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1Introduct ion

In one way or another, all great works of architecture 

WKURXJKRXW�WLPH�HPSOR\�VFLHQFH�ÀFWLRQ��7KH\�LPSORUH�

the mind to reconsider what its senses have just 

transmitted, questioning what has been put before us 

rather than the customary bland sensory experience 

of everyday life in the modern world. While many ar-

chitects believe Architecture’s true success lies in be-

ing a quiet backdrop to life, I believe that architecture 

must stimulate our fantasy and our imagination in or-

der to be relevant. This must not necessarily be loudly 

expressed, so long as it achieves a sense of wonder.

In many ways, in this dissertation I hope to articulate 

DQG�GHÀQH�ZKDW�,�REVHUYH�WKHVH�TXDOLWLHV�WR�EH��DQG�

perhaps discuss the different variations on inspiration 

from fantasy; why the mazes of Catacombs beneath 

an ancient city can be just as awe-inspiring as a large-

scale urban project such as the Pompidou Centre.. 

two very different works and an example of the con-

trast between loud and quiet, despite both being able 

to rouse the senses.

 

6FLHQFH�ÀFWLRQ�KRZHYHU��JRHV�IXUWKHU�WKDQ�MXVW�VWLPX-

lating our senses – it can be used as a way for us 

to understand our feelings towards times other than 

our own, and evaluate what we feel is missing from 

our lives.. that which is then left to pure imagination.

1. 1

OMA - Convention and 

Exhibition Center, Ras 

Al-Khaimah, United Arab 

Emirates
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2Past , Present . . . Future?

All revolutionaries in art and architecture have tested 

the imagination. When Picasso began painting people 

from two perspectives at once, it had never been done 

before nor had it even been conceived. He shook the 

art world by trying something new.. something fresh. 

But Nostalgia is indeed a seductive beast

In Architecture, we have now come upon a period 

in time where major development has halted. Since 

perhaps the beginning of the 20th Century, we have 

become trapped by nostalgia, something which is evi-

dent in more than just architecture. The great archi-

tect Le Corbusier was certainly aware of this growing 

trend in the way the built environment was conceived. 

+LV�HDUO\�ZRUN� LV�WKDW�RI�D�PDQ�GHVSHUDWHO\�ÀJKWLQJ�

to erase the past and create a stunning new future. 

Despite in later years turning toward an architecture 

of atmosphere, material and character, Le Corbusier 

never succumbed to an addiction to the past as many 

of his contemporaries did.

Although the books which are to be found in archi-

tecture libraries and schools throughout the world 

would lead one to believe in a rich process of de-

YHORSPHQW� IURP�RQH�HUD� WR� WKH�QH[W� LQ�PDJQLÀFHQW�

ground-breaking architecture, the reality is an entirely 

different picture. Sadly, this is because the buildings 

and projects which capture our hearts and minds



only count for a tiny percentage of buildings which 

have been built to date. For every Villa Savoye or 

Farnsworth house, there are likely tens of thousands 

bland mundane houses nestled into suburbia. The halt 

in the development of architecture has to do with this 

large percentage of buildings rather than the select 

few we read about and study.

The same era that saw the completion of works such 

as the Rietveld – Schroeder house and other early 

works of modernism also saw neoclassical and Beaux 

Arts buildings continue to come into being – while 

one struggled to create something amazing, extraor-

dinary and new by experimenting with the very no-

WLRQ�RI�À[HG�SODQHV�DQG�PRYDEOH�HOHPHQWV�WKH�RWKHU�

merely continued to replicate the safe choice, which 

is the well trodden path. In many ways, the story of 

Architecture as we like to recall is very like Robert 

Frost’s Poem “The Road not Taken”; it requires a 

daring and inventive mind in order to take the new 

route and venture into the unknown. We must free 

our minds however, if we want any chance of a real 

present at all.

We echo buildings of the past because we are afraid 

of the new and always will be - our generation knows 

nothing else. To use an example closer to home, take 
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the Georgians for instance, and the Architecture they 

brought to cities around Ireland. Nowadays their con-

tribution would be considered extremely radical; to 

wipe clean huge expanses of land and create grids of 

WLG\��ZHOO� SURSRUWLRQHG� EULFN� EXLOGLQJV� VWDQGLQJ� ÀYH�

storeys above what used to be. It must have been 

envigorating to constantly reinvent the present and 

be free from the limitations of history and time itself.

:K\�KDYH�ZH� EHFRPH� VR� À[DWHG�RQ� D� WLPH� WKDW� LV�

not our own? Does it stem from a serious feeling of 

discomfort with modern life? Alain de Botton is of 

the opinion that we fantasise about what is missing 

in our lives’. So for instance, a city dweller in an over-

crowded London might dream of a small rural life in 

the Country; similarly Marie Antoinette dreamt of a 

life away from riches when she spent time in her hum-

ble cottage.1 Does our fondness of the past symbolise 

a civilisation moving into the future far more rapidly 

than we think?

2.1

Marie Antoinette’s rural 

cottage - an example of 

De Botton’s theory
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3Reinvent ing the Background: 

Architecture and the Icon

Every once in a while, I see something which com-

pletely  freezes me in place, and just for one second 

leaves me completely amazed. I recently visited To-

ronto, and toured the city centre in order to see as 

many architectural wonders as possible. I had only 

two days – a short space of time in which to soak up 

such an abundance of culture. But nevertheless I did 

all the things an average tourist might do; walked the 

main streets, ate in famous restaurants ( or simply 

ones we do not have at home ) and of course went 

to see the CN Tower. I walked across the city to see 

a building which I had only ever seen in magazines.. 

something which I didn’t really believe could exist in a 

modern city until I witnessed it myself.

 

$W�ÀUVW��:LOO�$OVRS·V�6KDUS�&HQWUH�IRU�'HVLJQ�VWUXFN�

me as something quite extraordinary. It is perhaps the 

most strange and daring architectural project I have 

HYHU�VHHQ�LQ�WKH�ÁHVK��,�DP�QRW�VXUH�RI�KRZ�LW�ZRUNV�

or whether it functions well as Architecture, but I ad-

PLUHG�LW�VLPSO\�IRU�LWV�6FL�À�TXDOLWLHV�²�WKLV�LV�D�EXLOGLQJ�

which seems to have walked right off the page of an 

$UFKLJUDP�GUDZLQJ��SDXVLQJ�EULHÁ\�LQ�7RURQWR�EHIRUH�

moving off on its travels.

3.1

Will Alsop’s Sharp Centre 

for Design in Toronto
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Toronto is not afraid to embrace uncertainty in order 

WR�VWLPXODWH�RXU�FROOHFWLYH�LPDJLQDWLRQ��'RHV�LW�ÀW�LQ�

with its context? That depends on how one might de-

ÀQH�FRQWH[W��3HUKDSV�LW�ÀWV�LW·V�FRQWH[W�LQ�WKH�ZD\�LW�

achieves something for that particular street, or the 

ZD\�LW�GHÀQHV�WKDW�VSDFH��$UFKLWHFWV�WRGD\�DUH�EHFRP-

ing more and more daring in their waking of society 

from blandness – they are beginning to break from 

the norm, the average, and sometimes the accepted 

in an effort to mould invigorating cities.

