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Europe: Architecture of

‘All my life I have been waiting for the revival of architecture. I do
not think it will happen, but if the right idea could be put out at the
How wonderful it would be. The

The modern movement is dead. The Esprit Nouveau has
become tainted with the failure of its goals. The heroic
attempt to celebrate technology has had its Dunkirk in the
Centre Pompidou. The disastrous British New Towns are a
memorial to its planning ideals, epitomised by Le
Corbusier's Plan Voisin.

This apparent failure can be related to the Modern
Movement’s negation of history and subsequent loss of
place or genius loci The modem axiom that architecture
may be reduced to a translation of practical, social and
economical conditions into form, lacks an important
element — meaning in architecture.

In the wake of the Modern Movement's Blitzkrieg through
Europe, a counter revolution among the young began to
question its hermetic ideals, heroic pluralism and
perpetuation of the capitalist system. A renaissance of
architectural throught generated a plethora of manifestos,
exhibitions, books and articles that spread throughout
Europe like the plague. The theories of Aldo Rossi, O.M.
Ungers, Leon Krier and Manfredo Tafuri appear to be the
most radical and vital, motivated by the common demand
for meaning, historical-intelligence and politico-cultural
content.

by Bruce Stafford of Ferreira da Silva and Stafford Architects

A 2. Aldo Rossi, Floating Temple, Venice
< 1. Laugier, The Primitive Hut

v ?.9 de Chiroco, The Joys and Enigmas of a Strange Hour
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In his book: “Architecture and the City” ‘Aldo Rossi
postulates an architecture based on typological rationalism.
The writings of Neo-Classicist Abbé Laugier form the
structure of his argument. Laugier proposed an
architectural model derived from nature, a rusticated hut
formed from the assembly of parts of trees. The trunks
form the four comner columns, the branches form trusses
necessary COver, g the
can be reduced
fundamentals or architypes (Fig 1).

Rossi’s rationalism protests against the liberal diversity of
Post Modernism and advocates the return to simple typic
forms which may be understood by everybody. The
Architect’s task is to analyse the range of building types
which have been developed through history and to abstract
from them the essence of each type’ This process is initiat:
with absolutes or self evident truths of geometric form —
the platonic cube, sphere, cone and cylinder.

These are added as independent pieces to form the
simplest pure composition. Inflections or interaction
between elements are carefully avoided thereby achieving a
timeless essence devoid of any semiotic or iconographic
connotations (Fig 2).

Rossi’s technique is heavily influenced by the paintings of
Surrealist Giorgio de Chirico — the last painter of the Italian
city before it became invaded and polluted by industrial
noise and machines. His work captures the hauntingly
evocative Italian historical and vermacular architecture (Fig
3). As with Rossi the buildings have melancholic naivety
drenched in time and memory. The formal language of
functional mannerism is deliberately mixed with architypal
memories in such a way as to neutralise signification itself
in a defiant gesture against bourgeois imperalism (Fig 4).
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A more radical marxist stance is taken by Manfredo Tafuri
who argues that architecture is a powerful cultural medium
capable of political expression. Successive works produced
within the capitalist framework preserve and perpetuate
that framework against the pressures of experience
produced by the dynamic operation of economic and social
realities. This has been done by the projection of beliefs
and assumptions without which capitalist life could not
continue.

Seen in one way this ideology is a deliberate mask for the

beliefs in the rightness of the world. By treating works of
architecture in this manner Tafuri elevates them to a
position in no way less important than all other products of
intellectual thought. The result is to establish the right of
architecture to be taken as an integral part of culture and
to dispell any disparagement of it as mere technology or
utility.

Tafuri sees the Post-Modern Movement in America as a

is
a thinly veiled attempt to lift commercial imperialism onto
a badly needed cultural pedestal
Sharing this standpoint, Leon Krier calls for the return to
the ‘Art’ of Architecture, where the division of labour and
specialis will by to ship —
the very for As ssi,
theories are influenced by writers such as Quatremere De
Quincy and Quinlan Terry who propagated the re-
instatement of the essential elements in architecture (the
column, pediment and triangular roof truss) by a process of
rationalisation within a contextural framework (Fig 5).

