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Intraduction

BEYOND 89 DEGREES
Aaron Betsky

The film, on the ane hand, extends cur comprehension of the necessities which rule our lives; on the ather hand, it
manages to assure us of an immense and unexpected field of action. Qur taverns and our metropolitan streets, our
affices and furnished rooms, our raifroad stations and aur factories appeared 1o have us locked up hopelessly. Then
came the film and burst this prison-warld asunder by the dynamite of the tenth of a second, so that now, in the
miidst of its far-flung ruins and debris, we calmly and adventurously ge travelling. With the case-up, space expands;
with slow motion, movement is extentded. The enlargement of a snapshot does not simply render mare precise
what in any case was visible, though unclear: it reveals entirely new structural formations of the subject. 5o, too,

sleww motion not only presents familiar qualities of movement but reveals in them entirely unknawn ones “which, far

from looking like retarded rapid movements, give the effect of singularty gliding, floating, supernatural motions’,

Evitlently a different nature apens itself to the camera than opens 1o the naked eye - if anly because

an unconsciously penetrated space is substituted for a space consciously explored by men.”

The Explosion of a Tenth of a Second

Zaha Hadid is a great cinematographer. She sees like a camera She perceives
the city in slow maotion, in pans, swoops and close-ups, in jump-cuts and nar-
rative rhythms, As she draws the world around her, she draws out its uncon-
scious spaces. She finds what s latent in the constructions of our modem
world and storyboards them into utopias. She boldly explores, she slows
down and accelerates the rhythms of everyday life, and she subjects her emi-
ronment to the surgical exposition of architecture as a form of representation
She builds the explosion of a tenth of a secand.

This does not mean that she is not an architect, Zaha Hadid aims 1o build,
and her images are part of the process that moves towards construction. She
does not, however, propose inserting an autonomous object into a blank site.
instead, her buildings are intensifications that lead to extensions. She com-
presses all the energies that cause the building to appear, from its programme
to its technological infrastructure. Her buildings are free to reach out from
this density to create spaces that are free of encumbrances. \Where there was
once (the potential for) private activity, walls and pipes, there are now shards
and planes that slice through the landscape to open up a space we did not
know could exist.

Hadid has canstructed her career in architecture in a similar manner. She
has felded the memories of a youth spent on woven carpets into a training at
London's Architectural Association. She has used the forms of early twenti-
eth-century artists as the building blocks out of which she has erected her
palaces of abstracted memories. She has drawn the energies of the city and
the heavy contours of the landscape around her Iike a cloak, and then used
that force as the starting point for explorations into an unknown territory
towards which her angular forms paint.

6

One might say that Zaha Hadid is a modemist, designing lofts tied 1o tech-
nological cores as a celebration of the new.’ Hadid has no truck with typelo-
gies, applied orders, implied assumptions or gravity: she believes that we
could and should build a better world, one marked by freedom, above all
else. We would be liberated from the past, from the constraints of sodial con-
vention, from physical laws, and free of our bodies. Architecture, for mod-
ernists such as Hadid, is the abways fragmentary construction of such a world,

The Three Modes of Medernism
Traditionally, there are three aspects to such medernism, First, its adherents
believe in new structures. By hamessing technalogy, a good modemnist pasits,
we can use our resources (including ourselves) maore efficiently to create the
maximum amount of surplus, whether of space or of value. This “too much’ is
that which is the heraic reality of the ahways new, the future, the utopian. itis
that which has no shape and comes about by reducing form to its minimum.
second, the modernist believes in new ways of seeing, Perhaps the world is
already new, but we just don't recognize it as such. We see only what we
have been trained to perceive. If anly we can look in fresh ways, we can
change the world by just that act. We need 0 open our eyes, our gars and
our minds to the realities of our existence. Then we will already be free. Third,
the modernist wishes to represent the reality of modernity. Fusing the first
two aspects, she or he transforms our new perceplions into representations
for the forms we have created. Such shapes are the prototypes for a reality in
which things have become rearranged and dissoived to the point that all but
the new disappears. By representing new things in new ways, we can build a
ey world and inhabit it if only with our eyes.

It is this third aspect that characterizes Zaha Hadid, She does not invent
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Bringing the Outside(r) in
Yet Hadid's work does not have anly the Western roots associated with
mademity. Bom in Irag, she speaks of her fascination with the Persian carpets

of her youth, the intricate patterns. that defeated comprehension and em-

bodied the collaborative efforts of hands transtorming reality into a sensuous

were available to the artists of the early twentieth

surface, simple spaces into lush ones. Mote, coincidently, that was also All ot these tradit
torial building blocks

women's work century, and their art provides clues to Hadid's p

In the narrative unfolding of Hadid's work, one can also draw a comparison Whether in Cubism, Expressionism or Suprematism, abstract fragments were

Modernism proposes that we con- assernbled into a narrative structure. These artists blew up their world

1o Chinese and Japanese scroll paintings

retion of everyday activities that continually change Duchamp's Nude Descending a Sfaircase is Hadid's grandmaothe

struct sense out of the acc

our reality, rather than fixing a particular order onto things. This is a method Hadid's most immediate parentage is that of the Architectural Association

of working that the painters of scrolls knew well. They slithered in and out of in London. Sk

studied there during a period when the school was at its peak

ks, focusing on small details, showing scenes several times from dif- as the world's centre of architectural experimentation. Building on the

ferent of Archigram, students and teachers such as Peter Cook, Rem Koolhaas,

sweeps of echoing |i Bernard Tschumi and Migel Coates transcribed the convulsions of the modern

ork. [:'.3-'1'-!; to be modemist al

transformed, back to the viewer waarld into the subject and




over again, they scught 1o capture the energy of all sur changing activities by
telling stories about them, and in so doing added a narrative viewpoint to the
attempt to give shape to modernity. Whether the works were anecdotal and
convoluted (Tschumi), a mythical collage (Koolhaas) or a manifesta (Caok),
ey all incorporated multiple perspectives, sweeping and expressive forms,
and 1echnolegical framewarks into images whose representation described
rather than defined,

Condensed Collages

it 15 in this context that Zaha Hadid's work took shape. Her first notable pro-
ject, her thesis design for a bridge over the Thames (Malevich's Tektonik,
1876-77; p. 16} is undoubtedly indebted to her association with Rem Kook
haas — she collaborated with the Office of Metropolitan Architecture for three
years — in the way in which it foregrounds a geometry reduced to its essence,
iterally evoking the Suprematist work of Malevich. Her painting of the bridge
ooks like the Malevich airplanes that could also be sculptures or homes, The
neutrality of the image s intentional, as she saw the building as a "social con-
denser’, 10 use a phrase then popular at the Architectural Association. The
bullding itself is a modernist loft that folds back on itself to bring different
programme elements {which she does not actually show) into close contact
with each other. What astounds us as viewers, however, are not the project’s
functional aspirations or its quotations of the past, but the image itself: it
holds the page and eye with a resolute statement of the new.

