sight they seem to be scattered irregu-
larly across the floor.
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If however one superimposes an
interpretation of the grid of the roof
structure, one can see that the columns
were arranged with a particular spatial
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intent, one that responds to the lines of
sight which radiate from a point ol fo-
cus under the four columns which do
make a square on plan. This appears
o have identified the place where o
speaker would stand; and the distortion
of the grid of columns was a compro-
mise in fvour of a spatinl arrangement
that would allow him to be scen as well
ns heard,

Through listory, many works of
architecture have been created under
the power of o conviction that struc-
tre 15 the fundamental form-giving
toree in architecture, and that the geo-
metric order inherent in resolved struc-
ture is the most appropriate order for
space too, This conviction is perhaps
maostapparent in the religious architee-
ture of the Romanesque and Gothic
periods, but it has been the impetus
behind many nineteenth- and twenti-
eth-century buildings too, both reli-
gious and secular,

In the Hagia Sophia in Istanbul,
built as 8. Sophia in the sixth century
AD, the structure &5 the architecture:
the spaces it contains are ordered by
the pattern of the structure; the places
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within the building are identified by the
structure; the sacred place isellis ien- |
tified from the outside by the structure

ol the dome,
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This intimate relationship be- i -
tween space and structure is illustrated
i medieval churches and cathedrals
o, Their places - the sane tuary, chap-
els, mave, ete, are all identified struc-
turally, by resolved stone vaults,
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In Rheims cathedral space is ordered
by structure.

Reference for the work of Augusie
Perret;

Peter Collins — Concrete, 1959,

The Hagia Sophia and the medi-
eval cathedrals were built in stone, but
the intimate relationship between struc-
ture and spatial organisation that they
exhibit occurs in structures of other
materials too,

The French architect and pioneer
in the use of reinforced concrete,
Auguste Perret, translated the structural
and spatial clarity of the medieval

churches into concrete structure. This
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1s his church of Notre Dame at Le
Raincy just outside Paris, which was
built in 1922, It is a smaller building
than Rheims cathedral, but even so the
proportion of the floor area taken up
by the structural supports is much less,
because reinforced concrete is much

=l
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stronger, structurally, than stone, The
relative distance between the columns
in Le Raincy is much greater than in
Rheims for the same reason. The struc-
tural and spatial clarity in both churches
Is however the same. In Perret’s church
all the places are identified by the struc-
ture: the position of the main altar, the
positions of the secondary altars, the
pulpit, the font, and so on, are all
determined by the spaces defined by
the structure.

The space planning requirements
of religious buildings are usually fairly
simple: the places to be identified can
be easily accommodated in the geomet-
ric order of structure which also scems
to reinforce the spiritual order offered
by religion. But in domestic architec-
ture the relationship between structural
order and spatial organisation can be
more fraught.

The relationship between space
and structure in a simple single cell
house is straightforward: all the places

to be accommodated happen under the

shelter of the roof and within the en-
closure of the walls, There may be
some principal roof timbers, like the
simple truss in the example above, but
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this is unlikely to influence spatial
organisation in the room below. This
room is defined by walls which clearly
and inseparably perform the dual func-
tions of enclosure and structural sup-
port simultancously.

At the other end of the scale of
complexity, large houses built of load-
bearing wall structures tend to have
their spaces organised into many cel-
lular rooms. Probably the heyday for
this type of house was during the Vie-
torian age when many people with
newly acquired wealth had large houses

built for them.

There are many types of tradi-
tional house in which the two functions
of enclosure and structural support of
the roof are distinguished from each
other. In these the roofis supported on
a frame of timber, and the Spaces are
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enclosed by non-loadbearing screen
walls. These framed buildings may be
simple single cell houses, or they may
consist of a number of rooms. In tra-
ditional examples the rooms or places
within the houses tend to be organised
according to the geometric order sug-

gested by the structural frame,

In this house there are small
rooms on two storeys set in the two end
structural bays, and a larger hall occu-
pying the central two structural bays.
The walls are filled in with light wattle
and daub panels,

The plan of this house is a rec-
tangle, but timber-frame structures can
also have more complex plans,

Traditional Malay houses are
built using a simple timber-frame strue-
ture. By processes of addition, they
can become quite extensive, and com-
posed of many spaces, The places they
dccommodate tend 1o be defined by the
structural bays; which are sometimes
aecompanied by changes in levels,
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In a southern suburb of Berlin, There
are places:

for sitting by the fire look-

In this traditional Malay house,
spaces are defined by the rectangular

grid of the timber-frame structure. ing out through a glazed wall into the

garden; for playing the piano; for eat-

Reference for Malay houses: In the examples given so far, the  ing; for growing decorative plants....
Lim Jee Yuan — The Malay House, geometry of structure has suggested  The disposition of these takes priority
(Malaysia) 1987. that space be organised into rectangles.  over the structural organisation of the

As we have seen in the section on “the  house.

gcometry of making’, structure can This house too has a complex
tend to make circles as well as rectan-  plan. It is the Casa Romanelli, de-
gles. Some houses of all ages have  signed by the Italian architect Angelo
their space organised according to the
circular order of a conical roof struc-
ture.

Some architects, particularly in
the twentieth century, have argued,
through their designs for houses, that
the spaces associated with life are not
necessarily rectangular or circular, and
that dwelling places should not be
forced into the geometric plan forms

suggested by resolved structures.

During the 1930s in Germany, A
Hans Scharoun designed a number of ‘ r*mﬂrm L_F_J__ r |
private houses in which the disposition || ;- it y
Reference for Casa Romanelli: of places took precedence over the geo- | ] ,i FJ
Architectural Review metric order of structurc. Here agamn : F
; . 1 i -
August 1983, p.64. s the Mohrmann house, which stands L
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Masieri and executed by Carlo Scarpa

in the north ltalian town of Udine in

1955. Though, as in the Scharoun plan,
the geometry of this house is complex,
its spatial organisation is more a result
of the overlay of different geometries
to create complexity. The disposition

of places does not direct the design, but
rather accommodation is found for
them amongst the walls and columns.
Though the structural pattem is com-
plex, it leads and spatial organisation
follows.

Some architects have tried to
separate structural order from spatial
organisation and place making.

There is a small house on Long
Island, New York, designed by the
architects Kocher and Frev and built
in 1935, All its accommodation is on
the first floor, which stands some twao-
and-a-half metres above the ground on
six columns, and is reached by a spiral
stair; on top is a roof terrace. This isa
plan of the structural layout of the main
living floor. Although the living place
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is defined by the extent of the platform,
the structure of six columns positioned
regularly across the plan makes no sug-
gestion of how the floor should be laid
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out to make places. The drawing
alongside shows how it was laid out;
the walls are not load bearing. The
movable screens which give the bed
space some privacy are wrapped
around, not another column, but the
water downpipe.

This Kocher and Frey house 1s
an example which follows the princi-

ple set by Le Corbusier some twenty
vears earlier in the ‘Dom-Ino” idea. He

AT

FREE PLAN

This is one of Le Corbusiers

diagrams arguing the benefits of the
Dom-ino idea in the architectuyre of

—
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suggested that the planning of build-

house design,

ings could be freed of the restrictions
of structural geometry by the use of col-
umns supporting horizontal platforms.

Le Corbusier designed a number
of houses using the Dom-Ino idea.
Mies van der Rohe also experimented

with detaching spatial organisation

from structural order. Both however
tended to allow structure a partin place

identification. Both experimented with
space between horizontal planes,

e

Reference for hausexm“fmﬂggﬁ?f@ﬁi -l
F.R.S. Yorke — The Modern House,
tﬁ:h..:ﬂitimﬂ%lla =
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This is the structural diagram of
the Villa Savoye at Poissy, near Paris,
built in 1929. Clearly, as in the
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thersifion at Megalopolis, the structural
grid has been distorted. Although the
structure does not determine places
within the plan, Le Corbusier does use
itto help in the identification of places,
as one can see, for example, in the
drawing alongside: where the columns
define the space occupied by the cen-
tral ramp; where a column picks up the
corner of the stair; and where two col-

umns frame the main entrance,

In the Tugendhat House at Brno,

(1931}, Mies van der Rohe preserved
the geometric order of the structural

Space and Structure

grid of cruciform columns, but he too
used the columns to help identify
places: two of the columns, together
with the curved screen wall, frame the
dining area; two others help define the
living area; and another column sug-
gests the boundary of the study area,
at the top right on the plan.

In the Barcelona Pavilion (1929),
however, in which Mies van der Rohe
was almost totally free of the need to
identify places for particular purposes,
he managed to create a building in
which space is liberated, almost com-
pletely, from the discipline of structure,
and channelled only by solid, translu-
cent and transparent walls.

g

-8

iy
i
T
I'L'I'L:E:E- it
=1

II-E:- b

- -

.[J-'I': b '"__J..': .fi_-ﬁ L — i
i l
GERnEEiEiET |
E*E%{: i } |
R R
a3 §eEd PRt |

e ]
"*:%-I-
o H+F -

Fip] 4§

ik

=
:L:JL{:'- r
e

-
L]
¥
- il i i - - . . — = —
B e I e L

.'
L e

b
o

- —

= -
by ]
—_.-'-ri-
T EE
rmwm
- -
Tl
- l_.q
.y
il
et & 1 B

137

=
i V! cile = F =







PARALLEL WALLS

One of the simplest, oldest, and
yet most enduring of architectural strat-

egies is based on two straight parallel

architecture these subtleties may have
caused a sense of wonder in the minds
of those who first used them; a wonder

walls.
g ,}\f that we have only lost through famili-
o i | 5 arity. The causes of that wonder are
P - . 1 A

,,r’"- / ;ff.-" still available for rediscovery and use

> A | in design.

.--"'-- i

3 S - J In the chapter on Geomertry in
| .1 F:%_, e ! J Architecture, and in particular the sec-
| 1 ;‘! | 7 tion on the ‘six-directions-plus-centre’,
S0 | f,f’ It was said that terrestrial architecture
| II f,.-f" relates, in some way or another, to the
u/,f’ earth, the sky, the four horizontal di-

rections, and the idea of centre. The

This strategy is found in prehis-  strategy of parallel walls relates par-

toric architecture, and it continues to  ticularly to the four horizontal direc-

be useful. Architects have exploredits  tions. Its power lies in its control over

possibilities right into the twentieth  these directions, in definite ways which

century, developing variants and hy-  can be used to create a sense of secu-
brids. It is unlikely that its potential  rity, direction, and focus.

has vet been exhausted.

The obvious attraction of this

e

most uncomplicated arrangement is its

structural simplicity — it is easier to
span a roof between two parallel walls Protection is provided by the roof
which shelters the ‘inside’ from the rain
or the sun, but also by the side walls

than any other form.

which limit the directions of approach
to two — ‘front” and ‘back’ — or, with
the addition of a non-structural rear
wall, to one — ‘front’ — making this sim-

ple building like a cave.
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it 15 si ar- The sense of direction, or dy-
Opposite page: But although it is simple, the p

i ' ic, | shape of
In many buildings, space is organised allel wall strategy is not without its sub-  namic, 15 created by the long shap

‘ - ‘ tween the walls. The line
using parallel walls. leties. As with many ancient forms of  the space be
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of direction can run either way, strai ght
through between the walls

. or culminate within the huilding,

terminated by a back wall.

These characteristics of the par-
allel wall strategy are to be found in
some of the most ancient buildings on
carth.

In the nineteenth century the
archacologist Heinrich Schliemann
discovered a city thought to be the
ancient city of Troy, made famous by
the stories of Homer. Some of the
houses he found there were based on
the simple form of two parallel walls.

‘ The gateway, or propylon, was
formed of two parallel walls 0o, ex-
tending the experience of transition
from outside the city wall 1o inside,

Although the houses of Troy
would have had focuses in their
hearths, they do not appear 1o have
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taken advantage of the focusing power
of parallel walls. This comes about by
combination of the line of direction, the
convergence of perspective lines, and
the frame created by the walls with the

roof above and the ground below.

Vincent Scully, in his book The
Earth, the Temple, and the Gods, sug-
gested that the ancient Greeks used the
sense of direction and focus (or fram-
ing) created by parallel walls to relate
their buildings to sacred sites on the
peaks of distant mountains,

=

The evolution of ancient dolmens
(right) shows the discovery of parallel
walls as a structural and a s patial strat-
cgy. Itseemsa particularly human de-
velopment from the amorphous cave;
born of structural order, and produc-
ing ‘magical’ architectural effects that
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add to the ways in which places can be

identified. on an altar; and the Gothic church,

which identifies the place of the altar
In a similar way but with a more 50~
phisticated vaulted roof structure,

This strategy also underlies the

architecture of: the Greek temple, from
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which the axis set up by the parallel

walls strikes out into the landscape; the

Romanesque basilica, in which the per-

spective of the walls focuses the axis r'
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Analysing Architecture

woods is identified by the two fank _.1.
walls, and the implied movement
through the building is from right to
left on the plan and section. Progress
through the church is controlled by
cross walls. The plan defines five

In the twentieth century some
architects have experimented with par-
allel walls as a basis for spatial organi-

sation, ‘
When Michael Scott designed a

new church at Knockanure in Ireland | 2
‘" the 1960s he reduced the parallel  zones along this route.

wall strategy to its most basic form.
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ET— The first of these is the world

E—: through which one approaches the i
E___'_—_—_ : church. The second is the courtyard,

vyl

entered from the side and partially en-
closed by walls and screens like bas-
ket work woven from twi £s. Inside the
courtyard there is a bell tower which

acts like a marker, From the courtyard
one passes through to the chapel itself :
versity of Otaniemi near Helsinki in which is the fourth zone, past the third |

Finland, two parallel walls are used 0 which is a clubroom and overspill

channel a progression from 2 secular  space for the chapel. The fifth zone,
to a spiritual view of nature. The

into which one cannot progress, is the
chapel was designed by Kaija and

transformed nature
Hiekki Siren and built in 1956-7 on a through the

low hill amongst pine and birch trees,
The special place of the church in the

<
In the Student Chapel at the Uni-

which one sees '
totally glazed end wall of R 1
the chapel. The focal Cross stands out-
side the building amongst the trees,
142




Reference for Finnish churches:

Egon Tempel — Finnish Architecture
Today, 1968.