I acknowledge that I am more reserved about these 

bold additions than I wish I could be. Buildings by 

architects such as Daniel Libeskind, Zaha Hadid and 

Frank Gehry are revolutionary in that they beckon 

people to wake up and notice architecture, while I 

sometimes wonder if they are simply making a circus 

out of the built environment. I appreciate the effect of 

their creations, but does architecture then ultimately 

cease to exist? Isn’t architecture about the graft re-

quired to makes spaces and environments work and 

combine the  needs of man into a working whole? 

My question to the great minds of architecture today 

is this; can one create imaginative architecture which 

appeals to the mind as well as the eye while respect-

ing the existing grain of cities?

3.2

Daniel Libeskind’s Royal 

Ontario Museum, Toronto

3.3

The initial sketch for the 

building which was done 

on a napkin - something 

rather stereotypical of 

“starchitecture”
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It has become commonplace for so called “starchi-

tects” to boldly stamp their visions on cities by creat-

ing once off buildings which sit as glamorous objects 

next to the carefully knitted fabric of the city – ob-

MHFWV�ZKLFK�IXOÀO�WKHLU�UROH�DV�DUFKLWHFWXUH�LQ�WKH�HI-

fects  and experiences they can give us, but severely 

lack in terms of their ability to weave themselves co-

herently into this fabric.

The Guggenheim in Bilbao by Frank Gehry is just 

one example of an amazing building which seems to 

disregard context. Widely discussed amongst those 

in the world of architecture, it has been described 

by Herbert Muschamp of the New York Times Maga-

zine as a “shimmering, Looney Tunes, post-industrial, 

post-everything burst of American artistic optimism 

wrapped in titanium”. 2 It has done great things for 

the region of Bilbao in creating a new form of “archi-

tectural tourism” and is considered by many to be 

a masterpiece not only for its design but also for its 

resulting impact on the local economy – an impact 

which has given rise to the term, “The Bilbao Effect” – 

an example of just how detrimental an exciting urban 

landscape can be to the success of a city. 3

3.4

The Guggenheim in Bilbao 

by Frank Gehry

3.5

Early conceptual sketch 

of the forms and shapes 

which developed into the 

ÀQDO�GHVLJQ
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Gehry’s work must be lauded for the attention it 

has brought to architecture, it’s boldness in  materi-

als and forms, and certainly the excitement it brings 

by being so refreshingly different. It is utterly disap-

pointing however that his work has been replicated 

to such a high extent. Many of his buildings have this 

exact same materiality of folded sheets of metal in 

distorted form; this establishes his work almost as a 

brand and simultaneously undermines it – how can 

one argue that such varying contexts can or should 

be treated with a similar materiality? If we can create 

striking new spaces while integrating them into their 

settings, the city can grow into a complexity of many 

parts while ultimately remaining one powerful whole.

Architecture is never the act of one man, and the city 

is never the act of one architect. Despite this how-

ever, architects want to create landmark buildings for 

which they will be remembered. Speaking at a recent 

lecture series held in the University of Limerick, ar-

chitect Emilio Ambasz admitted that he does strive to 

create landmark buildings, for without them he would 

not have been here speaking with us today.4 While 

this may be true, we cannot be egotistical and self-

absorbed. Our work must be in making architecture 

in order to enhance it’s setting, rather than 

3.6

The repetition of material-

ity in Gehry’s projects;

Marqués de Riscal Vine-

yard Hotel, Elciego

Frederick Weisman Mu-

seum of Art, Minneapolis

Richard B. Fisher Center 

for the Performing Arts, 

New York

Walt Disney Concert Hall, 

Los Angeles
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contradict a city by making something with a foreign 

sensibility, out of scale and imbalanced, however at-

tractive and appealing an object it may be.

It is these lessons which we must take from Science 

Fiction. In the Imagery of Science Fiction, one sees 

futuristic buildings rising miles into the sky, dazzling 

wonders of metal and glass. But in each depiction one 

senses a great coherency amongst the landscape of 

towers, or sense of a greater order higher than the 

needs of the individual. The power of these depictions 

lies in the way they convey a very distinct image of a 

society which we essentially long for: one in which the 

focus of daily life is on the collective rather than the 

individual. It is this very relationship, this emphasis on 

the collective and power in numbers which Science 

Fiction demonstrates as an important characteristic 

which architecture must inherit. Our cities must be-

come environments which are consistent, and shaped 

by many hands rather than one vision.

3.7

Morpheus’ speech to 

the people of Zion, The 

Matrix, 1999

3.8

Munster supporters in the 

city of Limerick temporar-

ily take over the city’s 

main street during the 

Heineken Cup Final
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4Science f ict ion Architecture

What does it take to make an architecture of science 

ÀFWLRQ�� DQG� KRZ� FDQ�ZH� GHVLJQ� EXLOGLQJV�ZKLFK� DUH�

stimulating today? According to De Botton, we would 

need to create buildings which embodied the missing 

things in our society. 5 However, there are key ele-

ments which nearly all depictions of the future have in 

common… elements which can capture our fantasy 

in one way or another.

Many of these qualities are still to be found in ancient 

architecture; qualities which many working within the 

ZRUOG�RI�VFLHQFH�ÀFWLRQ�DUH�GUDZQ�WR��DQG�LQGHHG��GR�

QRW�ZLVK�WR�VDFULÀFH�LQ�WKH�GLVFRYHU\�RI�D�QHZ�EXLOW�

environment. It is interesting how many portrayals of 

life in a time far from our own share characteristics 

with the environments of our past. Basic elements of 

architecture such as shadow and light, scale, perspec-

tive, order & rhythm; these are things which made the 

architecture of the past so strong. 

When one looks at the Parthenon in Greece, or 

the Pantheon in Rome, they give us the sense that 

they cannot be improved. No conceivable addi-

tion to the Pantheon or Parthenon could stand up 

to the energy in these timeless buildings. They have 

been given strength in the way they were designed 

and appeal to our sense of monumentality, scale and 

4.1

Castle by Patrick Jensen
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light. The Pantheon’s atmosphere is exaggerated in a 

Piranesian fashion in many of the drawings in which 

it features; It takes this enormous volume of space, 

doming majestically as it reaches the very peak, only 

to be punctured by a sphere of light. The building 

makes us feel tiny and acutely aware of scale, while 

creating dramatic shadows and a deep sense of weight 

from far above.

Indeed, the monumentality which many ancient build-

ings display seems to have left the deepest mark on 

the minds of those who try and depict the future. 

There is without doubt a parallel to be drawn be-

tween the gigantic powerful structures of the past 

and those represented in our visions and fantasies of 

the future. However, there are also other elements 

which often feature in these works, elements which I 

ÀQG�WR�EH�DW�WKH�FRUH�RI�6FLHQFH�)LFWLRQ�DQG�WKXV��6FL-

ence Fiction Architecture.