In several projects after her graduation, Hadid continued to develop her
rarrative stance more fully into a spatial language. The forms of 59 Eaton Place

1981-82; p. 19), an apartment design for her brother, directly evoke an its
comi that had exploded on the site. The drawing itself is an explosion, and the
elemeants it places on the page are fragments fraom this most modern release of
energy. In what was to become & central theme in Hadid's architecture, the
cojects condense and the dty's forms turn into furniture. These interior pieces
nen maove back out to take their place as Pop Art elements, a stage set for the
re-occupation of a modern city,

Hadid developed the 59 Eaton Place drawings further into her vision of
Hakin Place (1985; p. 28). In a rooftop view, the viewer soars above the eaves
of the city's rowhouses to have a Peter-Pan view of a city coming apart at the
seams, a perspective that lets Hadid's fragments of a modernist utopia re-
~habit their histoncal forms.

Hadid's proposal for the new residence for the Irish Prime Minister
1975-80, p. 18} introduced collage into her work. Representational elements
“hes, globes, bricks) populate a simple cube through which a long curving
szl tuts 10 open up the project’s narrative. Instead of teling us about the
srogramme or the site, Hadid evokes the cosmopolitan nature of the resi-
sence; rather than give us the plot, she sets the scene.

Her proposal for the Grand Buildings project in London's Trafalgar Square

285, p. 25) summarizes many of her achievements and shows her ability
= re-imagine the urban landscape. The painting is a diptych that depicts
= bulding from at least five perspectives. It also shows the city peeling

away from itself in both a right-side-up and a bottom-up view, creatng -

unsettling effect of not knowing what is the reflection and what is the &
ferred ground of the painting. By combining the cleverness of an Esc-
drawing with the aspirations of a Constructivist composition, Hadid o =~
nates the city.

Hadid has a programmatic rationale for this manner of representar
the Grand Buildings project was something that would put the act. @ =
and forms of Trafalgar Square into a dense composition that would free
layers of open spaces to allow the cty to breathe into the building wh & -
aggressive shapes moved out into the urban terrain. Opening up the o7y =
the seams, where the reality we experience and the fantasy of a rew pro s
tion or building meet, became a recurrent subject of her paintings In =
instance she accomplished this within the image itself, leaving Tratz o:
Square 1o its over-tounisted reality and her bullding in the utopian real~
unfulfilled fantasies.

The summation of these early works took two forms. The first was a pa
ing that presented all of her projects to that point, The World (89 Degre=
(1983; p. 24). In it Hadid imagines our global reality a5 a collection of re
designs as we might see them fram a helicopter or a missile shooting off
space, As the world tumns, its landscape heaves up into fragments of re
geametries. The real world becomes Hadidland, where gravity disapoes
perspective warps, lines converge, and there is no definition of scale or act
ty. This is not a specific scene of functions and forms, but a constellanor
possible compositions that together form a veritable landscaps 2 spac
shaped by human hands into an artificial depiction of the physical envic
ment in which we live.

The second summation made Hadid famaus. Her winning entey for
Hong Keng Peak competition (1983; p. 20) proved to thousands of archiec
and design students (including this author) that the technigues she had bes
developing were a new form of architecture. Situated at the highest oo~
of the colony, the project was itself a summation of the site as well a= o
all those programmes that jettisoned the mundane demands of exsta-ce
in favour of a purely hedonistic collection of farms. The building was =
facility that aimed to delight and discipline the body in a form that appeares
socially acceptable.

Hadid’s architecture embodied this programme and site in tubes 1r =
stacked up on top of each other like a pile of wooden beams or & constr. -
tion site. They extended the verticality of the site in cantilevers and sirat’ e
spaces. The interstices of the forms articulated the Peak's function as 2 soc =
club where activities intersected, while the beams’ movement seemed 1o car-
ture and solidify the trajectory of bodies in motion. It was a bulding &
brought human and mountain together to test each other. It did not o
‘erown the brow’; it pulled the very Peak apart so that we, like latter-oa,
Titans, could do battle with it.

Hadid laid out this vision In a set of very large paintings that seemea -
aspire 1o the scale of the Peak itself. Although the architect emphasizen ==
rational nature of her construction, the drawings pulled the parts and pece:



apart, exploding its site and its programme. In one painting Hadid showed
elements of the club becoming part of downtown Hong Kong, while the
metropotis’s skyscrapers below became abstract planes that rotated, flew off
and actually turned into the building blocks for the Peak. In these instances
Hadid put forward an architecture that represented the artificial landscape of
that or any metropolis as an assembly of abstract geometric farms, These
shards of the new pointed towards a more open, intense and unstable
arrangement of space

Setting Sail on a Sea of Gestures
In the following decade Hadid expanded these themes in buildings, designs
and proposals around the world, a number of which were in Germany, These
included her two largest built projects to date, the 184 Housing Block in Berlin
(1986; p. 38} and the Vitra Fire Station in Weil am Rhein (1990-94; p. 62)
While the farmer built the basic forms used in the Grand Buildings design, the
|atter ponted the direction to 3 new phase of her work

The projects for Berlin Victoria (1988; p. 49), Hamburg Haffenstrasse {1989;
p. 52) and Ddsseldorf (1989-93; p, BB} had in common what had by now
become Hadid’s signature prow shapes, loft-like spaces around eccentric
cores, public spaces brought into the building and shapes extending out into
the city, Over the years these forms took on an almaost stylistic cast, yet they
also changed character. They became lighter, more transparent and more |ay-
ered. To some degree this was the result of larger and in most cases more
conventional programmes. These office buildings and apartment blocks had
few hybrid elements, so it was perhaps difficult 1o develop a narrative repre-
sentation of them

One akso sensed a shift in focus, Where Hadid's earber buildings were col-
lages assembled out of disparate elements, her forms now seemed to evolve as
singular gestures, To Hadid this was the result of seeing her work as a form of

landscape, or shaping of the land. While the Berlin Victoria City Areal still fol-
lowed the recipe of intensification and extrusion Hadid had first proposed in the
Grand Buildings scheme, the large complexes in Ddsseldorf and Frankfurt read
like fragments of a modernist iceberg whose clefts leave the edges as openings.
These fissures reveal the partial nature of each building. In the Disseldorf pro-
ject, the complex's vanous functions accrue similar forms, which are sheered off
into bridges, walkways and public buildings that are wnified in their free explo-
ration of space. Whether in the public realm or in the office towers, sverything
5 part of the same universe of forms

Hadid's use of colour also began to change. After the hot image of the
London ICA project (1988, p. 456) and the colour-coded fragments that still

haunted both Berfin buildings, the other German designs were remarkably

soft in their colourations. This was partially because glass now predominated,
and perhaps also because of the relatively grey emviranment of German cities.
It also, however, seemed 1o mark a coofing down of Hadid's paletie; tones
and tonalities, folds of continual forms and modulated volumes displaced col-
ages of shards

These developments culminated in the Vitra Fire Station. When one sees it
from Frank Gehry's celebrated all-white museum, one & most aware of the
prow-like shape of the building. In reality = and Hadid's drawings make this
clear — the fire station has been conceptually sheared off from the factory
blocks next to it and shot through with a curving walkway that leads back 1o
the museum and around the complex. It is an eruption out of its place that
freezes the muteness of the factory wallks as tilting enclosures, The building
opens up views along the fire station’s contours, rather than standing against
them. This gecdogical formation continues on the inside, where the larger
spaces for the fire trucks curve into the shower and lounge areas, and the
stairs step up with the volumes towards the second floor

Hadid proved with Vitra that she could build a landscape. Although the

Witra Fire Station | 1990-94
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This translucent, gemiike quality reached a culmination in Hadid's proposals
for the Hackney Empire theatre complex (1997, p. 163) and the Cincinnati
Contemporary Arts Centre (1998, p. 168). Here the skins dissolve into noth-
ing more than the interface between the energy of the city and the interior.
These forces become more and more localized in ramps and spiralling vol-
umes. Folding and interlocking, positive forms {walls, floors and ceilings) and
negative spaces (inhabitable spaces) turn into eels slithering around each oth-
er in ever more dense, and yet fully lucid, spatial organizations.