The “nib” which houses the vestry helps
L0 separate the nature through which
one approached the chapel from the
nature one sees from one's pew, the
setting of the cross.

A number of Scandinavian archi-
tects in the late 1950s seem to have
experimented with the parallel wall
strategy. The next example is a cem-
etery chapel at Kemi (also in Finland)
designed by Osmo Sipari and built in
1960. Here the two parallel walls are

Reference for terraced houses:

Stefan Muthesius — The English
Terraced House, 1982,

triangular in section, and the ceremo-

nial axis of the cross and catafalque has
been turned through 90 degrees to run
across rather than with the longitudi-
nal grain of the parallel walls. The en-
trance too, which relates to the cross,

15 in one of the walls rather than

thraugh one of the open ends of the’

parallel wall plan. There are two other
significant walls in the plan: a third
parallel wall which runs from within
the chapel out into the garden; and one
at right angles to the parallel walls,
which connects the gate into the cem-
etery to the main door of the chapel.
The parallel wall strategy has
been used in house design too. Because
it allows extended repetition it is the

Paralflel Walls

basis of the terrace house, in which the

place of each family is identified be-
tween two party walls.

The American architect Craig
Ellwood put two dwellings between
each pair of party walls in this group
of four courtyard apartments in Holly-
wood (1952).




Analysing Architecture

This low-cost house (right) was
designed by Charles Correa for a hot
climate. The use of parallel walls
means that it can be almost endlessly
repeated. The irregular section allows
some more private upstairs sleeping
accommodation, but with the openings
in the roof, it also allows ventilation
through the house.

In these examples of houses us-
ing parallel walls each dwelling unit
has been accommodated between its
own pair of walls. In the next two
examples a single house occupies a
number of intramural spaces.

The diagrams and drawings
along the bottom of this and the oppo-
site page illustrate a house in Switzer-
land designed by Dolf Schnebli, built
in the early 1960s. The section through
the house shows that its structure is
composed of five barrel vaults sup-
ported on six walls. These walls form
the structural order and the basis of the

spatial organisation of the house.
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In the ancient tradition, each of
the spaces between the walls is given a
single directional emphasis by one end
being closed with a cross wall. The
other end is visually open, but sealed
against the weather by a glass wall.

The places of the house are dis-
posed within this armature of parallel
walls. Some are accommodated be-
tween walls (the bedrooms for exam-
ple); some stretch across more than one
bay of space, necessitating the removal
of some portions of the walls from the
structural diagram. The hearth is posi-
tioned as an additional place identifier,
across the structural grain. There is a
terrace, also defined by the walls,
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This ;mmﬁn" wall house was
desiened by Norman and Wendy
FEJS;';.T with Richard Rogers. In it the
sense of movement from enfrance fo
terrace is with the grain of the walls,
which run down a sloping site. Here
there are three zones created by the
four walls: the zone for meeting
;nmpfr. which includes the study,
dining room and living room; an
intermediate zone for the
conservatory, kitchen and playvroom;
and a private zone for the bedrooms.

Reference for Greek summer house:
World Architecture 2, 1965, p.128,

Reference for Lichtenhan house by
Dolf Schnebli:

World Architecture 3, 1966, p.112.

I'his house too Uses more than

one bay of'space ina parallel wal| plan.
[t 15 a summer house on a Greek is-
land, designed by Aris Konstantinidis,

&)

In this plan the implied direction
runs across the grain of the parallel
walls, that is from top to bottom on the
drawing. The three walls are used to
create four zones. The house stands
on the coast. First there is the approach
zone; then the living zone which ac-
commodates the living room, dining
room, Kitchen, bedroom, and also the
car port; then a shaded terrace; and fi-
nally the fourth zone which is open to
the sea. In this house a reinforced con-
crete roof is supported on rough stone
piers. The hearth divides the living
from the dining places; and the pier by
the entrance has been turned through
90 degrees to allow access for the car.

Some architects have experi-
mented with parallel walls that are not
straight, or with layouts in which a par-
allel wall strategy has been distorted.

The drawing 1o the right shows
the plan of the ground floor of a stu-
dent residential building in the City
University which lies in the southern
suburbs of Paris. 1t was designed for
Swiss students by Le Corbusier, and
built in 1931. Itis called the Pavillon

Suisse.

Parallel Walls

The rectangle of dotted lines in-
dicates the block of accommodation
which is lifted off the ground on mas-
sive columns. This block thus also
forms a large ‘porch’ which protects
the entrance into the building.

AS one goes in there is a recep-
tion desk in front and to the right. Be-
hind that there are the private quarters
of the director, and an office. Past the
reception desk is the common room.
And to the left there is a lift, and the
stair which leads up to the student
rooms,

The plan of this part of the build-
Ing is not rectangular. 1ts furthest ex-
tent1s defined by a convex curved wall:
and the stair seems to wriggle its way
upwards rather than having a straight
flight. At first the plan does not ap-
pear to conform to the parallel wall
strategy.

T s — T A
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Analyvsing Architecture

One can however reinterpret the
plan as an orthogonal layout; this
shows that the subtleties of Le Corbusi-
er's plan seem to have derived from a
distortion of a parallel wall layout. The
drawing below shows the ground floor
of the Pavillon Suisse ‘straightencd
out’. In this version the block of stu-
dent accommodation forms one of the
parallel walls, and the wall at the lefi
of the plan the other. Between them
are other walls, framing the stair and
the entrance, and dividing the rooms
of the director’s flat and office.

By comparing this straightened
version with Le Corbusier’s own plan,
one can see what he gained by deviat-
ing from the parallel grain. This is an
example of a subtlety of layout doing
maore than one thing at once. One ef-
fect is that there i1s more space for the

146

private accommodation. Also the
curve of the wall tends to turn the lines
of sight of the private accommodation,
and of the common room, away from
the block of student rooms. In addi-
tion the reception desk is tumed more
towards the entrance, and the stair 1s
given a more sculptural curved form
in which lines of passage interact with
lines of sight. Finally, Le Corbusier
takes advantage of the curve to make a
bench seat, along the glass wall of the
entrance of the common room, more
sociable.

Le Corbusier experimented with
concave as well as convex deviations
from the parallel. Earlier than the
Pavillon Suisse, in the early 1920s, he
designed a house for a Monsieur La
Roche. It stands at the end of a cul de

On its first

sac in northwest Paris.

In this plan for a small house at the
Bristol building exhibition in 1936,

the architects Marcel Brever and

FR.S. Yorke curved one of a set of
parallel walls, in a way similar 10 Le
Corbusier in the Pavillon Suisse (but
.'H'H_I'hr without the .i'h’hf,!'“‘_”
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Hoor, supported above the ground on a
short wall and three columns, he
designed a gallery (left), in which
Monsieur La Roche could display his
collection of paintings. This room has
one straight wall and one which is, from
the inside, concave, Along the curved
will there is a ramp which leads up 1o
the next Moor, The curve of the wall
and the ramp make the room more of a
place o stop; it lies on a route — an ‘ar-
chitectural promenade’ — which begins
outside the house and fimshes on a roof
lerrace, passing through the triple
height hallway, up the stairs, into the
pallery, up the ramp, to the library on
the second Moor, and out onto the rool
terrace. The curved wall also plays a
part on the outside, tacitly guiding visi-
lors to the front door,

Richard MacCormac, in his de-
sign for o new library building at Lan-
caster University, dedicated 1o John
Ruskin, has adapted the parallel wall
strategy by curving the walls together
at the ends o exaggerate their effect of
enclosure and protection, Inside, more
parallel walls channel movement
through the building,

£
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Parallel Walls

In a temporary sculpture pavil-
on in Sonsbeek Park near Arnhem in
the Netherlands, built in 1966, Aldo
van Eyck distorted the parallel wall
strategy in another way,

Conceptually, he began with six
simple parallel walls on a defined are:
of ground, Built of simple blockwork
they were about 3.5 metres high and 2
metres apart, supporting a flat translu-
cent rool, These walls set up a pattern

of movement through the pavilion,

Ie disrupted this plan with open-
ings and semi-circular niches, to cre-
ate places for the exhibits, to allow
maore routes through the pavilion, and
to open up lines of sight across the grain
of parallel walls. The result is a com-
plex frame for sculpture and people.

=i
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STRATIFICATION

Human architecture would no
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architecture 15 concerned with the plan-
ning of floors. With this limitation in
movement, human life and architecture
have a particular emphasis in the two
horizontal dimensions.

Some architects have accepted,
or even celebrated, this emphasis by
designing buildings in which move-
ment and places are organised between
strictly horizontal planes of platform
and roof.

The German architect Mies van
der Rohe celebrated the horizontal
emphasis of human life in many of his
projects. This is the plan of a ‘Fifty-
by-fifty’ (foot) house which he de-
signed in 1951, but which has not been
built. The house consists of a square
flat roof over a paved area.

umns, one in the middle of each side
of the square. The walls are completely
of glass.

§ S

All the spaces of the house are
contained between these two horizon-
tal planes; and the glass walls do not
obstruct lines of sight in the horizontal
dimensions.

It may be said that the Fifty-by-
fifty house is a building of one
stratum. It controls and organises a
particular portion of the land’s surface
at ground level; it has no changes of
level — no pits or platforms; there are

no upper floors, or cellars excavated
out of the earth,

In 1922 Mies van der Rohe designed
a skyseraper which, though the plan
was irregular, was composed of many
horizontal slices of space.




Analysing Architecture

This 15 the section through a part
of a small house designed by the Nal-
ian architect Marco Zanuso, and built

near Lake Como in 1981.

It has three strata, each with its

own character. There is the ground
level stratum, which has easy access
to the outside; it has a stratum under -
a cellar which is excavated from the
carth and which probably has particu-
lar characteristics of darkness and cool-
ness; and it has a stratum above — a
sleeping gallery, which is secluded
away from the ground floor, and has a
sloping ceiling because it is directly
under the pitched roof,

Stratification plays a part in the
identification of place.
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Below is a much grander house,
in Kent: it too has three strata. This is
a section through Mereworth Castle,
designed by Colen Campbell, and built
in 1725. (The plan of its main floor s
on page 122.)

It has a lowest level of rooms
which are partly above ground level,
but this has some of the characteristics
of a cellar - its ceilings are vaulted to
carry the weight of the floors and walls
above, and it is cool and not weli lit.

The most important level 15 the
one above, with the grandest rooms.
This is known as a piano nobile — a
‘noble floor’ — which suggests that
some sense of nobility was attached to
its being above the level of the ground.

There is a strata of rooms above
the noble floor, but vou can see that
this layer is penetrated to allow a dome
over the space at the centre of the

house.

The strata of a building can ofien be
seen in its elevation, but their
different characters can also be
experienced inside the building. The
ground floor is accessible from
outside, the upper floors are separate
Srom the ground, perhaps more aloof:
the character of the top-mosi floor is
affected by the geometry of the roof,

and perhaps by the availability of

light from the sky.
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In Ernest Gimson 5 Stoneywell
Cottage, there are almost two storeys
within the structure of the roof. He
wanled [o reauce the scale of the
house from the outside, and
emphasize the importance of the
sheltering roof.

In this part of the library of Uppsala
University, there is a lecture theatre
on the topmost level. In masonry
Siructures it is easier to support large
Spaces over small ones than vice
versa; the walls or columns of the
smaller spaces can support the floor
of the large.

Many buildings are stratified in
similar ways. This is an agnicultural
laboratory designed by a Swedish ar-
chitect - Fredrik Blom - in 1837,

.
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It has a ground floor with its en-
trance, (and which at the far side be-
comes a first floor because ofa change
in ground level); it has a cellar, which
seems excavated from the ground, and
which has a structure appropriate to
carrying the weight of the building
above; it has a middle floor which has
1ts own particular character — separated
from the ground but not in the roof:
and 1t has an attic where the shape of
the space is affected by the geometry
of the roof structure — in this case the
triangular section of the roof has been
translated into a curved ceiling.

There 1s similar stratification in
this Italian farmhouse (right) designed
by Giovanni Simonis. Each level has
its own character: the vaulted lowest
level; two middle levels, the upper with
a jettied window seat under the eaves
of the roof: and an attic within the roof.
The levels are linked by the series of
stairs, the angle of which seems to re-
late to the pitch of the roof, allowing
the close relationship between the roof

and the stair to the attic.

Slr...trt,r‘h:urnrg

In the 1920« Le Corbusier radi-
cally re-evaluated the stratification of
buildings. In his *Five poInts towards
4 new architecture” (1926) he said that

buildings could have gardens on their
roofs, and open ground floors.
Le Corbusier used these ideas in

some of his house designs, and in other
building types. In place of a garret
would be a terrace open to the sky for
sunbathing; in place of a cellar, or
ground floor, a space open for free
movement under the house,

Le Corbusier also expenmented
with the interrelationships between the
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Analysing Architecture

levels in buildings. Inthis small house
for a site in Carthage, Greece, designed
‘0 the 1930s, he made the layers
terlink. The roof terrace is shaded

against the strong Greek sun.
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And in the Unités d ' Habitation,
some large apartment blocks he de-
signed after World War 11, the dwell-
ings interlock with each other across
the section of the building, and around
a central access corridor. This draw-
ing is through only a small portion ofa
block, which was designed to accom-
modate some 1600 people, together
with community services.