Scale is unquestionably one of these qualities. In Sci-

ence Fiction, we tend to embrace the extreme and 

see a work based drastically on either end of the 

spectrum in terms of scale; either something which 

makes us feel as tiny as a bug, or as large as a giant. 

$IWHU� DOO��ZH� UDUHO\� ÀQG�H[FLWHPHQW� LQ� WKH�RUGLQDU\��

the 1:1.



Antonio Sant’Elia’s La Citta Nuova of 1914 is merely 

one example of this in which the artist creates a bold 

towering vision of the future. In the words of Oli-

ver Hervig, Sant’Elia “adorned his Citta Nuova  with 

monuments to movement: every design an airport or 

a station, every sketch a picture of movement with a 

monorail or elevator; metaphors of modernity that 

have no need of human operators”. 6 Giving some 

sense of its futurist context, Sant’Elia’s work was in-

deed obsessed with movement. It’s form however 

could be likened to many buildings in Roman times; 

where one is intended to be gleaming and pointed, 

the other has a more classical feel. But once one 

wipes away the connotations which materials bring, 

two very similar visions are unveiled; an architecture 

of weight and monumentality, which brings order to 

our chaos and makes us feel how small we are.

Another theme which dominates the realm of science 

ÀFWLRQ�LV�WKDW�RI�UHDOLW\�DQG�IDQWDV\��WKH�UHDO�DQG�WKH�

surreal. As I will later go on to describe, humankind 

has an inherent fascination with reality, stemming 

from the curiosity which naturally hungers inside us. 

This curiosity however can be harnessed with excit-

LQJ� DUFKLWHFWXUH� RU� VFLHQFH� ÀFWLRQ��2I� DOO� WKH�PRVW�

popular books and novels in this genre which have ap-

peared over the course of the last century, reality has 
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become a topic which has become explored more 

and more. Works such as Tron (1982), The Truman 

Show (1998) and The Matrix (1999) show how mod-

ern society is becoming more and more aware and 

interested in the notion of reality. Just as the Second 

World War brought about a response which heavily 

VKRZV�WKH�LQÁXHQFH�RI�0DFKLQHV�DQG�7HFKQRORJ\��WKH�

Age of the IPod has certainly had its impact.  

Time is another aspect which often features as a key 

LGHD�LQ�ZRUNV�ZLWKLQ�WKLV�ÀHOG��:KHWKHU�LW�EH�WUDYHOOLQJ�

through time like the protagonists in the 2001 release 

Donnie Darko or the earlier Back to the Future se-

ries, audiences have expressed a great interest in the 

idea of time. Time is a way for us to record and give 

meaning to our lives. Through the work of scientists 

such as Stephen Hawking, Albert Einstein and Brian 

Greene (who theorises that Space is constantly tear-

ing and repairing on microscopic levels 7 ) we have 

come to learn a great deal about time. But the more 

we learn, the more we realise how little we know, 

which will be sure to keep us interested in the idea 

for a long time to come.

Time however is about more than just understanding 

the universe; the fact that something is extremely old 

and ruinous can often be just as exciting as something 



new and revolutionary. When  Sir John Soane pre-

sented the Bank of England’s governors with three oil 

sketches of the building he had designed, one of them 

depicted it when it would be new, another when it 

would be weathered, and a third as its ruins would 

look like a thousand years onward. 8 Similarly Albert 

Speer’s theory of Ruin Value proposed that beauti-

ful ruins would be left behind long after the current 

generation had come to pass, symbolic of the Nazi’s 

society and greatness just as the ruins of the Romans 

and the Greeks were symbolic of theirs. 9

In Robert Harbison’s The Built, The Unbuilt & The 

Unbuildable, the author likens Richard Rogers’ Lloyd 

building in London to a modern ruin and argues that if 

WKH�DUWLVW�3LUDQHVL�ZHUH�VWLOO�DOLYH���KH�ZRXOG�PRVW�GHÀ-

nitely share his fascination with abandoned industrial 

buildings; a form of ruin in the modern city. 10 Ruins 

speak to us of decay and the natural world and are 

VRPHWKLQJ�ZLWK�ZKLFK�,�ÀQG�WR�EH�LQFUHGLEO\�LQWHUHVW-

ing… perhaps with the same sentiment that the old 

landscape gardeners of Eighteenth Century England 

such as Capability Brown and Humphrey Repton of-

ten tried to create picturesque scenes where before 

stood vast plain meadows. Like a small stream to a 

broad meandering river which has carved its way into 

the ground, the patina of time and human life upon 

objects and landscape is certainly a fascinating notion.
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Le Corbusier was in many instances a timeless archi-

tect. By this I mean that some of his projects appear 

as though they are thousands of years old, while oth-

ers seem to be set in a distant future – one never re-

ally can tell. In Villa Savoye and his early works we see 

the future orientated Le Corbusier, with his dreams 

of high rise, the rectilinear, the cold and the modern. 

In Chandigarh and Ronchamp however, we see the 

work of a changed man, work which sits in the land 

as though it has been left by some ancient civilisa-

tion. What both versions of the  man have in common 

is their engagement with fantasy. Each of Corbusier’s 

designs engage the imagination while formally only 

giving a hint of what time they were set in. Despite 

his prominent work being over almost a century old, 

it still feels as relevant today as it did when It was 

produced,  perhaps even more so now in this uncer-

tain time.

Similarly, Space and astronomy is something which 

PXVW� EH� LQFOXGHG� DV� D� NH\� HOHPHQW� RI� VFLHQFH� ÀF-

WLRQ�VLQFH�FODVVLFDOO\�LW�KDV�EHHQ�GHÀQLWLYH�WR�WKH�UROH�

of the genre. We owe our interest in Space to the 

Great Unknown, the outside world far above and 

beyond us, which we will forever try to but never 

fully understand. Science Fiction speaks of an interest 

LQ�XQGHUVWDQGLQJ�WKLQJV��LQ�FRQWUDVW�ZLWK�ÀFWLRQ��L�H��D�

ZRUN�RI�ÀFWLRQ�VHWV�D�ZRQGHUIXO�VFHQH�IRU�D�IDQWDV\�

4.2

Sir John Soane’s ruin draw-

ing for the proposed Bank 

of England

4.3

Richard Roger’s Lloyd’s 

building, London
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ZRUOG��ZKHUHDV�VFLHQFH�ÀFWLRQ�LV�RIWHQ�LQWHUHVWHG�LQ�

how this world came about. This is crucial to the plot 

of The Matrix, in which the protagonist realises that 

“current” society has been collectively asleep since 

WKH�HDUO\�\HDUV�RI�WKH�7ZHQW\�ÀUVW�FHQWXU\��0DFKLQHV�

have taken over the current world and are keeping 

humans living in an illusion via a program known as 

“the Matrix”.  11 7KLV�GRHV�QRW�PHDQ�WKDW�VFLHQFH�ÀF-

tion is all about space, but it has become so important 

to the genre as a symbol for the curiosity and imagi-

nation with which it is associated.