Kirier sets out to mix history into the present to form a new
urban synthesis. He proposes a model for action based on
three principles: the actual physical form of the city should
be built up from a basic urban block no bigger than that
necessary to house about a dozen families; there should be
an end to zoning and in its place quartiers — cities within
the city — each containing all the functions normal to the
urban life of the city as a whole; that the various buildings
that constitute the city — civic commercial, industrial,
residential, etc., should be understood as types and
recognised as such. In a series of proposals for various
European cities Krier applies these as well as typological
and morphological principles in lucid seductive impressions
using rich collages of primary Utopian Architypes (Fig 6).
It can be argued that the theories of Rossi, Tafuri and
Kirier are radical in content and dangerous in reality. Their
stance opens them to obvious criticism, for example Rossi’s
rationalism does not allow for human dimension, Tafuri is
unclear on how he proposes to eliminate ideology from
architecture and the practicality of returning to a pre-
industrial age, as proposed by Krier, is somewhat
questionable.

The value of their work does not lie in its literal
interpretation but rather in the impact of alternative
attitudes and processes by which the introduction of
cultural and political intervention questions accepted
architectural norms.
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In America, in an age of silicone chip, bionic high —
technology, it would seem strange that new buildings are
appearing that have classical columns, broken pediments,
heavy masonry walls and lots of colour. In order to get
behind what apparently seems to be a style of pastiche and
appliqué, one must examine the philosophies, ideas and
buildings of the leading Post-Modern Architects. In order
to put them in context one must start with modemism and
trace the development through to the state of the art as it
exists in America today.

With the arrival in the late thirties of the Bauhaus masters
of the modern movement like Mies, Gropius, and Breuer,
American architecture experienced a kind of cultural neo —
colonialism resulting in what became known as the
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In the fifties two Architects began to produce work that
created the first cracks in the monolithic facade of
modernism, Eero Saarinen and Louis Kahn. Saarinen’s
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In 1966 Robert Venturi, a desciple of Kahn's, published

followed in which Venturi and Scott Brown raised the

ordinary, neon — bedazzled main street strip, to the level of
an appropriate cultural manifestation, correct in scale to the
passing automobile, and suitably coded to convey meaning

to Mr. Average American.

Complexity and Contradiction was immediately taken up by
architects like Robert Stern and Charles Moore, both Post-
Modem pathfinders, as their torch. ““Signs”, “codes”,
“ironic references” and “meaning” were some of the key
words and references that suddenly began appearing in
architectural dialogue. All are derived from the structural
linguistics, the study of how language conveys meaning, a
development that was applied to architectural appreciation.
How and why do we relate to particular buildings?
Semiotics as it was called, became the science of the
seventies and suddenly buildings had to have meaning, had
to relate at a human level, ideas that for 40 years had been
expurgated from architectural theory.

Michael Graves, like Venturi, a ‘Prix de Rome’
scholarship winner, spent 2 years studying in Rome
leaming about architecture from the living examples of the
Roman & Renaissance masters. In 1972 the publication of
the “New York Five” brought Graves’ work into the
international spotlight. His early work retumed to the roots
of Modernism, De Stijl, Cubism, and early Corbusian
forms. However these elements were used iconographically
in a rich Baroque manner, further heightened by use of
colour. Graves’ recent work has shifted its frame of
reference’ to the classical vocabulary and thus his buildings
are built up in layers of historical allusions. Graves
describes his work as “allegorical” with nods to the Italian
Renaissance along with subtle references to his Modernist

ct an Post-

ne of in the
Steven Spielberg and George Lucas mould, who display
their virtuosity by “tipping their hats” to the greats of
recent film history. The meaning behind the metaphor is
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A more radical marxist stance is taken by Manfredo Tafuri
who argues that architecture is a powerful cultural medium
capable of political expression. Successive works produced
within the capitalist framework preserve and perpetuate
that framework against the pressures of experience
produced by the dynamic operation of economic and social
realities. This has been done by the projection of beliefs
and assumptions without which capitalist life could not
continue.