At the same time, the tubular forms of her earfier projects turn into domi-
nant features. They are bundled together to form the Spittelau Viaducts in
Vienna (1994, p, 98) and the Habitable Bridge project (1996; p. 135). Though
to some extent the beams recall the slabs of the Peak project, they are now
much denser and more tightly packed; circulation and usable space become
virtually indistinguishable. They also emphasize the horizontal movement
through space over the vertical build-up of form. In the 1997 project for a
landscape exhibition in Germany (p. 151), they merged with Hadid's previous
interests in the making of a landscape to create a great curved plane.

Towards a New Landscape

Landscape has become a dominant pre-occupation in Hadid's work. If the val-
umes of her designs are increasingly fiuid, so are their exteriors. In projects
like the Museum of Islamic Arts in Qatar (1997; p. 156), the building becomes
no more or less than a ripple undulating out of the site, moving up 1o encam-
pass spaces and then dying back down Into the ground. Courtyard slots

Boilerhouse Extengion, Victoria and Alben Mussum | 1996)
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weave space and solid together like a Persian carpet, but also like rivers or
lakes, and move in and out of land. Like ripples in clothing or the forms of the
Verner Panton chairs she adores, these buildings are moulds of the pro-
gramme that rise up only as far as they must to accommodate use, but then
reveal the beauty of the bady inherent in the movement itseff.

Inside this new world, however, there is a different reality. It is one Hadid
has most fully explored in such recent projects as her scheme for an exhibit in
the Lendon Millennium Dome (to be completed in 2000). The complex inter-
weaving of spaces and farms is smoothed over by the landscapelike skins, but
with a flip of a wall, the contours of landscape become overhanging prows
Hadid has not forgotten her desire to gesture beyond the limitations of site
and programme to create structures that seem larger and more open than we
expect from a confined building.

Maost of Hadid's recent projects thus appear to have replaced siabs, prows
and blocks with spirals and tubes. Motion and gesture have replaced form as
dominant elements, and the work is more open, tentative and lyrical. Open-
ing up the urban landscape, unfolding the energies of the modermn metropolis
and creating a visionary world, Hadid explores the spatial possibilites of such
an architecture in forms that have their own typology, structure and - dare
one say it = stylistic properties,

The manner in which she presents this work parailels its intentions, Owver
the years Hadid has involved herself less and less with the execution of her
paintings and drawings. She now prefers to work, ke a Renaissance master,
as the head of an atelier, She skeiches and does ‘all the precise lines' that




Mauseum of Isiamic Arts, Doha, Qatar (1957)

indicate her design objectives;” her co-workers render the work at a larger
scale and fill in the spaces between her gestures. There is less detail in the
work, less differentiation and less colour. Having moved from multicoloured
and heavily painted collages to monochrome washes, she now produces
paintings that are only white lines on black paper, ghosts of a future city.

Screen Gems

Despite her continuing painterly approach, Hadid now also makes use of the
computer 1o advance her aims. The latest software allows her 10 take the
existing landscape and unfold it, to pan, swoop, swerve, cut, slow down and
speed up. In many ways the computer fulfils Benjamin's promise, especially a5
1he separation between perceplion, representation and realization dissolves.
The computer 5 a way of registering facts about our environments; il makes
visible forces that are otherwise too abstract 1o see; it allows us o form and
reform those facts however we choose; it can then quantify these critical rep-
resentations into buildable gualities. Thus the new comes out of a manipula-
von of the representation of what already exists.

What disappears in the process is the hand of the maker. This Benjamin
also predicted, but it would seem particularly iromic in this case because of
Hadid's heraic stance as a maker of outrageous structures. To a certain extent
this is not something that she can avoid. The latest computer programs can
render what Hadid had constructed with such care in the 19705 and 1980s

into a commeon mode of presentation, Everyone today sees their buildings
from swooping helicopters, and many designers follow the stress points of
maetal and stone to create undulating, attenuated and prow-like structures. At
the same time, Hadid is responsible for engendering a style that now forms
office bulldings, homes and fast-food franchises from Seattle to Singapare.

Instead of the framed image, the critical painting or the film, the model for
her work is now the screen that collects the flows of data into moments of
light and dark. The reflection of her own face is barely visible on that screen
Most of the space is dark, and the lines point not out of the cadaster of the
space of representation, but in towards the fllows of information. The gues-
tion Zaha Hadid now faces is whether she can solidify these flows into form
Can she find the landscape beyond the physical metropolis? Can she form the
spaces that open up notl as modernist lofts, but as the fragments of tuned
and wired environments suspended in global relationships? Can she make
something real and free out of what is hard 1o grasp and constrained by the
logic of technology and capital?

When Hadid summed up her and our world together in 1983, she had con-
fiderice in the power of her painting to re-assemble the disparate pieces of our
reality inla a new one, She s poised 1o realize many of her dreams, and her
ability to do so owes a great deal to the tremendous freedom computers have
given us not only to imagine new worlds but also to construct them. Even if
we miss the visionary painter of the early 19805, we must recognize that the
visible evidence of her signature on paper or canvas has disappeared exactly

13




because her vision can now take concrete shape. As paintings disappear into
computer drawings, their imagined world begins to appear.

In her recent projects Hadid seems to be moving beyond landscape into a
new kind of space. It is one that is at once dense and open, defined and
indefinite, real and virtual. its shape is still only a promise, cne that will 00N
be realized. What world awaits beyond 89 degrees, beyond right angles and
skewed geometries, and beyond the event horizan in which human activities
solidify into form, remains for Zaha Hadid to see and then present to us in her
[uscious lines,

Notes.

1 Walter Benjamin, "Art in the Age of Mechanical Reproduction’, in luminations,
trans, Harry Zom (Mew York: Schocken Books), pp. 217-51, p. 236

2 The loft is the modermnist space par excellance, a5 it i an industrial, open and functional
space that frees us from the distinctions between programmes, private and public. and
decoration. it is the building block nat anly of Hadid's wark but akso of such other late
modernists & Coop Himmeltiauw. | discuss the significance of the loft in greater detail
in Coop HimmetiDau (London: Anchitectural Review Press, 1998),

3 (Gilles Deleuze, The Fold Ledbnir and the Barogue, trans, Tom Conley
(Minneapolis: University of Minnesota Press, 1993). p. 5

4 [tvd, pp. 34-35.