7HFKQRORJ\� DOVR� IHDWXUHV� KHDYLO\� LQ� VFLHQFH� ÀFWLRQ��

ZKHUHE\�KXPDQNLQG�ÁLUWV�ZLWK�WKH�LPSRVVLEOH�RU�VLP-

ply confronts our own rapid development. It is a re-

occurring theme which again can be associated with 

the curiosity which is inherent in works of this genre. 

7KH�ZRUOGV�ZH�LPDJLQH�ZLWK�VFLHQFH�ÀFWLRQ�DUH�GUD-

matic and tantalising. They remind us of ways in which 

we can give some sense of wonder and awe back 

to the built environment; whether it be by creating 

spaces which makes us feel tiny, or by playing with the 

themes of monumentality, contrast and light. We have 

the opportunity to start creating amazing and desir-

DEOH�DUFKLWHFWXUH��LI�ZH�OHW�VFLHQFH�ÀFWLRQ�OHDG�WKH�ZD\�

and be used not only as a tool for us to understand 



the psychological context of a world undergoing con-

stant change, but as a stimulus for a new approach to 

building an architecture of experience.
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5Cit ies of  the Imaginat ion

London,  Airstrip One, 1984

Orwell’s depiction of a future London in the novel 

1984�FRPSUHKHQVLYHO\�GHÀQHV�G\VWRSLD�²�DQ�RXWORRN�

or view towards the future which became prominent 

LQ�VFLHQFH�ÀFWLRQ�ZRUNV�WKURXJKRXW�WKH�FRXUVH�RI�WKH�

twentieth century. First published in 1949, it marks 

D�YHU\�VSHFLÀF�VWDQGSRLQW�WRZDUGV�VRFLHW\�DQG�WLPHV�

other than our own. Based on Alain de Botton’s theo-

ry of how we fantasise about what is missing from our 

own lives, one could surmise that perhaps Orwell’s 

novel secretly speaks of a writer overwhelmed by the 

ZRUOG�KH�ÀQGV�KLPVHOI�OLYLQJ�²�RQH�ZKLFK�KDV�MXVW�UH-

cently suffered a major World War and has had to 

come to terms with a rapid advancement in machines 

and other developing technologies.

1984 essentially captures the essence of what it 

means to be a prisoner in an unjust and corrupt sys-

tem, which people of that time could arguably relate 

to more than modern day readers. It could be argued 

that the world which Orwell is describing is primar-

ily about totalitarian dictatorship, such as the Soviet 

Union under Stalin and Germany under Hitler… a 

ZRUOG�ZKHUH�SRZHU�LV�VHHQ�DV�́ WKH�FDSDFLW\�WR�LQÁLFW�

unlimited pain and suffering on another human be-

ing”. 12 Interestingly, Orwell takes these experiences 

5.1

Big Brother propaganda 

as depicted in the 1956 

ÀOP�YHUVLRQ�RI�*HRUJH�

Orwell’s 1984
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of society and uses them to create an architectural 

environment with the same impact, translating power 

and authority into a city of oppression. 

By the year 1984, the world has been divided into 

four large sectors, with Oceania situating what was 

once known as North America, South America and 

Great Britain. Formerly referred to as “England”, the 

story takes places in Airstrip One of which London is 

the capital.  13

The Ministry of Truth is just one example of this new 

architecture of authority; an enormous pyramidal 

structure of glittering white concrete rising 300 me-

tres into the air, containing over 3000 rooms above 

ground. On the outside wall are the three slogans of 

the Party: “WAR IS PEACE,” “FREEDOM IS SLAV-

ERY,” “IGNORANCE IS STRENGTH.” There is also a 

large part underground, containing huge incinerators 

where documents are destroyed after they are put 

down memory holes.  14

In order to create an architecture of authority and 

power, Orwell emphasises monumentality, weight 

DQG� VFDOH� LQ� KLV� ÀFWLRQDO� EXLOGLQJV� DQG� IURP� WKHLU�

descriptions in the text, one might be forgiven for 

thinking the author was attempting to describe an 



Albert Speer building during the height of the Nazi’s 

reign. 1984 and Orwell’s future London however do 

not fantasise about what life is missing.. they instead 

channel their fears and predictions about an unnerv-

ing future into a piece of literature which in the end, 

is far more revealing about a society in chaos than 

one might imagine a work of Science Fiction could 

ever be.
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Zion, The Matrix, 1999

When the Wachowski Brothers released the 1999 

Blockbuster The Matrix, they reinvigorated sci-

HQFH�ÀFWLRQ�ZLWK�D�VWRU\�WKDW�OHIW�HYHU\ERG\�LQ�GHHS�

thought. What if the world we live in is not true real-

ity?

Based approximately one hundred years into the fu-

WXUH�� 1HR� ÀQGV� KLPVHOI� EHLQJ� WUDFNHG� E\� D� VWUDQJH�

group of people within a circuit of computer hack-

ers. Upon meeting him, they give him an impossible 

choice; either take the red pill and “see how deep 

the rabbit hole goes” or take the blue pill, and subse-

quently have his memory of their meeting wiped. The 

inquisitive Neo takes the obvious choice; he chooses 

to wake up and see the world today as it really is. 15

Zion is the last human city in a world overrun with 

machines. In the years following the early part of the 

WZHQW\�ÀUVW�FHQWXU\��DUWLÀFLDO�LQWHOOLJHQFH�LQ�PDFKLQHV�

grew to a dangerous point which resulted in a mas-

sive war which the machines won. The machines now 

rule a world so polluted it is in constant darkness 

DQG�XVH�DUWLÀFLDOO\�JURZQ�KXPDQV�DV�DQ�HQHUJ\�VRXUFH�

as all the natural resources on the planet have been 

exhausted. 16

5.2

Zion, last city of human-

kind, The Matrix, 1999
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Zion itself is a machine city, hollowed into the ground 

in order to be as close as possible to the earth’s core 

for heat; the dense smog in the atmosphere above 

ground has become poisonous to the extent that if in-

haled can kill, and has blocked all incoming heat from 

the sun. 17 It is a city of monumentality; of one central 

circular void running deep into the ground, with tiers 

of post-apocalyptic chalet-style villages forming rings 

around this void.

7KLV�ÀOP�LV�D�YLYLG�H[DPSOH�RI�KRZ�ZRUNV�RI�VFLHQFH�

ÀFWLRQ� RIWHQ� WU\� WR� SUHGLFW� WKH� IXWXUH�� 'HVSLWH� HV-

VHQWLDOO\� UHPDLQLQJ� ÀFWLRQ�� PDQ\� HQG� XS� EHLQJ� ZLVH�

predictions based on the current direction in which 

the society of that time is going. As the intense onset 

of technology came following the war, Orwell envis-

aged a dystopia under constant surveillance – not too 

dissimilar to the CCTV cameras which litter every 

major public location in today’s world. Similarly, The 

0DWUL[�ÀQGV�LWVHOI�LQ�D�ZRUOG�LQ�ZKLFK�UHVRXUFHV�KDYH�

completely run out, and machines have become too 

advanced – both estimations which are admirable 

based on society’s standpoint at the time.