¢ Corbusier also recognised the

greater freedom in the manipulation of
space that an architect has on the top
floor of a building. A lower level 15
restricted in that its ‘roof” is often also
the floor of the level above, and in that
the possibilities of allowing light in di-
rectly from above are severely limited.
On the top floor these restrictions do
not exist (the ‘above’ 1s no longer ham-
pered by the ‘below’ of a floor above);
there is more opportunity for mould-
ing space in the vertical dimension and

using light from above.

In the Millowners® Association
Building for Ahmedabad (1954) Le
Corbusier follows the structurally sen-

sible convention that a large space is
supported on smaller spaces below.
This also allows the large space — the
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By using rooflights and openings in
floars, John Soane created spaces
where light from the sky could
penetrate into the lowest stratum, In
some parts heavy glass floors allow
light to filter down through the levels.
This is a section through part of his
own house; a place where kep his
large collection of sculpture and

architectural fragments.
Reference for John Soane:

John Summerson and others - John

Soane ( Architectural Monographs),
1983.
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Sometimes the usual stratification
can be inverted. In this house by
Robert Venturi the attic is vaulted, as
if it is supporiing weight above, and
the lowest floor follows the irregular
geometry of the ground. The main
entrance is at mid-level, over a
bridge.

discussion chamber) to be lit from
above, through a convex roof (with the
same freedom from the restrictions of
floor above as the dome over the cen-
tral hall of Mereworth Castle).

Associated with the ‘temple’
attitude to the identification of place
(discussed in the chapter Temples and
Cortages), is the idea of creating lev-
els above the ground — worlds above
the mundane. The stage for perform-
ance is an example of this; so is the
piano nobile.

At the Schloss Charlottenhof, a
villa built in 1827 in the extensive
grounds of the Sanssouci Palace at
Potsdam (near Berlin), Schinkel de-
signed a terraced garden raised ap-
proximately three metres above the flat

landscape around.

Reference for Venturi:

Papadakis and others, Venturi, Scoit
Brown and Associates, on houses and
housing, 1992.

Reference for Schinkel:

Karl Friedrich Schinkel, Collection
of Architectural Designs, (in
facsimile, 1989).
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The garden is at the same level
as the piano nobile of the house. The
lower levels of the house were for the
servants. The ascent from the mundane
to the noble level is by a pair of stair-
cases in the entrance hall.

Ir' f*trf;f A sy E
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In the Villa Savoye, Le Corbusier
created three main strata: a ground floor
accommodating the entrance hall, the

Stratification

servants quarters and the garage; the
first floor with the living and sleeping
rooms, and with an open terrace en-
closed within the almost square enclo-
sure of walls; and a level above witha
solarium for sunbathing. All three lev-
els are linked by the ramp at the core
of the house.

The library is a building type
which in many instances has a particu-
lar stratification. Traditionally, for
various reasons, libraries were built on
a floor above ground level: to avoid
damp (in days before damp proofing
of walls); to increase secunty for the
valuable books; and possibly also be-
cause their large spaces could be built
over cellular rooms.

The library of Trinity College
in Cambridge was designed by
Christopher Wren and built by 1684.
Wren followed the precedent of earlier
college libraries by putting the library
on the first floor, in this case over an

open loggia.
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The Bibliotheque Ste Genevieve
in Paris, designed by Henri Labrouste,
and built by 1850, is also on the first
floor. The library has a steel vaulted
ceiling, and is supported on columns
and cellular rooms beneath. The library
hall itself is reached by passing through
the columned ground floor hall, under

the books, to a pair of staircases at the ; |
I s
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rear of the building where one turns o ]| _ n |

face the opposite direction and then asai-.
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also to nising to a higher intellectual

level. The sense seems to have been :
consciously intended by Gunnar book issues and returns takes place at

Asplund, the Swedish architect, when  the centre of the floor.

he designed the Stockholm City Li- In the Viipuri Library, Finland,
brary, which was built in 1927, designed by Alvar Aalto, and built in
g 1935, one rises through various levels
1 .'“l’:r " M _.' g:" ;-":\_Ir-__ b, 3 5 .
Ty R ST of bookstacks. The children’s library
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emerges almost in the centre of the cir-
cular, and very high, library hall. The
hall is lit by a ring of high windows
which create rectangles of sunlight
which slowly track across the white
walls, The bookstacks are on three tiers
around the circum ference, each with its
own walkway. The administration of

is on the ground floor, and the main
bookstacks on three hi gher levels that
gradually ascend under the high ceil-
Ings.

The upper floors are it by an
€ven pattern of circular roof-lights,
with deep conical sides that reflect the
light evenly through the spaces.

154

e —



%
7
;

The Cranfield Institute Library
was designed by Norman Foster and
builtin 1992. Ittoo has the bookstacks
on the upper floors, with the smaller
spaces — a lecture theatre and some

seminar rooms — on the ground floor.
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The National Archives building in
Faris has three strata, each of two
floors. The lowest is below ground,
and houses the stores. The middle
Stratum accommodates the entrance
concourse and offices. The reading
rooms, book stacks, and computer
Jacilities are in the top stratum,
Where ceilings are free from the
constraints of a floor above, and
light can pe admitted from the sky.
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Like Labrouste's library, thisis a
metal-framed building with vaulted
ceilings. Like Asplund’s it has a stair-
case which rises through each floor.
Like Aalto’s it has a means of diffus-
ing davlight through roof-lights to
illuminate the spaces evenly. The
number of columns is doubled on each
of the lower floors to take the extra
weight of the books.

The new National Archive in

Stratification

designed by Stanislaus Fiszer. Its sec-
tion shows a number of aspects of

stratification. It has three principal

strata, each of which has two levels.
The entrance level has a central atrium,
with a ramped stair which takes library
users up to the higher levels. The of-
fices and administration are also in this
stratum. The lowest stratum, below
ground, contains storage rooms. The
upper floors are large, and take advan-
tage of the possibility of being lit
through the roof. On various levels
Fiszer has used changes in ceiling
height to help to identify different
places, especially to suggest a separa-
tion between peripheral and central
zones (this is done by suspended ceil-
ings which conceal services), but it is
only in the top stratum that he has the
freedom to vary the sizes of the vol-
umes of space significantly. The cen-
tral reading room, lit by the sloping
roof-light, is flanked by two levels
which accommaodate bookstacks, com-

puter facilities, and so on.
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A porch not only marks an enfrance,
it also identifies a place of transition
hetween oulside and inside.

The propylon is a building thraugh
which one must pass to reach the
temenos of a Greek temple. This is
the propyvlon on the acropolis in
Athens; it marks the transition from
the everyday world into the sacred
area of the iemples.

Opposite page:

An ancient Egyptian pyramid
complex can be interpreted as a

transition from life into death, There
Is a -IJ'F-L’F'EH':‘.F'J'}' r,:_f';:lfun.'x from the river

o the desert. The heart of the
complex is the tomb of the pharaoh
The point of symbolic transition is
”mﬂ-’”'f'ﬂ where the mortuary fempii
meels the base of the pyramid

TRANSITION, HIERARCHY, HEART

Experiencing products of archi-
tecture involves movement. One
passes from outside to inside, or
through the serial stages of a route,
Even in a simple enclosed space it is
not possible to look in all directions
simultaneously, so one moves around.

One might tend to think of'a place
as somewhere one stops — a market
square, a living room, an operating ta-
ble, These may be called statie places,
or perhaps nodes. But the pathway one
takes to get from one state place to
another is a place too, One might call
this a dynamic place, Dynanuc places
play an essential part in the conceptual
organisation of space.

Dynamic and static places have
characters that derive from the basic
and modifying clements by which they
are identified. The character of a static
place might be affected by that of the
dynamic places that lead to 1t; and the
character of a dynamic place might be
affected by that of the static place o

which it leads. The experience of
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corridor that leads 1o a cell in which
there is an electric chair is affected by
ane’s awareness of the place 1o which
it leads. The experience of the burial
chamber at the heart of one of the an-
cient Egyptian pyramids is affected by
the nature of the route by which you
reach it = penetrating the mass of the
pyramid,

Even in quite mundane examples,
transitions form part of the experience
of works of architecture. The door of
a house is a significant interface be-
tween the public and the private realm,
Many religious sites have some form
of gateway which marks the entrance:
the lyeh gate of an English churchyard;
the propylon through which one enters
the temenos of o Greek temple; the
gates and forecourt of a Chinese tem-
ple. All contribute to the effect that a
static place ~ the hearth of a house, the
altar of a temple — s set apart from the
rest of the world.

Transition places are important in

the ways that static places relate 1o each
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other. They play a part in the relation-
ship between a place and 1ts context.
Often there is a sequence, or hierarchy
of stages between one static place and
another. When entering dwellings, for
example, one usually has to pass
through a number of different zones of
increasing privacy. Sometimes this
hierarchy or serial experience of places
culminates in a place which is concep-
tually at the core of the work of archi-
tecture — its heart.

This is the plan of the palace of
Tiryns in Greece. It was a hilltop cita-
del built more than 3000 years ago. If
one begins at the top of the drawing
one can trace a path through a hierar-

chy of places leading up to the most

important, the king's throne room — the

megaron,

From the entrance court, itself

surrounded with thick walls, one would

have passed into a long and narrow
passage, through a couple of gatewa S,
and then to a smaller court where there
was the first of two formal propylons.
Passing through this, one would have
cntered another courtyard, and then
through the second propylon into the
Innermost courtyard, which seems to
have been cloistered. Off this court-

vard was the megaron itself; but to
reach its hearth and the throne one still

had to pass through a porch or portico,
and then an anteroom.

This was not the shortest possi-
ble route from the entrance o the
throne — one changes direction twice
during the course of it. Perhaps it was

made tortuous like this to lessen the

slope of the climb up the hill: but it also Koference for Greek architechn

AW, Lawrence — Greek Architecture, 1967.
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Reference for Gimson s house:

Lawrence Weaver — Small Country
Houses of To-day, 1912, p.54.

Transition, Hierarchy, Heart

made the heart of the palace seem much
more deeply embedded in its body, and
allowed the creation of a number of
transitions, cach of which could suc-
cessively be defended in the event of
enemy intrusion.

Transitions, hierarchies, and
hearts can be found in less dramatic
works of architecture too. The draw-
ing on the left is the ground floor plan
ofa house that Emnest Gimson designed
for himselfat the end of the nineteenth
century. It was built in the Cotswold
village of Sapperton.

The main entrance into the house
18 from the right hand side of the draw-
ing, from a village lane. The heart of
the house may be said to be the hearth
in the hall (living room), which is the
largest room in the plan. To reach the
hearth from the lane one passes first
between two bushes (like sentinels),
through a gate which is set in a waist-
height wall, into a small entrance court,
along a stone path which is flanked by
flower beds, through an arch into the
stone porch (there are some steps down

into the garden alongside it), through
the front door which is set in a very
thick wall (that actually supports a fire-
place on the floor above), and into the
living room. Ifthe lane is ‘public’, then
the entrance court is *semi-public'; the
porch is ‘semi-private’, and the living
room is ‘private’. This sequence of
places and transitions creates a hierar-
chy from the public realm to the pri-
vacy of the interior. Each stage in this
hierarchy is accounted for in the archi-
tecture that Gimson gave his house.

[One passes through a sequence
of places when entering by the back
door too: through a wall into a back
courtyard where there is an open-sided
shed whose roof is supported by two
columns; the back door is tucked un-
der this shed roof.]

At around the same time, Frank
Lloyd Wright was designing the Ward
Willits House, built in Highland Park,
[llinois in 1902. As in the Gimson
house, the heart is the hearth that in
Wright's design lies right at the core of
the plan. In this example the hierar-
chy of places between the public realm
and the private includes the motor car.
The route begins in the bottom nght-
hand corner of the plan. The car drives
up to and under the porte corchere
which projects out from the house over
the driveway. Emerging from the car,
under the shelter of the roof, one climbs
three steps onto a small platform which
leads to the front door; passing diago-
nally across the small hallway one
climbs some more steps, and then tums
sharp left into the main living room.
The hearth, in a sort of ingle-nook, is
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behind a screen which hides it from the

entrance.
Transitions, and the hierarchy of

places, draw out the passage from the
public realm to the private. Often, as
in the case of the Ward Willits house,
the architect avoids the most direct
route, so that the person approaching
and entering the house can be ‘led’
through a progressive sequence of ex-
periences.

Transitions also provide a buffer
between one place and another, particu-
larly between ‘an inside” and ‘the out-
side’. This may have practical benefits,
such as when a draught lobby helps to
insulate the inside of a building from a
cold outside; but they may also have a
psychological effect too, such as that
between a busy street and the quiet in-
terior of a church,

In 1953 Alvar Aalto built a sum-
mer house on the island of Muuratsalo.

Its plan is a square enclosed by high
walls. The living accommodation js
ranged along two sides of the Square,
leaving a square courtyard. This court-
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yard creates a transition between the
nterior of the human dwelling and the
nature that surrounds it. The opening
in the courtyard scts up a line of sight
along the shore of the lake in which
the island sits.