5 Conversation with the author, 14 December 1587,

6 Sea Manuel De Landa, ‘Nonorganat Form’, in Zone & incomarations
{New York: Zone Press, 1992), pp. 128-67.

7 Commrsation with the author, 16 Decomber 1937

Modeks of Lycke Francais Chades de Gaulle, Spittelay Viaducts, Pancras Lane [oppesite]

Philharmonic Hall, Luxembauwg (1997)
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For my graduation proje

the Architectural Assocation, |

[ed 10 expeore

ments of a hote

Hungerford Bridge «

o

Thames. T

heriz

confarms 1o and makes

the a

of Suprematist forms

s Brkalict formne af
ISL TS O 3

e Bruta

arts o

Mex. The structure

fauresn lovels s

to thie

CONCeivanse Consirams ir

possibilities for space

The progect has particular

resonance with my ater [

itopia show at

first, In the Great L

Guggenhen

abile 1o rea




Pubsle Tacililies on roof

MUSEUM OF
THE NINETEENTH
CENTURY

London, 1977=78

Cne of my first ideclogical and
conjectural projects, inwhich |
sought to establish principles for
the role that architecture should
play in cities at the end of the
twentieth centiery. | was particularly
nterested in the problems of
historical and cultural context.
Tha archetype of the nineteenth-
cantury museum was thus explored
in two ways: through the
elaboration of the precise social
weenario of the metropolitan
ocation, and through the display
of a symbolc sensitivity, an aspect
that appeared to be absent in the
work of the contextualist architects
at that time.

DUTCH PARLIAMENT EXTENSION

The Hague, 1978-79

The Offce for Motropolitan Architeciune foutal
Zaha Haclid, Rem Koolhaat, Ela Jonghels

Situated within a rectangular
‘fortress’ in the centre of the Hague,
the palitically distinct branches of
the Dutch pariament and
government were housed in a single
complex called the Binnenhof. To
separate these two politically
appasing branches, a triangular site
was acquired to allow for an
expansion of parliamentary
accommuadation. The programme
therefane involved working within
existing structures while making the

parfiament spatially autonomous
This was achieved by creating a gap
in the Binnenhof that is occupied by
two slabs: a horizontal element =a
glass-brick podium that contains a
variety of functions and that acts as a
covered forum for political activity -
and a small skyscraper of oval rooms
Thie two structures are unified by an
assembly space that bridges the
general public and government
officials, and an ambulatory running
through one slab allows circulation
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IRISH PRIME
MINISTER’S
RESIDENCE

Dublin




59 EATON PLACE

ongon, 198782

An explosion at the Ralian Consulate
it 38 Eaton Place provided the main
spuration for our renovation of an

eegant turn-af-the-century town
wise on a sterile, white-washed
et in Belgravia. The apartment is
snizined on three floars, which we
verted conceptually as three
ertical zones. Qur intervention in
hese spaces was intended 1o
wide a certain newness, which
e achieved by introducing
matenals such as silk and stone on
= ground and top floors, as well
by inserting a new staircase in the
by and dining-room area to
#n the public domain up into the

mecidle Joyed,

of intermnal elements

e e L

s

¥ CONCOURS |
PARIS

Park Sometnd

PARC DE
LA VILLETTE

Pans, 1982-83

For a competition to design the plan
and elements of a park located
outside central Paris's most visited
area and devoted to science, we
created floating pieces that would
move acraoss the site's flat terrain
The green plateausx in a field form

a new type of garden, suspended

rather than hanging. Together,
these pieces function like callioraphy
onthe land, which s dictated by
mechanical systems that are at
once controdled (by humans) and
random (by nature). Picnac areas,
fast-food restaurants and
information kiosks orbit within
thesr own galaxy incontrast 1o a
long monechrome ‘planetary
strip’. Appropriate to a project
conceived for the future, there

is & 'discovery garden’, which
condenses all the park's functions
and landscapes

19



THE PEAK
Hong Kong, 1982-83

A Suprematist geology - materials
that are impacted vertically and
horizontally — characterizes this cliff-
top resort loftily located above the
congested city. The architecture cuts
through traditional principles and
reconstitutes new ones, defies
nature and resists destroying it,

20

Like the mountain, the building is
stratified, with each layer defining a
function; the first and second levels
contain apariments, the third layer -
a 13-metre-high void suspended
between the secand and the
penthouse storeys - features the
club, Thg void is a landscape within

which functions - exercise platforms,
snack bar, library - are suspended
like planets, The upper strata contain
penthouse apartments.

Offering and symbelizing the
pinnacle of the high life, the Peak's
beams and voids are a gentle seismic
shift on an immovable mass,










THE WORLD
(89 DEGREES)

1983

This painting represents the
culmination of a seven-year
exploration into architectura’s

LN h.-1-'ter! territornes 1|":F.|'| |IJE'|:_Z|.-|!1
with my work as a student at
London's Architectural Association
Technology's rapid development
and our ever-changing life styles
created a fundamentally new and

exhilarating backdrop for building,
and In rl":l": new workd context | f-‘-‘.':
we must re-investigate the aborted
and untested experiments of
madernism — not to resurrect them
but to wrwvell new fields of building
The painting compresses and expands
projects | had carned out over the last
SEVEN Years




GRAND BUILDINGS

Tratalgar Square, London, 1985

15 to recapiure London's
o5t famous square continue to this

iy In the hope that outdated
planning restraints might be
handoned, we presented a
proposal that celebrated the
synamic possibilities of the urban
sncscape by extending the public

sealm into professional offices,

tharety pushing forward the frontier
nere modern architecture can

contribute to the quality of city life

& public podium, slabs of offices and
towers are the central characteristics
of the buildings. Beneath the towers,
which are topped by penthouses,
are subterranean lobbies. A
shopping concourse peels up,

gently curving around the site’s
perimeter and enclosing a new
public domain as it winds up 1o the
roof, which features a public terrace
that overlooks the mire of cars
below. As one’s vantage-point
mioves around the square, the
Towers appear 1o mutate frﬂl'l‘-
shards that penetrate the square's
surface into a single solid mass.

25
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HALKIN PLACE

London, 1985

MELBURY COURT




' TENTS AND CURTAINS

tian Triennale, 1985

Thes exchibition gave us the
pportunity to create a modern
wtrast to the Victonan notion of

rents, which so often characterized

& interiors of the period, Our
neme Inserts a plastic structure
within a pre-existing space. Intended
be viewed from above, the
tucture’s plan embraces the space
by means of its exclusion — the
soposite effect of the enclosure
reated by the Victorians' curtains

and tents

KYOTO INSTALLATIONS

Eyoto, 1985

3y model

The installation is a fragment of the
deas that would reach fruiticn in the
_athcart Road project [p. 30, just as
the Osaka Folly [p, 60] served as a
st for design principes later
employed at the Vitra Fire Station |p
62]. Seeking new ways to articulate
space within a confined context, we
wsed curved walls to warp or bend
space (like the hMelbury Court project
[opposite]) and canopies to mark

the entrance,
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24 CATHCART ROAD

8

198

LA

=]

provided the backdrop for the first
matenal display of my "Suprematist

gy . Al ExXTEnSIon of my
explaration at 59 Eaton Place [p. 19]

The ensemble included Bitafl

furniture |p d fol ac

a5 sculptural objects in a neutral

container; rather, the extra-large

niC space o

peeces created a dymar

ar. Prnoting, 5 iaing ard

swivelling, a storage wal







HAMBURG DOCKLANDS " NEW YORK,
s MANHATTAN:

A NEW CALLIGRAPHY




KURFURSTENDAMM 70

Berfin

34

1986

Thie consirants of an axtramely

2 (4.7 = 16 metres) gave

rise o our design of a compressed
‘sandwich’ structure that comprised
a series of plands, spaces and uses

The horizantal planes of the

mcverment from tha offica spaces
Viartically, the sandwiich of spaces
differentiates betwean the grouncd-
floor plan for the public entry and
the cantilevered bullding above,

£5 and a double

o g e Thal .
ieight arhoe at the top.iThe lobby
Wi enirance arg ralise a0ove the

ground and reached by .

iberating the plan from the ground

anod 1o the Russian Suprematists

ure above 15 pllbed away
from a neww back wall, andithe
gap above this ramp reveals the

main entrance

moves oiit towards the cormer
thies the floor area reaches fts
maxmum at tha (oo and creates a

dymami 12 sl

A long
street elevation has a trangparent

surface — a structural mesh of

froen thie top - that begomes an

lluminated glass boxthrough
which the interions actnaties can

be detected
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IBA HOUSING

Berlin, 198

would have been virtually

impossible
We therefore interpre

ng restrction

contain imercial premises with
dardizes flings above;

on top s a roof garden wath a

children’s pd und, The sculpted

tower, clad in anodized sheet metal,
ains three wedge-sh i lodes

on each floor
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WEST HOLLYWOOD CIVIC CENTRE




AL WAHDA SPORTS CENTRE




METROPOLIS

Institute of Contemporar

The screaming redness of this

painting, commissioned fo

exhibition that ex

the metropols, is meant to

a peration with the

mess that is London, On one
Ieved, the painting shows London
a5 a patchwork of villages, But
rather than promaoting an even
distribution of this urban merging -
which has been evolving for
CRntLries — we art

the city as palyce

mber of me

ontext, the red represents the
ndon, whers new
settlements and new centres need to
be invented 1o replace an exhausted

and overworked heart




BERLIN 2000

fore the collapse of the Wall in
wee were invited 1o speculate
y's future, As part of an
between the axes of
iz to Bahnhof

| Brandenburger

Torto Al derpl the fal

the Wall ed new possibilities for
regenaration, We conssdered both
e o

city, ranging from corridors of

development to l-zo0ne’ building
programmes

The focus of our vision was the
Alexanderplatz. Because it

represents ane of the few attempis

century urbanssm, we dec

leave it free of homogeneaus
oprient, to stae

nt contrast to the

ct into the landscape, and in
the lower diagrams, new geometnes

inhabit the former dead zone,




VICTORIA CITY
AREAL




A NEW BARCELONA
1989

The diagonal axes of Cerda’s
nineteenth-century plan for the city's
expansion is the pvotal element for
our reconstruction of it, Our new
urban geometry is based on a subtle
twisting of the diagonal into
skewed, interlocking fragments, As
this field traverses urban contexts, it
is constantly intersected by an
‘slastic corridor’ of local conditions —
iregular (village), gridded (housing
zones) or strips (ralbways and
walerfront) — that triggers an urban
respansa and multiplies street
activity ineach neighbourhood.
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TOKYO FORUM

ciples am,

yuban and Tomigaya
42-43], this design

teract the congestion

vl wihich house The

Atural and conference
shurinth of clazaly kAt
10yrinth of closely knit

the plan of Pompeii

e conference areas are

clustered and separated by vanable
partitions. At ground level, these

spaces can be gimpsed thro

sharply cut slits in the glass

Upper levels contain exhibition
spaces, studios, restaurants and
public areas. On the roof is a
landscaped garden with a
diagonal cut that allows light
and ventilation into the lower

fioors




HAFENSTRASSE
DEVELOPMENT

vith a p

on the first two levels. Sliding




5 of the glass curtain wall
bz parts of each fioor to become
wor terraces, The elevation
3 1The rver 15 a Conmuous
wall that WIapSs OvVer Lo]
ne the penthouse roof
e second site was a gap in the
reenth-century block. We
oned a series of compressed
that, despite being a dense

meration, allowed for a degree

Mlicole site studies [abovel comer site Sludhes [Tollow

of transparency. As one passes the
building, gaps open and close
between the structure’s interstices,
defying the notion of a flat fagade
The ground floor contains retail
spaces; residental units are above,
and some connect horizonta |:.-'
across the slabs. Many aspects of this
project anticipate the underlying

principles of the Art and Media

Centre in Disseldorf [p, 58]






MOONSOON

Sapporo, Japan, 19859-90

For a two-fold programme of formal
eating and relaxed lounging we
wanted 1o credate an oppoasition of
moads. The result s two synthetic
and strange worlds: fire and ice.
inspired by the seasonal ice buildings
of Sappora, the ground floor
features cool greys materialized in
glass and metal. Tables are sharp
fragments of ice, a raised fioor level
drifts like an iceberg across the
space. Above the ice chamber whirls

‘Worm's-eye view of restauran

56

a furnace of fire, rendered in searing
reds, brilliant yellows and exuberant
aranges. A spiral above the bar tears
through the ground-floor ceiling,
curiing up to the underside of the
upper-level dome like a fiery tornado
bursting through a pressure vessal. &

£
+]

plasma of biomorphic so
accommodates eating and lounging
and alkows an infinite configuration
af seating types with movable trays

and plug-in sofa backs.

Entrance o the ety

Pasnting sturty of loobag

loebeig detal [oppodiie













FOLLY 3

Expo '90, Osaka, 198990

Our site at the Internationa

Expo in Osaka was located on

an open plaza at the junction of
several paths. We designed a series
of compressed and fused elements
o expand i the landscape and
.’-C'::.'ﬂl.". pedestrian movement

From afar, two vert cally

extruded planes signal the folly

o approaching visitors, while up

close horizontal
the structure’s perimeters

and create a series of canyons

Caorntrasting with the fiying planes,

five ramps of varying size stretch —
algng the ground plana. The
unexpected junctions of these
dynamic horizontal and vertica

elements create a number of

coves, where visitors may seek

temporary refuge from the
arduous exercise of walking and
sightseeing

With its bundled and twisting

laalg,

walls, we were also able to treat
the Osaka project as a half-scale
experiment for the Vitra Fire Station
[p. 62]




LEICESTER SQUARE

e idea of designing new fountains
o decorate public places 15

edundant. Shoot the square

t is dead. Hopes of renovating
e existing square should be
inanaoned
We would rather see Leicester

habitabie

JQuUare as 3 PUiiC roo

nd submerged beneath the sur
5 heart that beats with the city. We
auld not propose to 1l the squareg
N DUNQINGS OF SPOUTs o7 wales
e wiould turn such structures

oside down and sink them into the

cund. Solid and transpare

wyscrapers sliong into 1

Ild contain accommiod
vater could cascade down these

.-:led(rI'!'_.'l..ll'i- a5 a8 Cooing

an OYerwordeo

eart. Bridges and passages wi

rraverse the volds and sohds of

ey subterranean fabric, while light

5 wolld remind the visitor .