5.3

A view down into the 

mechanical generators 

beneath the city 
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The Capitol, The Hunger Games, 2008

Written by author Suzanne Collins, The Hunger 

*DPHV�LV�UDSLGO\�EHFRPLQJ�WKH�QH[W�JUHDW�VFLHQFH�ÀF-

tion work of our generation, and in similar fashion 

to Orwell’s 1984, Collins’ portrayal of society is very 

much a stereotypical image of dystopia. The book has 

a great deal in common with its predecessor not only 

in its content but also in its treatment of architecture 

as a by-product of current cultural values.

The story takes place in Panem, where the United 

States of America once existed. Rather than setting 

the novel in a distant future, Collins chose to base her 

work upon an alternate present, in which the United 

States has been taken over by a totalitarian govern-

ment and broken into twelve small regions through-

out the land after an unknown apocalyptic event. Her 

description of places, are raw, emotive and primal, 

adding to an already original and captivating story.

In Panem, a large rebellion was carried out upon the 

Capitol, the highly advanced metropolis from which 

the Government rule the twelve sectors. After the 

uprising, and as a lesson to all of those who rose 

against them, the Capitol introduces the “Hunger 

Games”; a televised event in which a boy and girl from 

5.4

The Captiol, city of the 

government of Panem
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HDFK�VHFWRU�DUH�SLFNHG�LQ�RUGHU�WR�ÀJKW�WR�WKH�GHDWK�

on national television. 18

The Capitol shares many characteristics with the 

aforementioned London of Airstrip One, as a depic-

tion of a city controlled by a totalitarian style dictator-

ship. It is a city of machines and advanced technology 

which is uniform in its landscape of powerful look-

ing buildings, as opposed to Orwell’s vision in which 

new objects of the Government and Big Brother are 

stamped across the historic city of London.

Can we use such a lucid portrayal of an alternate re-

DOLW\�WR� IXUWKHU�FODULI\�RXU�RZQ"�&DQ�VFLHQFH�ÀFWLRQ�

hold the key to the many unlocked doors which lie 

deep in the shadows of our subconscious?

It is particularly striking that of all the novels in the 

JHQUH�RI�VFLHQFH�ÀFWLRQ�UHOHDVHG�LQ�WKH�WZHQWLHWK�FHQ-

tury, those that have left the deepest mark on our 

collective imagination have been the ones which are 

set in dystopian scenarios of “us” against “them”… 

environments which inevitably force us to come to-

gether and rise against a greater force. Is this perhaps 

an expression of how we deeply long for a connec-

tion with one another, in times where technology is 

making it easier to become further and further apart? 



With a common enemy, we have an excuse for truly 

being a collective once more and engaging in an ex-

citement which lifts us out of our skin, and out of the 

daily complacency of life in the modern world.
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6Imposs ib le Bui ld ings

Part of what it means to be human, is to engage in a 

pursuit for questions to the unanswerable, and dream 

of the impossible. It is in our essence to constant-

ly wonder about what is possible and how we can 

stretch those limitations – our thirst for knowledge 

DQG�LQWHOOLJHQFH�LV�ZKDW�GHÀQHV�XV�

Indeed, it is naturally inherent in us to be curious 

about the impossible; something which often features 

LQ�ZRUNV�RI�IDQWDV\�DQG�VFLHQFH�ÀFWLRQ��,W�LV�FHUWDLQO\�

a prevalent theme in the work of Japanese animation 

DQG�ÀOP�JURXS��6WXGLR�*KLEOL��ZKRVH�ZRUN�RIWHQ�GHDOV�

with an architecture based on fantasy. The Japanese 

VWXGLR� URVH� WR� IDPH�ZLWK� WKHLU� DQLPDWHG�ÀOP��´6SLU-

ited Away” which won an Oscar for Best Animated 

Feature in 2002. Since then they have become tre-

mendously popular in the world of anime for their 

imagination and captivating storytelling. 

Some of their most popular work is situated in the 

overlap between architecture and fantasy; portrayals 

RI�ÁRDWLQJ�LVODQGV�LQ�WKH�VN\�RU�HYHQ�ZDONLQJ�FDVWOHV��

Interestingly however, director Miyazaki has become 

noted for his “apocalyptic” aversion from all accounts 

of modern Japan. As critic Shimizu Yoshiyuki sums it 

up, 



“most of Miyazaki’s work takes place in worlds where 

the systematizing structures and rationalizing pro-

cesses of the modern world have been destroyed and 

a condition of disorder has overturned everything. In 

other words, modern Japan as a narrative site is con-

sistently avoided. It is as if his narrative can only exist 

before modernization or after modernity has been 

destroyed” 19

This stems from a realisation on Miyazaki’s behalf: that 

when something becomes real it often loses what 

PDGH� LW�VR�DSSHDOLQJ� LQ� WKH�ÀUVW�SODFH��EHFRPLQJ�DQ�

imitation of reality rather than an escape from it.

Likewise, in the work of Peter Eisenman, impossibility 

is certainly a point of interest. Eisenman’s peculiar de-

signs are notorious for illogical elements which seem 

to serve no other purpose than that of stimulating 

the users of his buildings. His work is speckled with 

columns which reach for but never quite touch the 

ÁRRU��SULPDU\�VKDSHV�GLVWRUWHG�DQG�FXW��SODQHV�LQWHU-

VHFWLQJ«�DQG�ZKLOH� WKLV�DOO�ZRUNV�ÀQH�DV� VFXOSWXUH��

the contradiction of Eisenman is that he values theo-

ries of space and architecture over the actual user’s 

experience of a building.
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The theme of overcoming impossibility is also ex-

tremely prominent in the woodcuts and lithographs 

of artist M.C. Escher. For example in the lithograph 

print he entitled Relativity one sees people ascending 

stairs in various planes; as though gravity does not 

exist. The artist beckons us to turn our head, and no 

matter which way we look at the image, one surface 

is always somebody’s ground plane.

Another artist working within the spectrum of im-

possibility is Filip Dujardin. Described by some as Es-

cherian, Dujardin uses digital tools to manipulate im-

DJHV�DQG�SRUWUD\�EXLOGLQJV�ZKLFK�VHHP�QRUPDO�DW�ÀUVW�

glance but are actually structurally impossible. Like a 

comment on the work of Escher, Dujardin achieves a 

similar effect to his predecessor, but using a modern 

medium.

It is this fantasy of escape which intrigues us so much 

about impossible buildings; In the world of fantasy we 

DUH�QR�ORQJHU�UHVWULFWHG�DQG�FDQ�ÀQDOO\�IUHH�RXU�PLQGV�

from the rules and laws of the existence we know so 

well. Fantasy allows us to escape, if only momentarily, 

from the rigid frame of life which we inhabit.