The ideas of transition, hierarchy,
and heart do not only apply in the
architecture of dwellings. They are
used in works of architecture with dif-
ferent purposes. They may be very
simple, or grand and complex.

This is the chapel of the Presi-
dent’s Palace in Brasilia, Brazil, de-
signed by Oscar Niemeyer, and built
in 1958,

L

Its plan is very simple, but also
subtle. The first basic element of the
architecture of the chapel is a flat plat-
form supported on stilts; this defines
the circle of place of the chapel, On
this simple platform, which is ap-
proached across a flat bridge, stands the
altar. The altar is hidden from view
and protected by a simple white wall
that curves around it and rses 1o a pin-

In his plan for Liverpool Cathedral,
Sir Giles Gilbert Scott created a
hierarchy of spaces between the

outside and the sanctuary, designed

to set the altar well apart from the
evervday world. Like all medieval
cathedrals, this building is a
manifestation of transition from the
secular world to the sacred.

Reference for President’s Chapel.
Brasilia:
Albert Christ-Janer and Mary Mix

Foley — Modern Church Architecture,
1962, p.77.

Reference for Aalto summer house:
Richard Weston — Alvar Aallo, 1995




Reference for Paris Opéra:

Nikolaus Pevsner — A History of
Building Tvpes, 1976, p.85.

In the Paris Opéra there is a
sequence of transitions from the
Streel to the make-believe

world of the stage.

Transition,

nacle surmounted by a cross. This de-
fines a more intimate circle of presence
of the altar. The transition from the
‘outside’ to the ‘inside’ of the chapel
is simple, but it includes various stages:
crossing the bridge onto the platform;
approaching the chapel; and going in,
which must be like entering a shell -
entry is progressive rather than imme-
diate, and the modifying clement of
light, which enters through the door
too, washes progressively more dimly
on the curving wall.

The Opéra in Parnis is a grander
example. It was designed by Charles
Garnier, and built in 1875, The section
has been simplified 1o show only the
major internal spaces. The heart of the

Opérais of course the auditorium — the
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Hierarchy, Heart

licrs of seating, and the stage. The tran-
sition is from the everyday world of
the city outside to a place where one is
in the presence of the magic, or make-
believe, of opera or ballet,

The first stage in this transition
i1s the flight of steps at the entrance
which immediately raises one onto a
plane above the mundane. The second
15 the entrance through the thick walls
into the first lobby. From here one can
sec through to the second lobby where
there is the grand staircase. This space
is richly ornamented and brightly lit.
It is like a stage itself, on which the
audience can display themselves before
going into the auditorium for the per-
formance. The proscenium arch is the

ultimate transition.
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POSTSCRIPT

The framework of themes in this
book is not complete. There are many
still to be identified; and probably an
unlimited amount to be invented.

I am aware of some that | have
not had space to include: the theme of
‘datum place’ — a place by reference to
which one knows where one is; the
theme of *places made by excavation’,
rather than by building; the theme (re-
lated to transition, hierarchy, heart) of
‘places between’ — places within walls
~ zones between inside and outside
which are not quite either; the theme
of ‘implied place’ — that place is not
always clearly defined by basic and
modifying elements of architecture, but
can be implied in minimal and subtle
ways; and then there is the theme of
‘non-orthogonal architecture’ (which
has only be touched upon here)—where
orthogonality and the six-directions-
plus-centre are denied or subverted.

There is more work that could be
done on those themes that have been
included in this book: each of them
could be the subject of its own full-
length study. There is more to do on

the ways in which geometry contrib-
utes to identification of place; the sub-
tleties of the parallel wall strategy have
not been exhausted here; the philo-
sophical and poetic ramifications of the
‘temple—cottage’ dimension need to be
more fully explored.

One intention of this book has
been to help to open this field of re-
search, rather than to provide a com-
prehensive survey of it. The latter

would be impossible anyway, because
the boundaries of architecture are not
known and there may not be any.

The key that let me into this field
was the realisation that architecture is,
before all else, identification of place.
This is discussed in detail in the first
chapter but, although it is not always
mentioned, it can be seen to underpin
all the others too: the purpose of basic
elements is not just to be themselves,
but to identify place; the effect of the
different attitudes associated with the
‘temple’ and the ‘cottage’ is to iden-
tfy place in different ways; the power
of the six-directions-plus-centre is that
they identify place; the purpose of or-
ganising space — by structure, by par-
allel walls, into stratified layers, or into
hierarchies with transitions and hearts
— is to identify place.

This is a key into architectural
design as well as analvsis. 1f one thinks
of architecture as designing ‘build-
ings’, one designs in one way; if one
thinks of it as identifying places, then
one designs in another. The focus of
attention shifis from tangible form to
include inhabited space. In the latter,
a ‘building’ is seen not as an end in
itself, but as a means to an end.

This is not a new thought, but it
remains a significant one. It can be
found, in varying degrees of clarity, in
most of the texts included in the list of
supplementary reading given at the end
of this book.

It is a thought that seems to re-
quire restatement from time to time,
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hecause it can be elusive, and also be-
cause it can be casily lost bencath
mound of seemingly more pressing
concerns. The practise of architecture
is s0 beset by constructional, contrac:
(ual and commercial pressures that this
silent and seemingly undemanding
core of its ‘reason for being' can eas-
ily be ignored.

Through history, other factors
have helped push ‘architecture as iden-
tification of place’ down the list of
prioritics for concern. (These are in
addition 1o the common tendency that
people find it easier 1o think in terms
of the tangible — i.¢. buildings — rather
than the intangible — e.g. places.)

First is the suggestion, implicit
in o lot of architectural writing, that the
word architecture can be reserved for
a special class of building. Thisis con-
tained in Nikolaus Pevsner's famous
assertion, ‘A bicycle shed is a build-
ing; Lincoln Cathedral 15 a picce of
architecture’. To think like this might
be satislactory for an architectural his-
torian, because it relates to a quality of
buildings as perceived, but it throws
definition of the activity ol architec-
ture into turmoil.

In thinking of architecture as
identification of place one is on lirmer
ground: both the bicycle shed and the
cathedral are architecture, though of
different character and quality; the shed
identifies a place for storing bicycles,
the cathedral a place for worship, The
people responsible for both are archi-
tects, though one of them may be het-
ler at it in some ways than the other,

Thinking of architecture as iden-
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i fication of place, everyone i8 10 SOME
degree an architect. Setting um‘ the
furniture in a living room is """]"“f':'
wre: 50 too is laying out i city. The
difference is only a matter of degree,
and at different scales there are differ-
ent levels of rﬂspunﬁihilll}’-

The legislative bodices in some
countries rule that the responsibilities
of building = in that they involve con-
tractual problems and spending large
sums of money — should only be
handled by people with particular
qualifications which make them pro-
(essionals. In some cases, the United
Kingdom included, the title ‘architect’
is protected by law. But there B
another justification for architecture
being a profession, which can be un-
derstood by thinking of it as identifi-
cation of place. It is architects who,
by definition (whether or not they are
lepally entitled to the name), organise
the world into places for life and work,
This is a responsibihity which 15 on a
par with medicine, law, religion. There
is a level where everyone deals with
their own concerns (as in health, dis-
pute, and spiritual belief), but there are
also levels where matters can be com-
plex and require the education, experi-
ence and commitment of people who
accept professional responsibility,

A second Tactor which has
pushed “architecture as identification
of place’ down, has been a conscions
fascination, in some strands of archi-
tectural theory, with its contrary - the
\dea of *placeless architecture, There
5 not space here 1o follow this strand

i detail, but it was recognised and

e -




described by Oswald Spengler in his
book The Decline of the West (1918),
as a preoccupation with ‘the infinite’;
it was evident too in Mies van der
Rohe's interest in ‘universal space’;
and it has been brought to realisation
in many ‘anti-street’ urban develop-
ments. In 1931, the Swedish architect
Erik Gunnar Asplund gave a lecture in
which he illustrated one such develop-
ment, declaring triumphantly that
‘PLACE GIVES WAY TO SPACE!

The third factor which has
worked against ‘architecture as identi-
fication of place’ has been technology,
partly because people tend to focus
more on how buildings are built rather
than on what they do in identifying
places, but also because many primi-
tive place types have been made redun-
dant.

The ‘hearth’ is no longer an
essential place in a home,; heating is
provided by a boiler perhaps kept in a
cupboard and heat distributed through
pipes and radiators. From its heyday
in the time of the pharaohs, the ‘tomb’
has plummeted to almost total irrel-
evance in the repertoire of architecture.
The ‘market-place’ was superseded by
the shop, but even that is under threat
from telemarketing and the Internet.
Most significantly perhaps, the pulpit,
the look-out and the stage have been
overtaken by television, which allows
politicians to preach into people’s liv-
ing rooms, viewers to sec great dis-
tances (even to the moon and outer
planets of the solar system), and per-
formances to be watched from almost

anywhere.

Postscripl

Related to this 15 the cnormous
increase in the prevalence of the framed
image. As has been said in the chapter
Architecture as Making Frames the
two-dimensional image of a work of
architecture, set as it usually is within
the four sides of a frame, does not al-
low one to experience it as a place or
series of places. This is true of a paint-
ing, or a photograph, a film, or a tel-
evision image. Even if the picture
presents the illusion of three dimen-
sions, even if it includes movement, it
diminishes the experience of place.
Even so, these images are perhaps the
most common ways in which the prod-
ucts of architecture are viewed; there
are only a limited number of buildings
that each of us can actually experience;
the vast majority — especially those
which architects are urged to emulate,
by critics in the press — are scen as
framed images. This has the effect of
reinforcing the perceived importance
of visual appearance in works of archi-
tecture (and even pictorial composi-
tion), further undermining the impor-
tance of place identification.

It is probably true to say too, that
architects involved with large projects
worry more about whether the roof will
leak (or similar matters to do with the
performance of the fabric of a build-
ing), or whether they will lead their cli-
ent into some expensive legal battle
(against themselves perhaps), than
about whether they are making good
places; at the least such worries must
seem more immediate, ;I!.Iﬂlhil‘l"ﬁ more
potential to give architects personal
problems or spoil their lives. Concerns

165




Analysing Architecture

about construction, about performance,
about legal and contractual matters, can
easily occupy all of an architect’s time,
leaving none for issues, which can cas-
ily (but wrongly) be disregarded as
worthless, of identification of place.

Hearths, tombs, shops, schools,
libraries, museums, art galleries, meet-
ing rooms, places of work, offices... all
are challenged by developments in
technology which complicate and con-
fuse issues of place. But this is not to
say that the idea of place is no longer
relevant.

Architecture, like language, 15 al-
ways changing; new types of place
emerge while others become redun-
dant. Architecture now has to take ac-
count of: places for televisions, for
computers, for skate-boarding; air-
ports, cash-dispensing machines,
motorways; none of which existed in
ancient imes. And there are still many
primitive place types that are still rel-
evant: places to sleep, to cook, to eat,
to walk, to grow plants, to meet peo-
ple, and so on,

L] L] -

These are all points which indi-
cate something of the nature of the
theoretical ground on which the present
book stands. But its main purpose has
been to show that architecture, its prod-
ucts and its strategies, can be subject
to analysis within a consistent concep-
tual framework.

T'his 15 not to sav that the whole
framework is understood, nor even that
the framework is finite in its extent.
Nor is it to say that all the themes that
have been described and discussed in
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this book are relevant to every work of
architecture that has been achieved, or
applicable to every new work of archi-
tecture that will be proposed,

Indeed it is apparent that differ-
ent movements in architecture through
history, and different individual archi-
tects, have had different preoccupations
in their works. Within the creative field
of architecture different themes may be
given different weights, independently
and relatively. One architect or move-
ment may concentrate on the relation-
ship between space and structure;
another might stress the ways in which
social geometry influences the org-
anisation of buildings, and give the
ordering power of structure a lower
priority; one might exploit the powers
of the six-directions-plus-centre, where
another might see them as best sub-
verted, one might seek to concentrate
on the modifying elements of architec-
ture — light, sound, touch, where an-
other might be more interested in the
formal powers of the basic elements —
wall, column, roof. The variety of per-
mutations is endless.

Architecture is not a matter of
system, but of judgement. Architec-
ture, like play-writing, composing
music, law-making, or even scientific
Investigation, is subject to drive, vision,
and interest. It is a creative discipline
that accommodates varying views on
the interactive relationship between
people and the world around.

Architecture is, because of this.
a political and a commercial field too.
{t1s political in that there are no ‘right’
answers and ‘wrong’, but answers
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P'q:[{'r Blundell Jones — ‘Holy Vessel’,
in Architecis ' Journal, 1 July 1992,

p35

‘Dreams In Light’,
in Architectural Review, April 1992,

p.2 b.
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ASE STUDY ONE - =FITZWILLIAM COLLEGE CHAPEL

The small chapel at Fitzwilliam
College in Cambridge, UK, was de-

signed by the British practjce
MacCormac lamieson Prichard, ang
built in 1991 It is 3 clear and under-
standable building which tllustrates z

number of the themes discussed in this
hook.

Identification of place

The chapel has been attached to
the end of a wing of the existing col-
lege accommodation (designed by
Denys Lasdun in the 1960s). It faces a
large tree (which was already there)
almost in the centre of the rectangular
college grounds. The circle which out-
lines the plan of the chapel identifies a
place which enjoys a particular rela-
tionship with this tree.