5 famiiar Tabric hovenng anove




VITRA FIRE STATION

Weil am Rhain, Germany, 1990-094




. e
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o
- ;
nirctira i th ST fiba fira
punciure is t ment of the fire
perpendicular to the line of
the
ole. As one

structure, the red fire e

the firemen inside
Inscrbed ke cho

ographic

AL

1, suspending
on of alzrine










ART AND MEDIA CENTRE

Dilsseldorf (Rheinhafen), 1989-93

Faor the redevelopment of curves around 1o create a 320-seat
Disseldori's prominent harbour Cinema

into an enterprse 2one confaining The wall's street-side has tiny
offices for an advertising agency riear incisions in its concrete; on the
and s1UCkos iInterspersed with shops, river side, levels are articulated by

restaurants and beisure facilities varying deptns of cantilever on eact

wie created an artificia anascape floor. A I2_|.:|2|_"d Tinger ::_|'5|::|.'||_; Ba

that faced the river and Decame fragmented senes of stabs set

an extension of ne waler's perpendicular to the stroet like glass

activities and functions. This splinters 1 rave broken free from | ——
1 1
landscape is protected by a 90- the wall, Where the slabs converge E - 7 — !
metre-lang wall-like bullding that a void s carved out for conferance i el 1= 1210 |I
- ==
contains the offices and blocks out rooms and exhibiton areas, ;

traffic nowsa A manimakist glass box surrounded

From the rver an enormous by a family of sculpted feet and

metallic triangle cuts inta the sile, nedyy tr.ang:_:lar SEFLCTLINES, The
peercing the wall to form an entrance entrance [obby s at the intersection

ramip. The ad)

ning ground planes of the wall and the finger building

crack apen to reveal technical From here the street and T I
studios to the north, and shops riverscape are visually connected
and restaurants. Below ground, A ribbonlike grand stair leads up | N . 15 s -

| a wall of technical services is to the conference rooms through

| compressed, 5o that part of the the underbelly of a heawy slab

wiall rises above grount suspended above

LT Hia |

Perspe mgoes fbefion







MUSIC VIDEO PAVILION

Gromngen, The Metherlands, 1990

1 wias 1o make a playful place

as for me the most

challenging on in the city: the

Qdp DENWEEN the monumental A-

and the Korenbeurs bulldings in

narkt district. Like the

monitar houses of Mew York's Fire

clapbeard houses with huge

y the world in

DrOVECES 3 Wan

ople can bé seen moving
amid viceo imagery, becoming part

aor the !:||:\l.":'|_'|r TTiAr

Trapped between two walls set
one metre apart are decks which

protruce into the glazed enciosure

Images are projected from the upper

decks onto the mid k, onto

translucent panefs set into the

glazed |.F:I'IE|I'JI?' ang onto e

[






HOTEL AND
RESIDENTIAL
COMPLEX

Abu Dhabn 194940

v S5A0 SpHLS apart, Tnese 5pa0es

e suspended and sculpled in

artical courtyard”. Al ground leve|
four-storey beam cuts across the
teand through the siab, providing

aces for a shopping mall below

d offices above. On the beam's

LT TR0, ¥ T VWS Oner Tne

Like many Amercan cities, Abu

lf, 15 the hotel kobdy, whose

inifarm structine yehiche access Is via a curved ramp

the basss 3ainst winkch speca fRaEt sSWioops from one comer of

tha sife, 1l the slab and into

archrteCtural "events” are placed. For
a hotel complex located an a prime the vertical courtvarnd

ilte i the city centre, we Thipped up

this horizontal urban grad 1o

e a vertical plane, a slab of

tmenis and hotel rooms that

DECOmE a DaCkrop Tor hote -felated

74

INTERZUM 91

staurants and a health club. Where -
Gluzendorf, Garmany,

We were asked by a German

timber manufaciurer to create an

exhibition stand 1o disg their
products for the biannual Interzum
trade show. The primary intention
of our design was to create a

separate environment that could be

BxXpErEnt Il|:. on =&

the backdrop of a large and sterile

trade show, we wanted 1o ind

WIlREN an encio 1 struct

d Central pathiway, wihech, 11]

WJCE

n insolated landscape

re. Insude,

trunk of a tree, had branches that

ran off it, led to product exhib

and ambient surroundings




LONDON 2066




THE HAGUE VILLAS

Hague Housing Festival,
The Hague, 1931

The single-family house iz a

building type that continwes 1o be
constrained by convention, We
presented two designs as part of

a ‘field’ of eight villas to be located
in a suburb of The Hague. The two
villas, to be constructed of reinforced
concrete, abstract the comventional
configuration of domestic spaces to
create unexpected spatial and social
rieractions

The first design— the "cross house’
Is formed from a ground-leve

podium that is intersected by two
beams’ that endlose mast of the
residence, The lower beam is cut
into the podium level, 2 'negative’
space that forms a courtyard. The
upper beam is ‘positive’, housing an
open lving and studio space that
floats above the podium and crosses
the courtyard. The house is thus a
supernimposition of two opposite
|I'.'I"1|2_Z| [ I1nr:i|||r.1r-\ = ntroverted a"1l'_|

extroverted.

78

Top wiew of cross house

L ORS-NOuse rmoxie

Cross=Fouse sketch



spiral house' 15 essentially a
e through which a floor plate
evalves from the entrance leve
thraugh the living areas to an
per-level studio, oocasionally
sking through the exterior. Glazed
-ades follow the floor’s spiral
escribing a rotation that is
olid, louvred, translucer

iiermnate

d, finally, transparent. Residua

spaces and gaps between the
terstices of the exterior and
ternal spiral afford surprising
ows and channels of

ammunication and nteracton

Top view of spiral-house [




THE GREAT UTOPIA

solomon R, Guggenheim hMuseum,
New York, 1932




listorted by the space. For the

stands appear to dematenalize and







VISION FOR Historically, the growth of Madrid Rio Manzanar
MADRID

e fescribed as asul

CEssive

growing mainly
- \\
shells: the crcutar £ MLsIng Ex 0 ’ e
1322 e nineteentt beyond the M3D hig v \
Century Qnd and, 1n the twentieth AU IO enguit the nearay Villages ¥ 5 Falivwey - = = ;’h
century, the linear development now Our objective was to prevent the stormed nko ivesy =7 T
defined by a highway in 1t of city from collapsing into formless- parks and lelsure-landscapes; new ning gaos ir
an eflipse. Fram - e4s, 1o channel and organize ths Commercial devenpment Coubd b "

rbd should be presened




BILLIE STRAUSS
HOTEL

Mabern, Germany, 1992

The context for this art-hotel
addition was an interesting one: a
half-timbered farmhouse and stable
that the clients wanted to augment
with a challenging new structure
that would have a sculptural
presence. The heart of the design is a
‘blobiy’, an elliptical space that
mediates between the odd building
and the new one. Partly set into the
foundation, the space can be used
for perfarmances ar exhibitions. in
the tower abave this lively pivat
point are three levels of rooms based
on the cross and star, each of which

E]:r_'i:l_zznzn-n—_'

Griarl-loos plan

Panfing of elements

86

South sevation

First-floor plan

Wiest elevalion

has a completely self-contained
emvironment with built=in furniture
and fittings. A third motif, the spiral,
s shared by the two other spaces as
thE'!r' connect back 1o the mamn