6.1

M.C. Escher’s famous 

lithograph print, entitled 

Relativity
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7The Problems of  Real i ty

When works of pure imagination are converted into 

physical objects, the magic is often lost in translation. 

It is therefore interesting to see architects such as 

Zaha Hadid and Peter Cook bridge the gap from a ca-

reer of making “Paper children” as Emilio Ambasz re-

cently described, 20 into a world where their designs 

have to be real and functioning pieces of architecture.

Hadid, among others, is noted for having a long period 

of entirely unbuilt projects up until recent times. Hav-

ing graduated from the Architectural Association in 

London in 1977, she immediately became a Partner 

LQ�5HP�.RROKDDV·�ÀUP��WKH�2�0�$��6XEVHTXHQWO\�DIWHU�

leaving the practice however, she had a series of win-

ning competition entries which were never built. 21 

Hailed as a genius with theoretically groundbreaking 

work, she almost seemed destined to remain a theo-

rist rather than a practicing architect.

Indeed, Hadid is not the only architect whose work 

LV�VR�FRPSOH[�DW�ÀUVW�VLJKW�WKDW�LW�LPPHGLDWHO\�VHHPV�

that construction will be an arduous feat; Daniel Libe-

skind is another architect who could perhaps have 

remained in the realms of the unbuilt before a recent 

surge in the appreciation of both his and Hadid’s style 

of work.



The Jewish Museum in Berlin is certainly a work of 

VFLHQFH�ÀFWLRQ��LW�KDV�EHHQ�VDLG�WKDW�WKH�FRRUGLQDWHV�

on which the geometry of the zigzag lies were taken 

from the locations of buried Jews who died during 

the holocaust; an awe-inspiring concept, which gives 

great meaning to the building. 22 Though undoubtedly 

a thoughtful and receptive piece of architecture, it still 

has a responsibility to function -  because it is real and 

not a work of art or sculpture, it has the responsibil-

ity to cater to the environmental conditions most fa-

voured to human inhabitation and ergonomics. While 

it can be said that this building accomplishes both to 

a satisfying level, more often than not, the work of 

Libeskind can be physically problematic inspite of it’s 

meaningful nature.

In Harbison’s, The Built, The Unbuilt & The Unbuild-

able, the author argues that there are “interesting 

designs which if built would be betrayed by the tech-

niques used to erect them”. 23 Despite the fact that 

many of these buildings have been built, they are un-

dermined in their translation from fantasy into reality. 

Harbison goes on to describe “structures in which 

necessary joints obliterate some sweeping curve 

which was the whole point of the design”; an effort 

to demonstrate how the physical construction of cer-

tain ideas often contradicts the values which we are 

drawn to as an idea. 24
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Can fantasies thus ever really be built? Or must they 

E\�GHÀQLWLRQ�UHPDLQ�XQEXLOW�LQ�RUGHU�WR�SUHVHUYH�WKLV�

sense of awe? In the case of the visionary Etiènne-

Louis Boullée, no constructed piece of architecture 

could possibly live up to the drawings produced for 

the project. As Harbison describes, “Boullée is one 

RI�WKH�PRVW�UHOHQWOHVV�IDEULFDWRUV�RI�LQÀQLWXGHVµ��DQG�

ZLWK� WKH� VXJJHVWLRQ� RI� LQÀQLW\� FRPHV� WKH� FRQWUD-

diction that a built piece will always have an ending; 

something which need not necessarily be described 

in art. 25

Similarly, the great Giovanni Battista Piranesi would 

never have been able to build ruins, as the very idea 

of a ruin requires a building to be hundreds or thou-

sands of years old – something which a new build 

can mimic but not achieve. One building which has 

been noted for precisely this strange phenomena of a 

new building representing the old, is the Best Product 

Stores, Houston Texas by SITE. Playing on the theme 

of decay and ruins, the building does little but create 

an attention-capturing façade, behind which lies no 

different from an ordinary North American super-

market... How disappointed Piranesi would be upon 

seeing such a building.



Upon being commissioned to design the centrepiece 

pavilion of the sixth Swiss national exhibition, New 

<RUN�EDVHG�DUFKLWHFWV�'LOOHU�6FRÀGLR�DQG�5HQIUR�UH-

cently designed what they termed, “The Blur Build-

ing” – a  suspended platform shrouded in a perpetual 

cloud of man - made fog. The concept for this project 

is rooted deeply in fantasy and the desire of man to 

achieve the impossible of passing through a cloud, and 

perhaps living in it. 

The Reality of the project however is that it is merely 

a large machine taking water from the lake and spray-

ing it through nozzles at an extremely high pressure 

in order to simulate the effect of a cloud, while us-

ers pass into the contraption.  26 To venture into this 

building must feel as disappointing as peeling off the 

IDFDGHV�LQ�DQ�ROG�:HVWHUQ�WRZQ�RQO\�WR�ÀQG�D�VWUHHW�

of uniform box buildings – an illusion so fake in its 

execution that it becomes disassociated with the 

concept. 

I’m sure the expo was amazing as a technological feat 

and perhaps for the Niagara falls like experience of 

becoming completely saturated as you journey into 

it’s core, but for the most part it completely denies 

LWV�SRWHQW�IDQWDVLHV�RI�Á\LQJ�WKURXJK�FORXG�DQG�EHLQJ�

in the sky.
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Whether anyone could achieve a modern ruin, or 

a mechanical cloud is beside the point; by trying to 

make a fantasy a reality, we often dilute what attract-

HG�XV�WR�WKH�LGHD�LQ�WKH�ÀUVW�SODFH�

7.1

Filip Dujardin’s impos-

sible buildings as digitally 

manipulated images



56

8Case Studies

Central Park

 

As historian Simon Schama once said, “Landscapes 

are culture before they are nature; constructs of the 

imagination projected onto wood and water and 

rock”.27�$W�ÀUVW�JODQFH�&HQWUDO�3DUN�GRHV�QRW�VWULNH�

RQH�DV�D�ZRUN�RI�VFLHQFH�ÀFWLRQ��EXW�ZKDW�FRXOG�EH�

more radical to one of the most dense cities in the 

modern world than cutting a vast chunk of it away 

RQO\�WR�ÀOO�LW�ZLWK�DGYHQWXURXV�ODQGVFDSHV�DQG�SXEOLF�

spaces? Central Park was not cut from a fabric of sky-

scrapers, but rather evolved with them, the edge and 

contrast getting more severe over time.