The fundamental purpose of the
building was to establish this place as
a place of worship. It has done this
“first” by cupping the place between
two brick walls curved around like pro-
tecting hands; these form a cylinder

which contains the chapel.
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Basic and compined elements

The principal architectural ele-
ments of the chapel are wall »Platform,
aedicule, focus, cell, columnand glass
wall

The platform is the main floor of
the chapel (see the Section, on the next
page). Being raised it makes the chapel
interior feel apart but, because of the
glass wall that faces the tree, not sepa-
rate from the land outside.

On this platform is the aedicule
—apparently composed of four pairs of
columns arranged at the corners of a
square. The columns in each pair are
structurally separate: the inner four
columns support a central square flat
roof; the outer four support a second-
ary pitched roof which spans between
the outer walls and the roof of the
aedicule.

The focus of the aedicule is the
altar, a simple table covered with a red
cloth.

Below the platform there is the
cell - a crypt-like meeting room totally
secluded from the outside world. Its
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floor level is slightly lower than that
outside. Within this meeting room, and
enhancing 115 crypt-like quality, the
structural supports of its ceiling, which
align with the columns of the aedicule
in the chapel above, appear as heavy
masonry piers — battered as if to sug-
gest they need to spread a heavy load -
providing a strong and visible founda-
tion.

The platform, the aedicule above
with its altar, and the cell beneath, are
all enclosed and protected by the two
curved side walls, arcs of the circular
plan. The open end, between these two
walls, is the large clear glass wall
through which the tree can be seen.

Though there are many subtle-
ties, the building makes simple and di-
rect use of these elements. Each seems
to fulfil its timeless purpose: the walls
enclose and protect; the platformraises
a special place above ground level; the
aedicule frames a specific place — that
of the altar which is the focus and heart
of the building; the cell separates a
place from everywhere else: the col-
wmns act structurally bearing the loads
of floor and roof, but also help to de-
fine space; and the elass wall allows
in light and is certainly for looking

through,

Modifving elements
* light

In the moming sunlight streams
into the chapel from the east through
the branches of the tree and the large
window,

In both the chapel and the ‘crypt’

there are narrow perimeter roofl; ghts
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that allow light to wash down the walls:
softly on overcast days, and with a pat-
tern of sharp shadows when the sun
shines. With the changing light and
slowly moving sun patterns the inte-
rior is never quite the same twice, At
night the lights inside turn the chapel
into a lantern or lighthouse.
* colour

By contrast with the harsh pur-

ple brick on the outside, the inside col-

ours are soft and warm, This image of

awarm interior is further reinforced at
night when the inside light and colour
contrasts with the darkness. The altar

cloth has the warmest colour,

Elements doing more than one thing
The platform is a floor and a roof:
and the glass wall allows both a view
out and makes a lantern at night,
The acdicule defines the main
chapel space and the place of the altar,

but it also helps to create four subsidi-

This section is drawn facing the tree.
You can see the platform (which has
a curved under surface) supporting

the aedicule in the chapel above, and

supported by the piers in the meefing
room below. The altar stands on the
platform in front of the large east-
Jacing glass wall. You can also see

the gaps at the perimeter of the roof

and around the edge of the platform
Noor, which allow light to wash
down the walls of the chapel and the
meeting room.



Plan at chapel level, showing the
square aedicule and the four
subsidiary spaces it helps to make:
the place of the two stairs from the
enirance; the place of the priest s
stair rising under the glass wall from
the meeting room beneath; and the
place of the organ at the rear of the
chapel.

Plan at ‘crypt’ level, showing the
enfrance, and the four piers which
support the floor of the chapel
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ary spaces: the place of the organ (at
the rear of the chapel); the places of
the two stairs which curve up from the
entrance below; and the place of the
priest’s stair up from the ‘crypt’.

The inner walls which are the
boundaries of the crypt, and which de-
fine all three stairs, also form the bases
of circumferential seating in the chapel.

Asn any building there are many
other things doing more than one thing

at once: the spaces between each pair

0
f columns dccommodate the vertical

radi * i
dliatnrs, the organ is housed in a wall
which also contributes to the enclosure

of the chapel, and defines the place of
another stair.

Using things that are there

_ lThc chapel uses the end of the
EXIstng wing as an anchor; it uses the
(ree as a companion. But it also uses,
and exploits, the place between the two
which previously lay dormant.

Primitive place types

The chapel identifies a place of
an altar together with its associated
place for worshippers. There are many
precedents for such ‘primitive’ places
being bounded by a circle or aedicule;
here it is both.

Architecture as making frames
* ‘outside-in’ framing

The chapel sits in the frame made
by the other college buildings and their
gardens. The circle of the building 1t-
selfis a frame for worship. Within, the
seating on the circumference is a frame
within that frame; the aedicule is a
frame within a frame within a frame;
the altar is a frame within a frame
within a frame within a frame... like
‘Russian Dolls’.
» ‘inside-out’ framing

The glass wall frames a particu-
lar view of the tree, as an abstract pic-
ture, but also making a link between
the internal space and nature outside,
(rather like the Student Chapel at
Otaniemi, where the cross is an exter-

nal focus).

171



Analysing Architecture

Temples and cotlages .
Architecturally as well as in pur-

pose the chapel 1s a ‘temple’. The ac-
dicule stands on a platform above the
natural ground level. The form of the
chapel is geometrically disciplined; its
materials are carefully finished. And
although it is attached to an existing
building and relates to the tree, it does
not submit to either. The building’s one
submissive characteristic is perhaps its
use of bricks which match those of the

older building.

Cireles of presence

The chapel creates its own circle
of presence, which houses the altar with
its circle of presence, and which re-
sponds to, and exists within, the circle
of presence of the tree. Through these
overlapping circles one may carry one’s

OWTL.

Six-directions-plus-centre

Inside the chapel the six direc-
tions are defined by the six sides of the
cubic geometry of the aedicule.

The lateral directions are blocked
by the side walls. The direction to the
rear loses itself in the area of the or-
gan; the down direction is the floor and
the “crypt’ benecath (see the Villa
Rotonda by Palladio), the presence of
which one is reminded of by the stair-
wells.

The two directions which hold
greatest importance in this chapel, as
in most traditional religious buildings,
are the up and the forward: the forward
passes through the altar and the glass
wall to the tree and the rising sun be-
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yond; the vertical — the axis mundi —
though not strongly emphasised by the
architecture of the building (there 1s no
spire, or vault, or cupola), is simply im-
plied by the coincidental axes of the
cylinder of the outer walls and the cube
of the aedicule; this centre, together
with the four horizontal directions, is
recognised, but undemonstratively in-
dicated, by a faint cross of pairs of par-
allel lines inscribed across the ceiling

of the aedicule.

Social geomelry
Like the Woodland Chapel by

Asplund in Stockholm (Case Study
Five) the internal shapes of both the
chapel and the meeting room recognise

and establish the social circle.
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Space and structure
The principle structural elements
of the chapel —the frame of the acdic-
ule and the flank walls - are also the
principle space defining elements.
Inthe *crypt’ the space is defined
by the four structural piers, The space

1s also defined by the curved walls of

This is a simplified three-dimensional
drawing of the chapel space; it does
not show the staircases up from
below. It does show the position of
the aedicule between the two curved
side walls, and the two main
directions: the up and the forward




The form of the chapel seems to hang
an an armature of geomelric shapes
and volumes. In the plan you can see
a pattern of squares and circles.

The geomelric arrangement of the
section is not so simple, but you can
still extract lines which appear to
regulate the shapes and positions of
elements,
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the three sets of stairs, which are not

roof supporting,

Ideal geometry

Although it is sometimes difficult
to establish exactly which ideal geo-
metric shapes and volumes an archi-
tect used in determining the form and
disposition of a building, itis clear that

the Fitzwilliam Chapel is organised on

a conceptual armature of circles and
Squares, cylinders and cubes,

The aedicule is a central cube,
which is extended by half a cube to-
wards the tree, and a full cube to the
rear, making the organ place. Onplan,
the central square of the aedicule
(which laterally is measured to the cen-
tre-lines of the columns, and longitu-
dinally to their outer faces) sits within
another square, one-third larger, which
determines the radius of the curved
walls; and a circle subscribed within it
seems to determine the positions of the
four outer columns of the aedicule and
the radius of the circumferential seat-
ing and rail behind the altar,

(As in the Villa Rotonda), the ge-
ometry of the section is not as clear and
simple as that of the plan. The central
cube of the aedicule is there, but it is
not a purely spatial cube — its height is
measured from the platform floor to the
top of the upstands around the flat roof.

The square of the aedicule in sec-
tion is extended downwards as half a
square 1o determine the height of the
‘crypt’, though again this includes the
depth of its roof — the platform.

There appear to be some other
alignments: the angles of the batters on
the piers in the crypt scem 10 align with
the tops of the outer columns in the
chapel above, and the angle of the slope
of the capstones on the side walls seems
o derive from a long diagonal line
through the section, from the notional
bottom corner, through the base of the
nner acdicule columns onone side, and
through the top of the aedicule columns

on the other.
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Analysing Architeclure

the chapel has some of the characteris-
tics of the architecture of parallel walls.

A comparison has already been
made with the Student Chapel by Si-
cen and Siren at Otaniemi. Inbothitis
the side walls that identify and protect

Transition, hierarchy, heart
For such a small building the

transition from outside to inside 1s
claborate. This accords with the idea
that holy spaces should be reached
through ‘layers of access’ (as suggested
by Christopher Alexander in “Pattern
66" of A Partern Language).

The route follows an architec-

tural promenade through a hierarchi-
cal arrangement of spaces, and culmi- -—-
nates in the chapel itself, where there

i H‘x h

|
i _ | | ';:.i:f .
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is a view of the outside from which one
has come; (comparable with the “win-
dow" on the upper roof terrace which

eyl

is the terminus of the architectural

promenade through the Villa Savoye).
To get into the chapel one first
goes under the link between it and the

existing wing of college accommoda-
tion. Thus the way in is provided with =~
an integral protective ‘porch’. (This

was intended to have been part of'a cov-

ered walkway, following the line of the —
innermost pathway on the site plan, cre-  the place of the chapel; in both, these
ating an inner courtyard garden for the  act like blinkers blocking the lateral di-
college. The walkway has not been  rections and framing a particular view;
built.) Through the entrance thereisa  in both, one's passage through and into
vestibule with the door to the meeting  the chapel transforms one's view of the
room opposite. One rises into the  outside world. But whereas in the
chapel up either of the two stairways  Otaniemi chapel (where the chapel is
which run justinside the curved walls.  not lified on a platform) the drift of

In this way one ¢émerges into the chapel,  movement runs longitudinally along
not on its main axis, but at either side, .

one ol the walls, here the dvnamic is

an upward spiral — or rather a pair of

Parallel walls

spirals running in counter directions, up
Notwithstanding the circular plan

cach of the staircases onto the raised
and the related arcs of the side walls,  platform,
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CASE STuDY TWO - THE SCHMIN

The Schminke House was de-
signed by Hans Scharoun, and built for

the German Industrialist Fritz

Schminke in 1933 Schminke owned

4 noodle factory in Lébau, close to the
border with Czechoslovakia. The
house was built on land to the
his factory.

north of

Conditions

The site available for the house
was generous in size. The adjacent fac-
tory lay to the south, and the best views
were to the north and northeast. (This
of course set up a conflict between sun
and views.) The land had a slope,
though not a dramatic one. from the
southwest down to the northeast,

Scharoun was designing at a time
when the new architecture promoted by
Le Corbusier and others in the after-
math of the First World War was an ex-
citing prospect. In 1923 Le Corbusier
had published Vers Une Architecture,
in which he celebrated (amongst other
things) the beauty and adventure asso-
ciated with ocean-going liners,

Scharoun had been a contributor
to the Weissenhof housing exhibition
in Stuttgart in 1927, alongside Le
Corbusier. Mies van der Rohe, Walter
Gropius, and others.

The use of large areas of glass and
of steel as a structural material were
well-established, and some architects
_Le Corbusier in particular — had been

lanning

that framed structures made possible
Ino’ idea of

experimenting with the free-p

(for example in the "Dom-

_—

KE HOUSE

1914 and in the Villa Savoye of 1929),
and the reduced division between in-
side and outside which large areas of
glass allowed. The development of
central heating had also made planning
less centred on the hearth: and electric
lighting had been available for some
years,

Scharoun had an adventurous and
wealthy client who seemingly wanted
a house which manifested his forward-
looking, ‘modern’ mentality. Mr
Schminke would have had one or two
resident servants.

Identification of place

Scharoun’s task was to identify
places for all the mixed activities of
dwelling: eating, sleeping, sitting be-
ing sociable, bathing, cooking, playing,

growing plants, and so on.

Basic elements

The basic elements which
Scharoun employed were, primarily:
the platform, the roof, the wall, the
glass wall, and the column. Most im-
portant of these are the two horizontal
platforms and the roof, between which
all the internal spaces of the house arc
contained, and which also form the ter-

races at the eastern end.



Analysing Architecture

Other basic elements used in-
clude: the path, only clearly defined
when in the form of staircases and in
the landing on the upper floor; the pit,
which identifies the area of the con-
servatory; and the canopy which iden-
tifies the place of the main entrance.
There is a hearth which is a focus,
though not a particularly imposing one,
in the living area. Also, the chimney
stack to the central heating boiler, at
the western end of the house, acts as
something of a marker, though possi-
bly Scharoun wanted to play this
vertical element down, against the
prevailing horizontality of the plat-
forms and roof.