Seen in one way this ideology is a deliberate mask for the
exercise of power, and in another way it is a set of illusions
by which the rulers and ruled alike hope to maintain their
beliefs in the rightness of the world. By treating works of
architecture in this manner Tafuri elevates them to a
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of
architecture to be taken as an integral part of culture and
to dispell any disparagement of it as mere technology or
utility.
Tafuri sees the Post-Modern Movement in America as a
prime example of the perpetuation of capitalist ideology.
The architecture of inclusion, semiotics and iconography is
a thinly veiled attempt to lift commercial imperialism onto
a badly needed cultural pedestal

Sharing this standpoint, Leon Krier calls for the return to
the ‘Art’ of Architecture, where the division of labour and
specialisation will be replaced by a return to craftmanship —
the very basis for any culture. As with Rossi, Krier's
theories are influenced by writers such as Quatremere De
Quincy and Quinlan Terry who propagated the re-
instatement of the essential elements in architecture (the
column, pediment and triangular roof truss) by a process of
rationalisation within a contextural framework (Fig 5).

A 5. Quinlan Terry, The Rustic Hut

v 7. Leon Krier, Bird’s eye view of the new social centre in St Peter's
Square.

Krier sets out to mix history into the present to form a new
urban synthesis. He proposes a model for action based on
three principles: the actual physical form of the city should
be built up from a basic urban block no bigger than that
necessary to house about a dozen families; there should be
an end to zoning and in its place quartiers — cities within
the city — each containing all the functions normal to the
urban life of the city as a whole; that the various buildings
that constitute the city — civic commercial, industrial,
residential, etc., should be understood as types and
recognised as such. In a series of proposals for various
European cities Krier applies these as well as typological
and morphological principles in lucid seductive impressions
using rich collages of primary Utopian Architypes (Fig 6).
It can be argued that the theories of Rossi, Tafuri and
Krier are radical in content and dangerous in reality. Their
stance opens them to obvious criticism, for example Rossi’s
rationalism does not allow for human dimension, Tafuri is
unclear on how he proposes to eliminate ideology from
architecture and the practicality of returning to a pre-
industrial age, as proposed by Krier, is somewhat
questionable.

The value of their work does not lie in its literal
interpretation but rather in the impact of alternative
attitudes and processes by which the introduction of
cultural and political intervention questions accepted
architectural norms.
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A Robert Stern, Residence at East Hampton, 1980.
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In America, in an age of silicone chip, bionic high —
technology, it would seem strange that new buildings are
appearing that have classical columns, broken pediments,
heavy masonry walls and lots of colour. In order to get
behind what apparently seems to be a style of pastiche and
appliqué, one must examine the philosophies, ideas and
buildings of the leading Post-Modern Architects. In order
to put them in context one must start with modemism and
trace the development through to the state of the art as it
exists in America today.
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to Mr. Average American.

Complexity and Contradiction was immediately taken up by
architects like Robert Stern and Charles Moore, both Post-
Modern pathfinders, as their torch. “Signs”, “codes”,
“ironic references” and “meaning” were some of the key
words and references that suddenly began appearing in
architectural dialogue. All are derived from the structural
linguistics, the study of how language conveys meaning, a
development that was applied to architectural appreciation.
How and why do we relate to particular buildings?
Semiotics as it was called, became the science of the
seventies and suddenly buildings had to have meaning, had
to relate at a human level, ideas that for 40 years had been
expurgated from architectural theory.

Michael Graves, like Venturi, a ‘Prix de Rome’
scholarship winner, spent 2 years studying in Rome
learning about architecture from the living examples of the
Roman & Renaissance masters. In 1972 the publication of
the “New York Five” brought Graves’ work into the
international spotlight. His early work returned to the roots
of Modernism, De Stijl, Cubism, and early Corbusian
forms. However these elements were used iconographically
in a rich Baroque manner, further heightened by use of
colour. Graves’ recent work has shifted its frame of
reference’ to the classical vocabulary and thus his buildings
are built up in layers of historical allusions. Graves
describes his work as “allegorical” with nods to the Italian
Renaissance along with subtle references to his Modernist
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A v Robert Stern, Lang House, Connecticut 1974.

not always obvious, however each apparent whimsy is
carefully thought out, the results being inventive and
rigorously informed.