Having initially opened in 1857, Central Park was lat-

er expanded by Frederick Law Olmsted and Calvert 

Vaux, who together won a competition to expand 

and improve the existing park. 28 The Park has since 

gone on to become incredibly iconic and has featured 

in a vast amount of media. As Kenneth T. Jackson of 

the New York Historical Society once described it, 

“Central Park is the most important public space in 

the United States”.  28

In Central Park: An American Masterpiece, Sara Ce-

dar Miller describes Central Park as “the living em-

bodiment of nineteenth century American landscape 



 

paintings, particularly those of the Hudson River or 

New York School” 29 before going on to speak of its 

glory despite its inherent contradiction. “Central Park 

in the 1850’s was America’s greatest example of the 

marriage of aesthetics and engineering. In this it has 

always been a glorious paradox: above ground it is a 

designed landscape that copies nature so closely that 

it disguises its own fabrication and, below ground, it is 

DQG�HIÀFLHQW�WHFKQRORJLFDO�V\VWHPµ�30

The Park remedies Manhattan almost like the Yin and 

Yang; The dense overcrowded city opens up in relief 

into a huge stretch of Park, while the Park creates an 

edge of density adjacent to its free space, allowing 

inhabitants to roam from one to the other as they 

like. It captures our fantasy with its sense of scale, 

hidden technology and monumental contrast to the 

rest of the city.
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Maison Bordeaux

In contrast with Central Park, here we see a project 

ZKLFK� LV�TXLWH�YLVLEO\�D�ZRUN�RI� VFLHQFH�ÀFWLRQ��HP-

ploying technology and other elements in order to 

create a futuristic piece of machine architecture. In 

many ways it can be seen as a gesture towards the Vil-

la Savoye by Le Corbusier, and his dreams of a house 

as a “machine for living in”.

The house is situated on a hill overlooking the city 

of Bordeaux, and is a perfect example of a house de-

signed entirely around the needs of it’s inhabitants. 

,Q�������5HP�.RROKDDV�RI�WKH�2IÀFH�IRU�0HWURSROL-

tan Architecture (O.M.A) was commissioned to build 

a residence for the family of a man who was para-

lysed from the waist down after being injured in a car 

crash.31 

Koolhaas responded to his clients’ needs with a fu-

WXULVWLF� PDVWHUSLHFH� RI� VFLHQFH� ÀFWLRQ� DUFKLWHFWXUH��

Author Terence Riley has described the Maison Bor-

deaux as “Perhaps a metaphoric statement rather 

than a functional one”, 32 speaking of it’s essence as 

a piece of architecture and the mechanical lift which 

Koolhaas embedded into the core of this project. The 



 

house itself contains a large elevating platform which 

moves “Like an itinerant room” alongside a “three 

VWRUH\�ZDOO�RI�VKHOYHV��HDFK�KROGLQJ�ERRNV��ÀOHV��DUW-

works, and wine within the husbands easy reach.” 33

This platform, and more generally this house, is the in-

tersection of man and machine; a reoccurring theme 

LQ�VFLHQFH�ÀFWLRQ��.RROKDDV�KLPVHOI�VDLG�RI�WKH�KRXVH�

that the “movement of the elevator continuously 

changes the architecture of the house. A machine is 

its heart” 34 – perhaps a direct reference to Le Cor-

busier’s Villa Savoye, or merely an insight into the me-

chanical fantasies which lie at the core of this work. 
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9Conclus ion

According to the theories of psychoanalyst Jacques 

Lacan, fantasies must remain unrealistic. The moment 

in which a fantasy becomes reality, you cannot want it 

anymore; In order to continue to exist, the objects of 

our desires must be perpetually absent, for we fanta-

sise about fantasy itself rather than the vision we are 

presented with. In essence, the hunt is sweeter than 

the kill. 35

In many ways Lacan’s thoughts echo those of German 

art historian Wilhem Worringer who spoke in rela-

tion to painting, although his theories are equally valid 

for architecture. He theorised that society transfers 

loyalty from one aesthetic mode to another, the de-

termining factor for the new aesthetic being what so-

ciety does not possess enough itself. If this is true for 

art throughout time, is it possible that Architecture 

and society’s view of it may have changed in the exact 

same way?

“Abstract art, infused as it was with harmony, stillness 

DQG�UK\WKP��ZRXOG�DSSHDO�FKLHÁ\�WR�VRFLHWLHV�\HDUQLQJ�

for calm – societies in which law and order were fray-

ing, ideologies were shifting, and a sense of physical 

danger was compounded by moral and spiritual con-

fusion.” 36 Against such a turbulent background, inhab-

itants would experience what Worringer termed “an 



immense need for tranquillity”, and so would turn to 

the abstract, to the patterned baskets or the minimal-

ist galleries of Lower Manhattan”

In contrast, in societies which seemed to have be-

come overly secure and to an extent predictable, 

Alain De Botton describes the emergence of an op-

posing hunger; “citizens would long to escape from 

the suffocating grasp of routine and predictability, 

turning to realistic art to quench their psychic thirst 

and reacquaint themselves with an elusive intensity 

of feeling”. 37

According to De Botton, historians have noted that 

the Western world acquired a taste for the natural 

in all its major art forms during the end of the eight-

eenth century. There was a shift in what was popular 

and indeed what people were becoming enthusiastic 

for; “informal clothing, pastoral poetry, novels about 

ordinary people and unadorned architecture and in-

terior decoration”.  38 These people began to adore 

nature in their art and their literature because nature 

was precisely that which was becoming lost in their 

lives.

Just as Herman Melville’s Moby Dick was a popular 

story in 1851, following the atomic bomb the focus 
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was on stories such as Godzilla (1953), whereby the 

events of our history propelled this new apocalyptic 

thought. Different times produce different strains of 

VFLHQFH� ÀFWLRQ� DQG� SURYLGH� XV� ZLWK� YLHZV� LQWR� RXU�

own collective subconscious. Thus, a society which 

became intensely over-saturated with decoration may 

have relished in Le Corbusier’s ideas of pure function-

alism and radical buildings which stripped away deco-

ration, while recent times have called for more daring 

insertions in the fabric of our cities; new architecture 

which stimulates us and surprises us rather than the 

long favoured idea of a contextual approach to mak-

ing cities. Does the public appreciation for icons and 

loud architectural responses signify a culture in which 

stimulation is becoming harder and harder to come 

by? 

Just as art became a record of a continually changing 

society, depleted on varying things at varying times, 

VFLHQFH�ÀFWLRQ�FDQ�UHYHDO�WKLQJV�DERXW�RXU�SULPDO�UH-

DFWLRQV�WR�DQ\�JLYHQ�FOLPDWH�ZH�ÀQG�RXUVHOYHV�LQ��DQG�

ultimately enable us as architects and thinkers to har-

ness these desires into the built environment, create 

an architecture of experience, and inspire us into the 

ages.

9.1

illustration by Alvim Cor-

réa, from the 1906 French 

edition of H.G. Wells’ War 

of the Worlds







9.2

Personal illustration 

entitled, The Atlas of Sci-

ence Fiction. Here we see 

which works were popular 

during which eras
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It was the retreating glaciers of approximately 
�������%&�WKDWۋ�QDOO\�VHYHUHG�WKH�ODQGPDVV�
from its continental embrace and left us today 
with what we recognise as the island of Ireland. 
Setting in motion a dialogue between man and 
the landscape, through continuing cycles of 
KXPDQ�VHWWOHPHQW�DQG�ODQG�FXOWLYDWLRQ��FUHDW-
ing what we today call a cultured landscape. Its 
PRGHUQ�GD\�FXOPLQDWLRQ�HYLGHQFHG�LQ�RXU�QRZ�
agriculturally dominant landscape. This agricul-
tural scene we associate as being a fundamen-
tal characteristic of the rural Irish landscape. 