Although these basic elements
combine to form the house in its set-
ting, Scharoun seems to have tried, for
the most part, to avoid the traditional
combined elements of enclosure and
cell. These are found only where una-
voidable: in the maid’s bedroom, the
sanitary provisions, and in the chil-
dren’s bedrooms. Elsewhere, in the
main living spaces, and in the master
bedroom at the eastern end of the
house, the cell is not used: such enclo-
sure being negated by the use of glass
walls.

Modifving elements

The most important modifying
element in the Schminke House is light.
[t has been carefully planned with sun-
light and views uppermost in the mind
of the designer. Also, the provision of
electric light has been very carefully
thought about, and used prec 1sely to
identify different places in the house.
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The views and the sunlight exert
opposing forces on the house. To the
south of the site, in the direction from
which the sun shines, is the less attrac-
tive prospect — the factory. The better
views are to the north and northeast.
Scharoun tackled this dilemma by al-

lowing the sun’s light into the building

through the south-facing walls, part of

which is formed into a conservatory,
but also orienting the living spaces to-

wards the views, through glass walls
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on the northern face of the house. On
both of the main living levels of the
house he projected decks out to the
north (the pointed deck on the upper
level is particularly distinctive), seem-
ingly designed to catch the summer
evening sun from the west,

The lighting plan shows the care
with which Scharoun used different
kinds of electric light to help ident; fy
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different places within the house. He

designed light fittings especially to

achieve a variety of effects; some of

them he actually called Platzlenchie -

place-lights, (Two photographs, repro-

duced in the book on Scharoun by Pe-

ter Blundell Jones, show the great dif-

ference in the character of the living

spaces in sunlight and at night, and the

dramatic effect of the different kinds

of electric light used by Scharoun.)

Elements doing more than one thing

The house contains the living

places, but it also acts to divide the site.

lts angle creates an entrd

the access road; and s m

ance area oft

a5 separates

The Schminke House

the factory from the garden,

Inside, the main internal stair and
the hearth in the living space are two
distinctive examples of elements used
by Scharoun to do more than one thing
at once,

The stair between the entrance
level and the upper level of the house
is situated just opposite the main en-
trance. It has a slight change of direc-

tion, curving on the bottom three steps.
The primary purpose of the stair is ob-
viously to make a pathway, a link for
moving between the two levels. It is
also used as the main part of the physi-
cal separation between the service end
of the house (1) and the living parts of
the house (2). The stair also does a
third, more subtle, thing: its precise
position and its angle on plan work to
‘nudge’ people entering the house 10
the right — i.c. towards the living places.

The hearth in the living space per-
forms its timeless purpose as a focus,
but it also acts as a divider between the

piano place (2) and the living arca 1),
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Analysing Architecture

Using things that are there

Seharoun used the views 10 the
north and northeast to help in the or-
ganisation of his plan. But probably
the most effective thing he used that
was already there was the slope of the
land. The effect of this is most appar-

3
e

ent at the important east end, which
accommodates the principal living
spaces. The slope allowed entrance
into the house not at the lowest level
(the traditional ground floor), but at the
intermediate level, rather like boarding
a boat. 1t also meant that, although one
enters at ground level, without rising
up steps or a ramp one finds oneself,
once one has reached the eastern end
of the house, a storey above ground.
This effect is further exaggerated on the
upper level —on the ‘prow’ outside the
master bedroom, where one may sur-
vey the rolling land from a command-
ing height. The most frequently en-
countered photographs of this house
show it like a small modemn pleasure
boat at its moorings.

Primitive place types

The house contains, but does not
seem Lo celebrate in traditional fash-
ton, the usual primitive place types one
finds in any dwelling,

Thereis a hearth in the living area

(which plays the various roles men-
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tioned above) but it does not scem 1o
be the raison d'etre of the living spaces;
there are other, more intere sting archi-

tectural things going on.

Architecture as making frames

Like any house, the Schminke
House frames the lives of its inhabit-
ants. 1t does this in particular ways.

It emphasizes the horizontality of
those lives, with its division into three
pronounced horizontal levels which re-
late to the landscape around.

It doesn’t enclose those lives in
a protective carapace; its platforms and
roof protect them from the sky, but the
transparent sides make them open 1o
the horizon.

And its allusion to ships and sail-
ing seems to suggest that the house is a
vessel rather than a cell; accommodat-
ing adventure and change through time
and space, rather than security in en-

closure and stasis.

Temples and cottages

Three particular charactenstics of
the Schminke House belong to the
‘temple’: its separation of the living
spaces from the ground level at the
castern end of the house; its use of
highly finished materials; and its ap-
parent arrogance in the face of climatic
forces (Scharoun was no doubt depend-
ing on the central heating to make up
for the heat lost through the large ar-
eas of glass, and on modern materials
lo prevent the flat roof from leaking)

Otherwise the house exhibits
some “cottage’ characteristics: its re-

sponsiveness to site — sun and ground:

—
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In the lower of these two drawings
you can see (reading from left to
right) the distorted circles of
presence of the dining table, the
hearth, the piano, and the table in the
solarium. It also shows the lines of
passage which thread between and
through them.

The upper drawing shows the
principal lines of sight in the plan.
Notice that they follow three
principal directions: one set up by
the main entrance, another by the
living area; and a third, at an angle,
by the main stair and the solarium.

and its thorough relation of planning
o purposes.

Although in this house there is
an underlying armature of orthogonal
geometry (a “temple’ characteristic) it
1s Scharoun’s responsive attitude — to
sun, to site, to views, to function — that
twists this geometry into an irregular
plan form. Though this results in a
sculpturally interesting form, particu-
larly at the picturesque east end of the
house, Scharoun was not motivated
solely by adesire to make form or paint

pictures with his architecture.

The Sehminke House

Thus Scharoun’s plans exhibit

subtle conflicts between different kinds
of geometry.

Geometry

First, there appear to be no in-
stances where Scharoun has allowed
the shapes of his spaces to be deter-
mined by ideal geometric figures, no
circles, no squares, no rectangles with
particular harmonic proportions.

Dismissing ideal geometry as a
way of making decisions about the po-
sitions of things, his conflicts seem to
have been between the geometries of
being and of making. To these were
added his perception that the site had
within it two different grains.

One of the most obvious charac-
teristics of the house is that it is not a
simple, orthogonal form. The geom-
etry of making is not given the highest
priority, but is allowed to be distorted
by other pressures.

These other pressures begin with
the circles of presence, distorted as they
are in most instances into rectangles of
presence, and with the social geo-
metries which constitute the various
places in the house: the dining place,
the place around the hearth, the place
around the table in the solarium (at the
extreme east end of the main living
floor).

Next there are the lines of sight,
within the building, and also from the
inside to the outside. Scharoun scems
to have seen the latter — the views — as
being at an angle to the lie of the land
which set the datum for the general

grain of the house.
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Analysing Architecture

This overlaying of the different
geometries, with a refusal to submit to
the geometry of making, produced a
distinctive response to the six-direc-
tions-plus-centre. The plans of the
house have two overlapping grains.
The ‘up’ and the ‘down’ direction are,
at most positions, contained by the
horizontal platforms and the roof. But
with the four horizontal directions, the
situation is more complex.

Taking the entrance as the start-
ing point one is aware of the ‘forward’
and of the ‘rearward’; one is also, as
one enters, very much aware of the
‘right’, but the *left’ is diminished, be-
ing replaced by the deflection of the
stair, (in the way already mentioned,)
to reinforce the ‘right’ direction.

Al the other end of the house, at
the solarium, something different hap-
pens with the four horizontal direc-
tions. Here itis the ‘forward’ (roughly
to the north) which is deflected, to fo-
cus the space more on the better views,

The house has no one centre, but
a number: the hearth, the dining table,
the table in the solarium, ... . It seems
that for Scharoun the most important

centre was the mobile person,

Space and structure

The structure of the house is a
skeleton of steel frame. Its columns
are not laid out on a regular grid, but
respond to the complex attitude to the
six-directions mentioned above,

At the east end of the house the
vertical structure - the columns - are
reduced to a minimum to Increase the
openness of the spaces. Even so they
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still contribute to the identification of

places.

There is a column in the solarium
which seems to help to identify its ex-
treme corner; there is another on the
deck outside which supports the prow
above, and which also makes a ‘door-
way' between the dec k.at Lha.mp of the
steps down to the garden and the nar-
rower deck outside the solarium: and
there is a third column in the conserva-
lory, about which Scharoun seems per-
haps to have been less happy — it looks
as if he tried to camouflage its struc-

tural identity by painting it with small
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In this drawing you can see the

complementary grains of the house

They distort the simple geomeiry of

making to take account of the

alternative grains suggested by the
lie of the land, the views, and the
direction of the sun,




squares of different colours, making it
INto an elemental sculpture (as distinet
from a place identifier) amongst the
cacti.

At the other end of the plan the
Spaces are more definitely enclosed by
walls and windows, The boiler chim-
ney stack, at the extreme west end of
the house is built of brick — a weighty
contrast to the apparent levitationof the
decks at the other end of the house.

The static places in the plan tend
to be at the extremities: the dining area;
the solarium; the conservatory: the bed-
room and the prow of the deck on the

upper floor. The heart of the house 1s
probably the living area, with its static
focus the hearth. In some circum-
stances however, this heart also works
as a dynamic space, a route from the
hallway, which is the datum place of
the house, to the solarium. Other,
clearer dynamic spaces are the stairs,
the deck outside the piano place, and
the corridor landing on the upper floor.

The canopy over the main en-
trance begins a process of transition
from outside to inside the building.

This process of fairly abrupt enclosure

Vg

is reversed by the progressive openness
of the rest of the house.

Scharoun was adept at making
zones between the inside and outside.
There are the various decks on both
levels, which create an intermediate
zone which is neither inside nor wholly
outside. There is the conservatory too,
an inside space which also, unlike the
majority of spaces in the house, has
contact with the sky. And there is the
solarium itself, which is a space more
open than the living room but less so
than the decks — a zone between the
two.

The dining area, not quite a zone
between, is defined by the overhang of
the landing above. It is at one end of
what looks to be the remnants of a par-
allel wall space, which sets up an axis
into the countryside through the broad
window over the dining table.

On the upper floor the layout is
more cellular, until one comes to the
master bedroom which insinuates itself
amongst a composition of planar walls,
mostly arranged orthogonally, but with
one wall slightly skewed to broaden the
view to the northeast. This one piece

of wall obeys neither of the two grains

set up on the main living floor beneath;
its ‘freedom’ is due to the independ-
ence of the two floors allowed by the

‘Dom-Ino’ idea.
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Analysing Architecture

The house is clearly stratified.
There is an undercroft dedicated to the
services of the house — the boiler room
etc. The entrance floor, in the middle,
is at one end a piano nobile. The up-
per living floor, further from the
ground, is the sleeping floor, its con-
tact with the sky manifest in the deck
prow outside the master bedroom
which, in the summer, basks in evening

sun.

Postscript

The Schminke House was the last
house that Scharoun designed before
the Nazis in Germany imposed restric-
tions on the styles in which architects
could work. Unlike some of his Mod-
em contemporaries Scharoun chose not
to leave Germany. He designed a
number of houses during the Nazi
years, each with the outward appear-
ance of traditional cottages. Scharoun
expressed his rebellion against Nazi
constraints covertly, by continuing to
explore the potential of the non-
orthogonal organisation of space into
places. These are the plans of his
Baensch House, which dates from

1935, two years after the Schminke.
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Reference for the Baensch House:

Peter Blundell Jones — Hans
Scharoun, 1995, p.13.



Reference for Merrist Wood:

Andrew Saint — Richard Norman
Shaw, 1976, pp.112-113.

CASE STUDY THREE - MERRIST WOOD

Merrist Wood is an English Vic-
torian house, designed by Richard Nor-
man Shaw, and built at Worplesdon in
Surrey, in the mid-1870s.

I'shall not look at every aspect of
this house, nor even at the house as it
was built, but at an early version of the
floor plan of the house, for a compari-
son can be made between this and the
floor plan of the Schminke House
(Case Study Two) which illustrates
some crucial differences between nine-
teenth-century and twentieth-century
‘Modern’ organisation of space.

Merrist Wood was built in the
Old English style for Charles Peyto
Shrubb, who would have had a body
of servants.

In designing it Shaw thought pri-
marily in terms of load-bearing walls;
as distinct from the *Dom-Ino’ idea

which was available to Scharoun fifty

r,__
-

e e

years later. Shaw did not have central
heating available as an option.

The plan of the house as built
clearly shows the consequences of
these conditions. The rooms are mostly
cellular. The hall, which is at an angle
to the rest of the plan, is a double-height
space, with a tall bay window looking
down a slope into the garden and across
the landscape. All internal space is
compartmentalised into these cells, and
apart from at the porch to the main en-
trance there is, on this ground floor,
very little exploration of the zone be-
tween inside and outside.

A small courtyard allows light
into the centre of what would other-
wise be a decp and dark plan.

Windows are generally mul-
lioned holes-in-walls. The nearest
Shaw comes to creating a glass wall is
the large bay window in the hall.
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The plan of a previous version of
this house is additionally interesting
because it shows the whole of the front
portion of the house set at an angle. It
is this version that can be compared
with the plan of Scharoun’s Schminke
House. (This is not to suggest that there
is a direct historical connection be-
tween the two designs; though Merrist
Wood was mentioned in Hermann
Mutthesius’s book Das Englische
Heus, 1904, which publicised in Ger-
many the virtues of late nineteenth-
century English house design, of which
Scharoun would have been aware.)

In both plans the servants’ ac-
commodation is set to the left, with its
own entrance, and separated from the
living spaces by the main stair to the
upper floors and the ablutions. In
Merrist Wood the servants’ accommo-
dation is larger, occupying at least fifty
per cent of the ground floor area.