Second-{loor plan

Second-lioor plar

building. In a village of strong local
character, the ensemble sets up

a strking contrast, one that s
intended to encourage debate and
creativity




CONCERT HALL

1992-33

A Curved

aves off the puk

component, bringi

promenade s

building. Sculpturally express

volumes of the structure, ariculated

by different colours of granite,

ress space between them. The

structures are made Trom cast-in-

nlace reinforced concrete to allow

rregularly shaped flat slabs to be




RHEINAUHAFEN
REDEVELOPMENT

and changes with the seasons










CARNUNTUM One of the fascimatians of

1M

o way

- S y ’ arCAB0ICH] K2l

e e .z Wienna, 1993

wihich The remains of human

nn have merged into the

langiscape and seeTm AL one will

e Ine

Mt

archimecture of this coltural park {6
BEcOome anginer man-made

i ol the landscape, Vet

geotogical fommatic
and from local Tiiman intenentions

Iike qusartyiric. T

geological centre, outtlaor heatre

Dehvecene and museum — are the-Tirst

{ragments of a now culture on the

mMountain tRat oer B & I

the hastory of the mio

progenttor, cutting nto the strata

(ke & blade, revealing the bednock

- g _.-"- #
= : # and thus becoming part af |
-~ o
= "---- ~ exhibitiorn Floars skant against 8ach
.-'J.-F -~ I x
e . s rlike fauglied planes: pne cuts
" ’
= CES M0 e moarEsr, 1he olher
- » ‘
= . : -
: = # foticws s slope. The outdor
= noeived Gresk
amphitheatre, a 'founo objgct inthe
-‘- ‘I“? CILs ¢ that folios thie earth’s
P -
- - ——
..' o o ; —
/ ’ - o -
£ = = prosechon; cantievenng over the
e =
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outo SIE°S pEateau, & naturgl

r_( - ; extension of man-made topograply
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e =
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SPITTELAU VIADUCTS

Vienna, 1954

Vienna, a serles of artists siudios

offices and commer
weave like a ribbor
and over the arched bays of the
WiaduCT, cesignes |'l:.-'I o Wagner

calés and restaurants on the

Shons

pecesiran path

a nightclub in the old sut

adjacent to the viaduct. The entire

progect 1S linked 10 Ine Unversity oy a

e m i oyt e iy
OV N0

pede







Section through viadkct

Cross secton thaough Auiding 1

sooni-ipved plan

I:_'_rém wettion thraugh Building 2

oo -level plan
99










SPITTALMARKT

Berlin, 1995

In snllsbaraton with Pamk Schismacher

The centre of former East Berlin's
Mitte is one of the busiest and
II-'I:.:LiI":u'I redevelopment 5 fes m
Europe, a forest of cranes and

Al

partially erected structures, We

were asked to design an office

development along one of the

district's busiest thoroughfares,

the Leipzigerstrale, at a major
junction = not unlike the scenaric
presented to us in the VWest Berlin
Victoria development [p. 49]

The building would contair

both the headquarters of a major
financial institution and private
office spaces.

Cur design attempis to mediate
between the historic nineteenth
century buildings and the
characterless post-War buildings
that dominated the skyline before
the Wall's collapse. Using an
iteration of L-shapes that are
colided and woven together, the
building consists of three primary
stabs that recall the Disseldorf
project [p, 68]. Like the swarming
traffic intersection at which
they stand, the building's
monolithic structures mirror their
surroundings while picking up and
accentuating the dynamism of

the passINg Cars
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LYCEE FRANCAIS
CHARLES DE GAULLE

London, 1995

The owners of a Iycée in South
Kensington requested a gatehouse
and porter's quarters ta mark the
entrance to the small existing
building and its Courtyard, We
decided to rotate the traditional
vertical gate so that it could be
merged with the house on a floating
horizontal plane, One passes

freely through this building through
a forest of column systems, just as
one would pass through a gate.

The raised horizontal plane is

then shattered into puzzle-ike
segments, each of which is
supported by its own structural
systern of columns, fins and podia,
transforming the ground level

Study models

Sections
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Perspeciive dravings

Perspectves

Ground-fioor plan

into a playground of structural
elements. In addition to living

quarters for the porter and his
farnily, the building contains

four classrooms



PANCRAS LANE
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se of the historic background

rea off the street that

nomed as a kind of interior park

this 1ssue Dy creating a

nunging thal Wraps its structung
around an area to créate an "outdoor
room’, Within the permitted
envelope of the site, the “snake

establishes a balance between

indoor and out e, privane

office space and public plaza, while
introducing a dynarmic interaction
into the traditional architectiire of

fe ity
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42ND STREET HOTEL
New York, 1985

Our design for a hotel complex
&t the intersection of Sth Avenue
a1 42nd Street was motivatad

by a cesire to create @ microoosm
of urbanity that asserted the
sitricacy and magic of a global
city, The proposed complex

comprises two three-level
commercial podia and two hotels,
forty-five floors on the north side

and twenty-twa floors on the south.
Circulation systems, kinetic signage,

lighting schemes and the synergy
of related entertainment and

reftail activities unify the complex.
Thie hotel tower is a vertical
street — a tower of towers, stacked
in the geometnic plan of the square
and containing 950 rooms. Each

*building element’ contains slightly
different rooms and fagades. A void







BLUEPRINT PAVILION

Interbuitd 95, Birmingham, England, 19395

The pavilion’s form was designed
as a continuous and unified space
that expressed the circulation of

visitors while unifying the products

on display within the strug
The structure is defined by a

cantinuous plate that folds into

tself

yoreate tweo interocking
beams 50 that the inside of the
plate becomes the exhibition area
The plate comprises a chassis of
steel beams sandwiched between
an external cladding material

shieet alurminium or iIndustria

siding) and an internal clas

material (soF, industrial flooring

or other finish). With this

arrangement, finishes can flonwy

uninterrupted from the floor 1o
around the walls. Lighting is
recessad into the plate or
suspended Trom it

e, the Mobius-strip-

Asav
ke plate functicns as a completely
|':CQTBTEIj exnipatson space
Each exhibitor {in this case,
different manutacturers of
bathroom fixtures, tables and

storage cabinets, carpeting and

2l has a l.r-l-_"l'ii." 1ocation

W

the ‘object’, while displayed surface

materials = like the fleor and wall

F
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PRADO MUSEUM EXTENSION

ladrnid, 1996




CARDIFF BAY OPERA HOUSE







For the new home of the Welsh
Mational Opera we wanted to create
a 'living-room’ for the city, a building
that extended the public spaces of
this port city into a symbol of urban
pride, The primary device 1o achieve
this effect and to embrace the
activities of the complex while
creating its own context was a
glazed perimeter wall that was
raised and reached out into the city
to draw the public into its curved
courtyard, which we termed the
‘bubbie’. Below the courtyard was

a dramatic concourse, where

the public could experience and
participate in exhibitions, recitals,
dance classes and educational

programmes = or simply enjoy
views over Cardiff Bay.
Conceptually, the building is a

Composite plan
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Ground-floor plan

107
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matenally through glass plane

The performance space

production and rehearsal facilities,

main auditorium, are articulated as
sculptural forms and painted
'\:'.'.!!'ll_] s Nour %, WL are set

into the glazed wall like jewels
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BOILERHOUSE EXTENSION,
VICTORIA AND ALBERT MUSEUM

London, 19596

The V' & A is an urban block that has
grown over the last 150 years, a
rich patchwork of penod buildings.
After a process of outward
expansion, the museumn is looking
irwvard, to make use of its remaining
empty spaces. Our design, for the
former bailerhouse, uses these voids
to create accessible spaces while
reflecting the V & A's role asan
agent of change in architecture.