Robert Stern has pursued the stylistic aspect of Post-
Modernism to perhaps the greatest degree. He defines
three attitudes that are beginning to form the paradigms of

7, should

S ¢ a kind
of romantic use of historical icons and forms for semantic
reasons; and “Ornamentalism”, the satisfaction of man’s
desire for elaboration in order to give human scale to the
building/object. Stern’s domestic work exemplifies these
stylistic elements. His use of the Shingle Style, with large
bay windows, pitched roofs, verandahs and decorated
fireplaces, evoke the American ideal of the cosy, homely
house and yet are planned in a manner appropriate to
today’s lifestyle. Stern’s choice of the classical language of
architecture for his public buildings is an attempt to import
a quality that is both rational as well as humanistic. For
example classical columns with their easily recognisable
human proportions of foot, body and head, create a sense
of scale. Post-Modern-Classicism differs from Graeco —
Roman classicism in that it is used in a representational
way, in a hybrid manner in response to contemporary
society which is pluralistic and dynamic, unlike the ordered
balance of man and his environment that was Platonic
Classical Society.

Charles Moore is the kind of intellectual who chooses
emotional values over academic ones. His search is for
universal pleasures inherent in architecture: “the way we
feel about buildings, how light animates them and the
breezes flow through them, and how they engage our
bodies and give us a sense of where we are and cause our

A Vv Charles Moore. Piazza d'ltalia, 1978/1979
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spirits to soar”. Moore, rightly, gets beyond the semantic
treatment of the facade and puts it into the total
experience of the building.

In recent years the American born architect Charles Jencks
has become the most prolific documentor of the Post-
Modern phenomenon. Jencks, with his mania for
categorising developments at an early stage, has brought
architectural journalism up to the level of the “New
Journalism”, and architects are finding themselves
increasingly self-conscious of current and future directions
of philosophy, especially with no rigid dogma to influence
design. high, a
“Radic new
kind of superficial play with forms, the striving for meaning
becoming lost as the sign itself becomes the content.
However this as yet unnamed era that we are moving into
all the day
s” and
jokes” is a developing body of architectural thought that
contains the signposts for present day architects to leave
their mark on history.

Tlustration Acknowledgements:
Europe:  Architectural Design, Vol 49, No.'s 3,4,8,9.
America:

Architectural Design, Vol 47, No. 4, 5/6-1980.
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The following events have been planned tor the tirst
quarter of 1983:

Monday, 7 March, 515 p.m. in SH.2, University of Natal:
Helmut Jahn on 362 Smith Street

oo

News:
ISAA Congress 1983: Southern Africa Architecture:

Town Festival events.
Foreign speakers who have accepted invitations include
RIBA Gold Medallist, Sir Philip Dowson; Amos Rapoport
of “House Form and Culture” fame; Joseph Rykwert, an
historian based in London; and Julian Beinart of the USA,
a former head of the Department of Urban and Regional
Planning at UCT.
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Public Relations
Requests from a daily newspaper for ideas on

architect’s role therein.
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Nominations and/or ideas for further themes shouid be
made by Friday, 31 March.

Changes:

ractice.

r G.M. Khan has opened a practice under the style of "G.M. Khan
Architect’.
Mr. JAK Hope and M have formed be
known as “Hope Clark " at Suite 503 rand

Road, Durban.
Mr RS. Granville is in charge of the Ladysmith office of Myles, Porter, Pugh
and Seinlis.

LR. Pietersen to 16 Kildare, 81 Botanic Gardens Road, Durban.

d, Durban.
Durban.
PC.van B ch- TPl to NP, /o Campbell, Bemstein and Iriving,
P.O. Box 3 port i
Ch
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New Members
nany), 16 R Avenue, Durban. .
ry (ordinany, 6 Paulynn Place, 13 South Ridge Road,

AR Murma Road, Glenwood, Durban.
P.R. Moss , Durban.
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Deceased

Mr W. Lyon on 23.1082.
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