The most notable comparison
between the two plans however is the
juxtaposition of two grains set at an
angle to cach other. In the Scharoun
plan the angle between the two main
sections of the house 1s about 26 de-
grees; in the Shaw plan about 29 de-
grees. Rather like the Schindler plan
(The Falk Apartments, 1943) discussed
in the chapter on Elements Doing More
Than One Thing, Shaw manages 1o
condense all the difficulties which
might arise from using two orthogonal
grids at an angle to cach other, into an
odd-shaped servants® stairwell, the
non-rectangular light courtyard, and a
small link between the hall and the

drawing room.
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The onientation of the Shaw plan,

with the sun and the view in the same
direction, is approximately the oppo-
site of that of the Scharoun plan.

Though both used two ortho-

gonal grains or grids as the bases of

their plans, the distinct difference be-
tween the ways in which these were

used is that whereas Scharoun overlaid

”

s, W A

dop W
TR

e

.\-H--

AP

O
""‘*l-'-ﬂ" ,g;ﬁ"fﬂ-;

=

-
"i' H'j_h.""

e
¥
L]

-



them, Shaw kept them separate. Partly,

if not mainly, this difference 1s a con-
sequence of the greater planning free-
dom allowed to Scharoun by the frame
structure, and of the greater flexibihity
in lines of sight allowed by the glass
wall. Shaw, by contrast, working fifty
or so years earlier, was restricted to
using the cell, window, and load-bear-

ing wall.

The comparison between these
two plans illustrates a great deal about
the difference between Modern and
Victorian space planning. Both houses
had similar though not identical briefs.
Theirsite conditions were similar, even
though the orientation was opposite.
The places that the two architects had
1o identify were more or less the same:
servant accommodation; living space;
morning space; eating space. Both
architects were concerned about light
and views.

The differences between the
ways in which they planned their
houses were influenced by differences
in the technologies available = frame
structure versus load-bearing masonry;
central heating versus hearth; glass wall
versus hole-in-wall window — and by
a more adventurous attitude {on the part
of Scharoun) to the use of the various
kinds of gecometry,

This is not to suggest that Shaw
was always content to accept the con-
straints of load bearing masonry struc-

ture on his organisation of space. Here
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is the ground floor of a house he de-
signed for Kate Greenaway, the Victo-

rian children's author. On this floor,
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and the floor above, the house is fairly
conventional in its structural layout.

i

But on the top floor, where he
wanted to provide his client with a stu-
dio lit from the northeast, Shaw al-
lowed his space planning to contradict
the structural geometry of the lower

{loors.
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Even though diagonally set
against the orthogonal grain established
on the floors below, this studio re-
mained largely a cell, closely bounded
by its own four walls.

In other houses, however, Shaw
explored how the structural authority
of the load-bearing wall might be
breached to allow a more Mexible

moulding of space

| 86

On the right is part of the ground
floor plan of an unbuilt house designed
for F.W. Fison. Linking the main en-
trance with the grand hall of the house
there is a structural wall (double-
hatched in the drawing) which along
its length changes its character a

number of times. [t starts as a barnier

between the entrance passage and the
butler’s room — an interface between
the staff quarters and the hallway; then
it crosses the stair hall, adding to the
sculptured quality of that space; after
becoming an orthodox wall with two
mullioned windows, and then an arch-
way to a rectangular bay window, it ter-
minates as an external buttress.

And at Dawpool (1882, below)

Shaw repeatedly allowed ‘bubbles’ of

space to penetrate the structural walls
of the rooms, breaking their rectangles,
and inhabiting the zone between inside

and out,
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Rgﬁrencﬂfar Vanna Venturi House:

(Venturi) — Venturi Scott Brown &
Associates, on houses and housing
(Architectural Monographs

No. 21), 1992, pp.24-29.

The site of the Vanna Venturi House
is flat. Around its boundaries it is
enclosed by trees and fences. It is
entered through a neck of land, and
the house is positioned to present ils
gable elevation to the approach.
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CASE STUDY FOUR - VAN

Robert Venturi designed this
house for his mother. It was built at

-:_,""_ ot st
o e s
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Chestnut Hill, Pennsylvania, in 1962.
At about the same time, he was writ-
ing a book called Complexity and Con-
tradiction in Architecture, which was
published in 1966. The design of the
house is related to the argument of the
book.

I
e,
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NA VENTURI HOUSE

the prevailing orthodoxies of the Mod-
ern Movement, questioned them, and
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rebelled against them. His arguments
are set out in detail in his book. In gen-
eral he rejected the quest for simplic-
ity and resolution associated with Mod-
ernism (arguments for which are found
particularly in the writings and works
of Frank Lloyd Wright, Mies van der
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Conditions

At the time of both the house and
the book the teaching and practice of
architecture Were dominated by Mod-

ernism. Venturi, rather than accepling

Rohe and of Louis Kahn), in favour of

complexity and contradiction, which he
argued made products of architecture
more witty and less boring; more ap-

propriate (poetic) reflections of the
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complexities and contradictions of life,
and more stimulating, intellectually
and aesthetically.

Venturi used the design of his
mother’s house to express through
architecture his reaction against the
orthodoxies and seriousness of Mod-
emnism. In it he consciously avoided
what might be considered ‘right an-
swers’. and contrived conflicts in the
arrangement of forms and the organi-

sation of space.

Basic elements

Even in his choice of basic ele-
ments Venturi expressed his reaction
against Modernism.

The distinctive palette of ele-
ments used by orthodox Modernist
architects included: the flat roof; em-
phasis (externally) of the horizontal
floor; the column (piloti), allowing the
opening up of the ground level and
“free planning’; and the glass wall,
which reduced (visually) the cellular
division of space internally and be-
tween inside and outside. Modemist
architects also tended to play down the
formal importance of the hearth, and
of its external expression in the chim-
ney stack. (Scharoun used this palette
in his design for the Schminke House,
Case Study Tivo.)

In his mother’s house Ventur di-
rectly contravened every one of these
‘rules’ of Modernism. The roof is
pitched; the horizontality of the floors
Is not expressed externally; there are
no columns (except one — an expedi-
ent 10 hold up the roof over the dining

area, and which is omitted in some pub-
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lished plans of the house), and the
house is firmly set on the ground; there
is a glass wall (between the dining area
and a covered terrace) but in the main
elevations Venturi prefers to make win-
dows (almost caricatures of traditional
windows) in the walls; he also gives
significant emphasis internally to the
central hearth, and externally to its

chimney.
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There are quirks in Venturi's
design which are well-discussed else-
where in critiques of this house: his
"mannerist’ touches (the broken pedi-

ment of the front elevauon for exam-

ple); his (counter-Modern) use of

omament (the appliqué *arch’ super-
imposed on the clearly structural lintol
over the entrance); the “ingrowing”
bay-windows in the downstairs bed-
rooms, and verandah off the dining
area, the stair going up to nowhere from
the upstairs bedroom; and so on. But
Ventuni's attitude of complicating and
contradicting orthodox ways of doing
things is perhaps most architectural (in

the terms set out in this book) in his

i
- - il
o T A T T T ey

In this early version of the Vanna
Venturi House, the chimney stack is
even more prominent than in the bhull
version. In his architecture Venturi
borrowed ideas from historical
examples; he took the idea of
prominent chimneys from British
domestic architecture (of the Arts and
Crafts and Edwardian period, and
from the eighteenth-century work of
John Vanbrugh) and from similar
houses in the United States. Venturi
was also interested in conflicts of
scale: in this version the chimney is
‘too big’ for the house; in the final
version (on the previous page) the
chimney appears to be both ‘too big

and oo smali



In positioning the house, Venturi lays
the parallel walls across the main

axis of the sire.
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spatial organisation of the house and
in the ways in which he deals with vari-
ous of the sorts of Zeometry,

The design of the house ‘begins’
with two parallel walls, which define

the area of ground of the inside of the
house,
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As discussed in the Parallel
Walls chapter, these tend to establish a
longitudinal axis which sets up a domi-
nant direction within the plan and also
begins to order relationships between
‘inside’ and *outside’. But Venturi con-
tradicts the orthodox architecture of
parallel walls in a number of ways.

First he positions the walls per-
pendicular to, rather than parallel with,
the principal axis of the site, which is
the axis of entrance (left).

Then he contradicts the arrange-
ment of gables found in ancient par-
allel wall buildings (temples), by

placing the gables of his complex roof
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on the long sides of the rectangular
plan. Inancient temples it was the ge-
ometry of making that influenced the
three-dimensional geometry of the
roof, resulting in triangular pediments
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at each end. Venturi’s contradictory
arrangement, together with his avoid-
ance of columns, results in the ‘front’
of his mother’s house being like a pedi-
ment on one of the “wrong’ sides of
the rectangular plan, and resting di-
rectly on the ground.

As can be seen in the sections

(below), the geometry of Venturi’s roof

]
- f“
_T_"_-I'i.tl E"‘:. i--j
RE=—=RR fj

=

iI;J
[ |
|r i
L =
__.,\.'I;...... H"\-\.\_.
! s
A | 1
. — | I':
R I:I. I I |I |
: ‘E,‘;Ti‘;:-ﬂfgrf_vul'i'.'"{_ﬂ

189




Analysing Architecture

e A A W G T I e m
|

| : |
1 |
| f |
— — - -— .J — — ] e __J - g [ ) i — o mP | S
| | |
| [
r _______ ——
e "".J_ _— S e —_ r-.-- - ——— s
' ! : |
| ; [ : _!
e |
! | -
| I " ' _
)i ; r 5 |
T e T T T e T T e ]

is complex: there are slopes in three dif-
ferent directions; it doesn’t always
reach the walls that ‘should be’ its sup-
port. (This happens over the entrance,
and at the ‘ingrown’ balcony outside
the upstairs bedroom, and reinforces
the sense that these very two-dimen-
sional walls are ‘masks’, screening
rather than expressing the inside —an-
other counter to the Modernist sugges-
tion that barriers between inside and
outside should be broken down.)

Venturi's contradiction of ortho-
doxy informs his plan too.

In his own explanation of the
house in Complexity and Contradiction
in Architecture, Venturi describes his
plan as deriving from, but a distortion

of, ‘Palladian rigidity and symmetry’.
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As Rudolf Wittkower has shown in
Architectural Principles in the Age of
Humanism, Palladio’s villa plans,
whether square or rectangular, were
generally arranged according to a di-
vision into three in both directions; they
were given a dominant central space,
surrounded by subsidiary rooms. (Bot-
tom left, for example, is Palladio’s Villa
Foscari.)

If Venturi’s design had followed
these Palladian arrangements, it might

have turmed out something like this:

If he had adhered to Palladian
principles, the plan of Venturis
house might have been like this.
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with a large room in the middle, and
secondary rooms arranged symmetri-

cally at the sides. There might have
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The fireplace and the stair compete
for space with the entrance...

L o P R e i s

. and partition walls distort

different-sized spaces.
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been a portico protrudhng at the front,
Windows would, as f
have been arranged symmetrically
within rooms.  The staircase and fire-
place might have oceupied equivalent
positions in the two halves of the plan,

venturi broke this Palladian dis-
cipline in various ways, establishing
and then destroying symmelry; creat-

ing then denying axes.
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The contradictory *move’ that he
appears to make first (above), is 1o
bring the stair and the fireplace to-
gether, and to position them centrally
s0 that they block the axis of entrance.
In the Palladian plan that axis would
be open, as a line of passage leading
into the main ¢entral space (and maybe
also as a line of sight out into the sur-
roundings). Venturi, having set up the
axis, denies it with solid.
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ar as possible,

F'he Vanna

Venturi House

This *move’ does other things
o, Itereates o porch, but one that re-
cedes into the building rather than o=
jeeting out from it.

Italso gives Venturi another op-
portunity for complexity by setting up
asituation in which entrance, stair and
fire all vie 1o occupy the same part of
the plan. The orthodox form of each is
changed in some way in response to
this (contrived) ‘competition’ for
space: the fireplace is moved ofT axis
(o allow room for the stair; the stair is
narrowed half-way up conceding to the
chimney stack; and Venturi makes the
entrance doorway, which itself has
been usurped from its axial position,
‘push’ the adjacent wall to an angle that
nudges into the stair.

The angle of this wall seems
intended to acknowledge the line of
passage into the house, now made di-
agonal, mitigating slightly the block-
ing effect of the stair and fireplace. The
line of passage is further managed by
the quadrant curve of the closet wall,
tuming an axial Palladian line of en-
try, into a chicane.

Elsewhere in the plan (left) par-
titton walls are positioned both to ac-
cord with and to distort Palladian
orthogonality. The wall between the
living room and the bedroom (to the
left on the plan) is at a right angle to
the parallel walls, whereas the walls
which run across the plan, which help
delineate the small bedroom, the bath-
room, entrance, and kitchen, are af-
flicted by a spatial warp, seemingly
caused by the position of the stair and
fireplace.

191




—

&

Analvsing Architecture

- g S P
R, 5 il e e
E-‘zrr'i'ﬁf&.fﬂ:ﬂ S s

E
v
W TR e

e —E‘{#ﬂ'ﬂl‘
|
\
\
/
T
R

2 e B
== 3 }
| 4 i
i H =
e [ i W .

Finally, the positioning and na-
ture of the window and door openings
presents Venturi with more nppuﬂllni-
ties for architectural contradiction.