The future promises fluidity of
space, an adaptive, flexible
architecture made possible by
lightweight modular components.
Our design uses the puel as the
medium for configuration, whether
an the scale of a display panel, an
exhibition cabinet or a space.

The first architectural move is to
raise the main building so that
Exhibition Road can be directly
connected to the Pirelli Gardens,
allowing the ground-flioor wing to
be opened up to incorporate a
restaurant franting the garden. This
large public area penetrates deep

Pixelation
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into the existing museum and
creates shops, gardens and a series
of entrances in the gallery wings,

The top three floors are
intertacking volumes that house the
educational and events centre,
administration and plant rooms and
connect to the museun's existing
wings. Between these solids, voids
are cut into the roof and elevations
1o bring in daylight and inserted
Into the areas between the existing
fagades and the new building so
that Aston Webb's elevations can
still be seen

The fagade is made of two skins
that serve specific functions but that
weave and sometimes menge with
each other to form floars, walls and
windows. The outer skin is a rain-
screen made of standard-size flat
panels in glass and metal and makes
use of an overlap detail to create
an undulating surface. The inner

“skin incorparates blinds Tor solar

protection and for blackouts for
exhibitions.
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WISH MACHINE:
WORLD INVENTION
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PAPER ART

eopold-Hoesch Museum, Diren,

Germany, 1996

The exhibition space was marked by

an ordered "'wholeness' that

LOmehosy seemea to have rendered

the space static, To counter thes

mmaobility, we attempted to

natefialize more dynamic qualities,
) af speed, Intensity, power ana

firection. The openings — doorways,

coemidioes = into the entrance hall
Brve a5 witnesses to an event, the
1 of captunng an infinite numbsar

F temporary images witnessed by

the viewers' changing perspectives

These successive images combine

form a space born of motion, a MASTER’S SECTION

2YW Image {Z-f architectural prezence

Venice Biennale, Palazro Grassi

Venice, 1996

I_I'.E Space ywasan E"ilr_l':_il:_ﬂ. mom and
a small adjacent terrace. Because all
f(]xlf sies l:]‘- 1Ne rodem Werg

oo ‘l-'IE-:T,E'd io the r'|.-|l':1r CME l..:l.-lll'ii'l
routes, we emphasized the space’s
volume but did not interfere with
visitor traffic by emancipating the
wall display space from the floor and
suspending it two metres high. The
manner in which paintings,
drawings, models and reliefs were

composed an the walls created a

super-imate

& matenal interpiay between

& paper, transient by nature, and

Widity of the existing space Is

- the paper’s lightress
verment Capture the
taneousness and ephemerality

he invisible traces of mation
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PHILHARMONIC HALL

Luxembourg, 1997

i colatoration with Patnk Schummacher

The concept that drives our scheme
is landscape’. The steep hill facing
Luxembourg's old oty provided clues
for exploiting the contours. We
developed the idea of an artificially
contoured site through a series of
thered, stepped and ramped floors,
roofs and levels. Qut of this
landscape emerge a grand
auditorium and a chambser hall

Visitors enter the building via a
gently rising ramp that leads to the
lobbies at the front of house and to
the auditaria’s balconies and foyers,
which face the view of the town
These slopes and ramps are like a
contmugus undulating landscape,
with courtyards inserted at strategic
positions to admit light to the
activithes at ground level

The interiors of the auditoria
extend the landscape idea, with
contours that define circulateon and
in the rows of seating. Each
auditorium has its own foyer; these
face in oppasite directions, with a
common foyer bebween them

The central difference between
the two awditona is their velumetnic
compositions. Both erupt from the
tiered landscape as they twist apd
lock into place on the site. The
chamber hall’s glazed lobly and
public gallery face a triangular
balcory and act as a kind of
belvedere against the grand
auditorium’s larger volume. In both
spaces internal lines continue the
contours and spiral into the halls to
define stalls and balconies, as well as
the finishes and features of the walls
and cellings
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MUSEUM OF ISLAMIC ARTS

1997
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HACKNEY EMPIRE
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continuously mowving spiral of people

and actnathes. Inside the existing

the use of four palettes - lighting,
acoustics, texture and colour: natura
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CAMPUS CENTRE

Ifiris Institute of Technology,
Chicago, 1998

1 oodaboration with Fatmk Schumacher

The proposed insertion of a student
centre into Mies van der Rohe's
campus offered the rich opportunity
to echo the heightened awareness
of differance and multiple-use
patterns by social groups within the
university and the texture of Chicaga
itself. To respond to this multiplicity
and diversity, we opted for a fluid
organizational system that blurred
the areas of work and letsure

The original campus master plan
was based on a lateral distiibution
of programme. We wanted to
transform this open dispersal and
fiold it onto itself, so0 that the
campus's many elements came
together in a compact and
miltilayered volume,

Approach to the building is
through a play of graduating flcor
surfaces and cunving ramps into a
double-height vestibule space that
anents the visitor towards the
auditorium, cafeteria and retail
spaces. The second floor parthy peels
off from the first, leaving voids that
peer dowrward, cut by stair ramps.
Meeting rooms are a matrix of
stiding panels that recede and
protrude according 1o the needs of
the student associations. All of these
spaces lack clearly definable edges,
encouraging cross-fertilization of
events; this is enhanced by a
modular system of table-tops which
ablows for surpnsing configurations
The third floor culminates as 2 folded
ervelope that houses the cubrooms
and the Mies Interpretive Center,
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CONTEMPORARY
ARTS CENTRE

Cincinnatl, 1998—

One of the most exciting aspects
of the brief for this new
contempor rjf‘:.l Aarl MUsSeLm wds
that it would not be built around a
permanent collection. Rather, it
would be a container for temporary
exhibitions showing & wide variety
of wark, which in turn would
allow an exciting degree of
unpredictability between a gen
show and the architecture

The building consists of four main
features, An “urban carpet’ was
conceived 10 create 4 simultaneoushy
f'.r:rlz_u.'ﬂ dl .-Jr'.lj wvertal ¢ [Jr-":[){)\lllt]l'l —
as if the aty’s gnd had been cuned
upward — 1o maximize the space’s
potential as a public lobby while
mediating between the city and
galienes. The second aspect s that
of anti-gravity — recalling Magritte's
suspended rock. This is the tension
that is created between gallery
spaces that appear 1o be carved
from a single block and their
lightress as they hover over the
lobby, The exhibition spaces
themselves are finked together in a
kind of three-dimensional figsaw
puzzle, the design's third
characteristic. Finally, the building's
exieror presents an animated
skin, a collage of transparent
elements that weave into the
galteries’ mass and reveal a texture
of activity and art in constant flux,
thus enlivening the building as
a whole

Unlesldied site studdy |abewe]

Vs [rom pla;

Wiew from West Sixth Stréet and Walrut btrest

Hometnc program detribution
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