A Modemist use of the parallel
wall strategy would probably make a
clear differentiation between the char-
acters of the ‘ends” and the ‘sides’. In

Craig Ellwood’s design for example,
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(below) the end of each apartment 15
fully glazed, and there are no openings
in the side walls. In the Maisons Jaoul
(bottom) by Le Corbusier openings in
the side walls are clearly such, while
the end walls are screens.

Venturi refuses such clanty,
putting a mix of types of opening in

each elevation of the house.
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Venturi breaks a classical rule of
architecture by positioning a window
so that its edge, rather than its
centre-line, aligns with the axis of the
house, Another window has the end
of a partition wall intruding into it

In these apartments designed by
Craig Ellwood fabove). and in the
Muaisons Jaoul by Le Corbusier (one
of which is shown below) the nature
of the interface between inside and
ouiside is verv different at the ends of
their parallel-wall plans from the
sicdes. The ends tend to be glass
walls, and the sides walls with

windows in them. Venrur
contraxt, puxes the iwo npes of Wi
on all four faces of us mother X
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Reference for The Woodland Chapel:

Caroline Constant — The Woodland
Cemetery: (owards a spiritual

fﬂﬂi‘-‘f ’ 1994.

CASE STUDY FIVE

The Woodland Chapel stands in
the extensive grounds of the Wood-
land Crematorium, on the outskirts of
Stockholm. Designed by Erik Gunnar
Asplund, just after the First World

War, it was intended for the funerals
of children.

At first sight the chapel appears
simple and without pretensions to
being anything more than a rudimen-
tary hut in the woods. But Asplund
managed to imbue this unassuming,
clemental building with a remarkable
range of apt poctic ideas. The underly-
ing subject of the ‘poem” is, of course,

death.

Conditions

Asplund designed the Woodland
Chapel at a time before Modermism had
heecome the dominant movement in

Swedish architecture. The prevailing

= THE WOODLAND CHAPEL

interest was in the Power of traditional
forms and methods of building - a
movement which has been called
“National Romanticism’.

The chapel is reached through the

grounds of the Woodland Cremato-
rium.

Around the main crematorium —
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a later building also by Asplund - the
landscape is open, undulating, and with
a ‘big’ sky. By contrast, the Woodland
Chapel is hidden away, in a dark wood

of pine trees,

Identification of place

Asplund’s task was o identity a
place for funeral services; where fam-
ily and friends could come together o

maourn.

Rasic elements
Basic elements are used n clear

and straightforward ways. I'here are
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defined areas of ground, columns,
walls. and a roof. There is a pathway
leading to the building, a platform on
which the coffin is placed, and another
used as the lectern. The floor, walls
and roof form a simple cell, in which
there is a doorway on the line of the
approach, and a small domestic win-
dow in one corner. The floor around
the perimeter of the inside of the chapel
is raised by two steps, suggesting that

the main place is a shallow pit.

Modifving elements

The chapel stands in the dappled
light of the wood. There is the faint
smell of pine. Walking towards the
building, one’s footsteps are muifled
by the carpet of pine needles, except
on the stone paving which defines the
area of the chapel floor, inside and un-
der the porch.

Inside, the main place is litby a
roof-light at the highest part of its
domed ceiling. Sounds are reflected

by the hard surfaces.

Elements doing more than one thing
As one approaches, the roof ap-
pears as a pyramid, and acts as a
marker. The porch columns support the
roof, but also channel the route into the
building. The returns of the walls
alongside the entrance help to create
small subsidiary places off the main
chapel space, but they also make the
cell walls appear much thicker than
they are, increasing its cave-like qual-
ity. Thisetfectis reinforced by the deep
reveals of the small window, and the

niche in which the lectern stands. The

104

internal columns appear to support the
dome above. but also define the main

place.

Using things that are there

Asplund uses the woods to give
the chapel a particular setting. The
pathway to the building, which begins
at a gateway some distance from it,
strikes a straight line through the
irregularly spaced trees. The porch
columns are themselves like trees,
though regularly positioned, bringing
something of the character of the sur-

rounding woods in under the roof.

Primitive place tvpes
The niche in which the lectern

stands 1s not a hearth, but like one.




(Externally there is a chimney stack in

the same position, but this leads from

the basement.) The lectern itselfis like
an altar. The catafalque, on which the
coffin rests, is both a bed and an altar.
It is also the focus of the performance
place — like a clearing in the woods —
defined by the shallow pit, surround-
ing columns and domed ceiling.

Architecture as making frames

The building is a temporary
frame for the body of a dead child, and
for the ceremony associated with its
funeral.

Inits outer form the chapel is like
a house, framed by the surrounding
woods. The porch frames the gather-
ing mourners, who mingle with the
columns (which have a presence like
ancestors come to the funeral).

Under the roof there is also the
cell which separates the special place
of the ceremony from everywhere else,
and inside that there 1s the pit and the
ring of columns like a primitive henge.
This circle, lit from the sky above,

B
I

f

The Woodland Chapel

frames the Catafalque, which frames the
coffin, which is itself a frame for the
body. The lectern is framed in its own
niche. The henge, catafalque, lectemn,
coffin, and the moumners are all framed,
pictorially, by the entrance doorway,

but architecturally by the womb-like
interior,

Temples and cottages

The chapel is a ‘temple’ in ‘cot-
tage’ clothing; the unquestionable
authority of death is cloaked in the
appearance of domestic simplicity.
The building, though not raised on a
platform, is formal and symmetrical.
[t has no pragmatic irregularity, though
Its materials are simple and natural.
Its scale is small; it is a building for
human beings.

Geomelry
Asplund employs many of the
various kinds of architectural geometry.
The circle of columns — again like

ancestors standing around the shallow

pit — define, literally, the circle of pres-
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ence of the catafalque and coffin; it1s
within the social geometry of this cir-
cle that the mourners sit.

The line of passage and the line
of sight from the entrance gateway co-
incide. Inexperience and sy mbolically
the building — the pyramid — terminates
this axis. It establishes two of the SIX
directions inherent in the chapel -
stretching from the symbolic hearth to
the western horizon and the setting sun.

The circle of eight columns set
up the cross axis — the other two hori-
zontal directions blocked by the side
walls — and thus establish a centre.
Below is the basement; and above 1s
light coming through the *sky’ of the
dome, (the ideal geometry of which dis-
rupts the geometry of making of the
roof) . Through the centre is the verli-
cal axis — the axis mundi (axis of the
earth).

The catafalque is positioned, not
at the centre of the circle on the axis
muneli, but between the symbolic
hearth and that vertical axis — sus-
pended for the duration of the cer-

emony between home and cternity.
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modifying elements of architecture
25, 97, 166, 170, 176, 194

Modulor, The (Le Corbusier) 107

Mohrmann house (Scharoun) 135

Moore, Charles 64, 81, 123

mortuary temple 66

mosque 79

Mount Dikt 43

mountain cottage (Ruskin) 85

Muezzin 79

Mutthesius, Hermann 184

Muuratsalo summer house (Aalto)
160

Mycenae 37

Nash, John 48

National Archive in Pans (Fiszer)
155

National Romanticism 193

Nationalgalerie (Berlin; Mies van der
Rohe) 95

nature 86

nave 67

Nazis 91

MNefertiti, bust of 78

Niemeyer, Oscar 160

non-place 39

Norwegian timber houses 58, 117

Notre Dame at Le Raincy (Perret)
133

Notre-Dame du Haut (Le Corbusier)
26

operating table 69, 70
prganic 41

orkestra 71, 72
outdoor room 61
Ozenfant, Amedee 125

Palladio, Andrea 122, 126, 131,
172, 190

panopticon 87

Pantheon (Rome) 113

parallel walls 55, 139, 140, 142,
143, 144, 147, 163, 174, 189

Paris Opéra (Garnier) 161

Parker, Barry and Raymond Unwin
60, 114

Parthenon 35, 45, 88, 102

past, the 86, 89

Pattern Language, A (Alexander)
174

path 21, 22, 33, 37, 38, 41, 48,
54, 176

patio (Cordoba) 30

Pavillon Suisse (Le Corbusier)
145, 146

people 87

Pepi 11, pyramid complex of 121

performance place 45, 53, 54, 71,
72, 73, 103, 114, 131, 165, 195

Perret, Auguste 67, 133

perspective 140, 141

Pevsner, Nikolaus 164

Philharmonie (Scharoun) 72, 73

piana 70

piano nobile 150, 153, 182

picture 75

pit 20, 54, 176, 194

placeless 164
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19520522, 38,47 53,55,
62, 64, 72, 87, 94, 113, 136,
149, 160, 169, 175, 194
Platzleuchte 177
poetry in architecture 85, 89,
91, 193
political conditions 17, 166
porch 63, 78, 79, 82, 145, 158
174, 191, 194

porte corchere 159

powers of architecture 85

Powis Castle 62

Prairiec House (Greene) 118

Priene 66

primitive place types 33, 166,
171, 178, 194

prison 87

private 159

propaganda 91

propylon 45, 140, 157, 158

proscenium arch 54, 72, 161

public 159

pulpit 165

pyramid 43, 66, 104, 121, 157,
194, 196

pyramid of Chephren 66

pyramid of Meidum 66

rain 20

ramp 21

recognition 43

recognition and creation 37

remember 43

Rheims cathedral 133

Rhodia, grave stele of 75

Rietveld, Gerrit 97

Rogers, Richard 96, 145

Romanesque basilica 141

Ronchamp, chapel (Le Corbusier) 26

roof 20, 21, 22, 28, 38, 41, 62,
130, 133, 139, 149, 175, 194

rooflight 29

route 142, 157, 194

Royal Festival Hall (Martin) 38

Rudofsky, Bernard 87

ruin 48

Ruskin, John 83, 86

Ruskin Library (MacCormac) 147

Russian Dolls 80, 124, 171

S. Maria del Mar, Barcelona 67
S. Maria Novella (Alberti) 120
Salisbury Cathedral 78, 11%
Stiynitsalo Town Hall (Aalto) 90
scale 34, 87, 88, 90, 106,
107, 195
Scarpa, Carlo 49, 103
Scharoun, Hans 73, 95,
175, 183, 184
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selective design 97

Semper, Gottfried 35

sentry box 109

serial experience 158

service station 53

shade 28, 30, 40, 43, 46

Shaw, Richard Norman 183

shelf 20

shop houses of Malaysia 38

Simeon the Stylite 44

Simonis, Giovanm 151

Sipari, Osmo 143

Siren, 1.S. 115
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174

sitting steps 71
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139, 163, 166, 172, 180

S1Z¢ of pecople 86

sky 20, 25, 26, 27, 28, 29, 109,
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smell 33, 79, 194

Soane, John 152

social circle 172

social geometry 113, 117, 129,
166, 172, 196

songlines 44

sound 31, 194

Space and structure 129, 172, 180

Spengler, Oswald 165

sphere of light 100

spire 67, 68

square 120, 121, 123, 124, 125
126, 149, 160, 173 :

St Jerome in his Study 76

St Mark’s, Venice 32

St Peter’s, Rome 67

St Paul’s, London 113

stage 19, 26, 72, 79, 161

stair 21

standing stone 66, 100, 10]

static place 181, 157

step 20

Stockholm City Library (Asplund)
154

Stonehenge 66, 102

Stoneywell Cottage (Gimson)
46, 151

stratification 149

street 39, 41, 54

structure 118, 129, 130, 132,
133, 134, 163, 166, 180
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and Siren) 142, 171, 174

Students’ Union at Stockholm
University (Erskine) 46

submission, attitude of 90

sun 20, 90

suspension rod 21

symbiosis 90

table 20, 56, 79

Teatro Olimpico (Palladio) 131

technology 165, 166

teepee 57, 119

telesierion at Eleusis 131

television 72, 76, 81, 165, 166

temenos 102

temperature 29
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tradition 86, 87

traditional architecture 15

transition 39, 157, 159, 160, 161

transition, hierarchy, heart 157, 174
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Troy, houses 140

Tugendhat House (Mies van der
Rohe) 137

Unités d’Habitation (Le Corbusier)
152

universal space 165

using thing that are there 43, 171,
178, 194

Utopia 86

valley 73

van Eyck, Aldo 147

Vanna Venturi House (Venturi) 187

ventilation 30

Venturi, Robert 153, 187

verandah 63

Viipuri Library (Aalto) 154

Villa Flora (Aalto) 39

Villa Foscari (Palladio) 190

Villa Mairea (Aalto) 23

Villa Rotonda (Palladio) 122,
124, 172

Villa Savove (Le Corbusier) 35;
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‘Analysing Architecture should become an ess_ential part of all
architectural education and an informative guide to the powerful
analytical tool of architectural drawing.’

Howard Hay Lawrence, FPennsylvama State Universily

Analysing Architecture offers a unique 'notebook’ of
,'1!'a'."'l|1-&c?IL1r;1| strategles to present an engaging introduction
10 elements and concepts in architectural Qesign
Beautifully illustrated throughout with the author'’s original
drawings, examples are drawn from across architectural
nistory (from primitive places to late twentieth-century
slructures) to illustrate analytical themes and to show how
drawing can be used to study architecture

simon Unwin clearly identifies the Key elements of
arcnitecture and conceptual themes apparent in puldings
He describes ideas for use in the active process of design
Breaking down the grammar of architecture into themes
and moves, Unwin exposes its underlying patterns to
reveal the organisational strategies that lie beneath the
superficial appearances of buildings

Exploring buildings as results of the Interaction of people

with the world around them Analysing Architecture offers a

definition of architecture as ‘identification of place’ and

provides a greater understanding of architecture as a

creative discipline. This book presents a powerful impetus r

for readers to develop their own capacities for architectural
design
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