7RGD\�IRXUۋ�IWKV�RI�WKH�ODQGPDVV�RI�WKH�LVODQG�
LV�GHYRWHG�WR�DJULFXOWXUH��$�PL[HG�SDWWHUQ�RI�
farming comprising beef, tillage and dairying 
EDVHG�RQ�D�SDVWRUDO�V\VWHP��$�GHۋQLQJ�YLVXDO�
characteristic of this agricultural enterprise 
EHLQJ�WKH�VLJKW�RI�SHUPDQHQWO\�JUD]HG�OLYH-
stock throughout the landscape. Varying sizes 
RI�IDUPV�SURYLGH�WKH�EDVLV�IRU�WKH�GLYLVLRQ�RI�
the country into its agricultural regions. Tillage 
practises occur mainly in dryer north-eastern 
regions. The north-central lowlands special-
L]H�LQ�OLYHVWRFN�SURGXFWLRQ��ZKLOH�WKH�VRXWK-
ZHVW�DQG�QRUWKZHVW�FDWHU�IRU�LQWHQVLYH�GDLU\LQJ�
production.  

6RPH�SHRSOH�ZKHQ�REVHUYLQJ�WKH�UXUDO�ODQG-
VFDSH�RI�WRGD\�PDNH�WKH�PLVWDNH�RI�YLHZLQJ�
it as a ‘natural’ landscape. In reality, the rural 
ODQGVFDSH�ZH�VHH�WRGD\�LV�LQ�IDFW�DQ�DUWLۋFLDO

Chapter 1

The Fundamental Characteristics of 
the Rural Irish Landscape,  
and the current state of play. 
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Chapter 1

landscape, the cultured landscape mentioned 
earlier. It was the Metholithic hunters of ap-
proximately nine thousand B.C., that were the 
�UVW�WR�LQWHUDFW�ZLWK�WKH�ODQGVFDSH��0RVW�RIۋ
their foraging was carried out from the rich and 
SOHQWLIXO�UHVRXUFHV�RI�WKH�VHD��ODNHV�DQG�ULYHUV��
resulting in minimal disturbance to the blanket 
forest conditions that characterised the existing 
QDWXUDO�ODQGVFDSH�RI�WKH�WLPH��)LYH�WKRXVDQG�
years later it would be the Neolithic immigrant 
VHWWOHUV�ZKR�ZRXOG�HVWDEOLVK�WKHۋ�UVW�HDUO\�
forms of an agricultural economy, in the rear-
LQJ�RI�OLYHVWRFN�DQG�WKH�FXOWLYDWLRQ�RI�FHUHDOV��
$�VHWWOHG�DQG�RUGHUHG�ODQGVFDSH�GLFWDWHG�WKH�
�HG�ERXQGDULHV]ۋ�UVW�IRUHVW�FOHDUDQFHV��DQGۋ
ZHUH�LQWURGXFHG��,Q�UHFHQW�WLPHV��WKH�GLVFRYHU\�
RI�DQ�H[WHQVLYH�IDUPHG�ODQGVFDSH�XQHDUWKHG�
IURP�XQGHU�D�ERJ�DW�&HLGHۋ�HOGV�LQ�&R��0D\R�
GLVSOD\HG�HYLGHQFH�RI�SDVWRUDO�JUD]LQJ�DOO�\HDU�
URXQG�WKDW�ZDV�WKH�SUHYDLOLQJ�FRQGLWLRQ�DW�WKH�
WLPH��(DUO\ۋ�HOG�SDWWHUQV�ZHUH�DOVR�XQHDUWKHG�
made up of stone walled boundaries.  

Early farmers continued to settle across the is-
land, but basic technology required the lighter 
VRLOV�RI�WKH�XSODQG�PDUJLQV�ZKHUH�IRUHVW�FRYHU�
ZDV�WKLQQHU�DQG�GUDLQDJH�FRQGLWLRQV�EHWWHU��$V�
time progressed so too did technological ad-
YDQFHV��WKHۋ�UVW�VLJQLۋFDQW�FKDQJHV�DSSHDULQJ�
WKURXJK�WKH�%URQ]H�$JH��IROORZHG�E\�WKH�,URQ�
$JH��DQG�RQ�WKURXJK�WKH�PHGLHYDO�SHULRG��,Q-
FUHDVHG�SRSXODWLRQ�DQG�FXOWXUDO�DGYDQFHPHQWV�
VDZ�WKH�GHWHULRUDWLRQ�LQ�QDWXUDO�IRUHVW�FRYHU��
heath and blanket bog replacing woodland that 
IDLOHG�WR�UHMXYHQDWH��$Q�HYHU�HQFURDFKLQJ�FXO-
WXUHG�ODQGVFDSH�DQG�LQFUHDVHG�OLYHVWRFN�JUD]-
ing hastened the demise of the natural forest. 

$OWKRXJK�EOLSV�LQ�WKH�HYROXWLRQ�RI�WKH�ODQG-
scape managed to halt the disappearance of 
WKH�QDWLYH�ZRRGODQG�FRYHU��LQ�VRPH�LQVWDQFHV�
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D�UHGXFWLRQ�RYHU�VHYHUDO�FHQWXULHV�HYHQ�SHUPLW-
ted the replenishment of the natural forest in 
VRPH�SDUWV�RI�WKH�ODQG��%XW�WKH�HYHQWXDO�UHWXUQ�
and extension of settlement dispersal and land 
FOHDUDQFH�ZRXOG�HYHQWXDOO\�UHQGHU�WKH�GHIRU-
HVWDWLRQ�RI�WKH�ODQGVFDSH�SHUPDQHQW��)�+�$��
$DOHQ·V�FRPPHQWDU\�RQ�WKH�WUDQVIRUPDWLRQ�RI�
WKH�ODQGVFDSH�RYHU�WKH�ODVW�WZHOYH�WKRXVDQG�
\HDUV�FRQFOXGHV��´7KHUH�LV�QR�VLPSOH�QDUUDWLYH�
RI�D�SULVWLQH�ZRUOG�SURJUHVVLYHO\�GHJUDGHG�E\�
human interference, no edenic green garden of 
,UHODQG�WR�ZKLFK�ZH�FRXOG�DOO�UHYHUW�LI�RQO\�ZH�
EHKDYHG�PRUH�VHQVLEO\µ�1��,Q�FRQۋUPDWLRQ�RI�
SHRSOHV�PLVFRQFHLYHG�LGHDV�RI�ZKDW�WKH\�EH-
OLHYH�WR�EH�WKH�QDWXUDO�UXUDO�,ULVK�ODQGVFDSH��KH�
makes the point that many characteristics we 
see today in the landscape, “from bogs to beech 
trees, from rabbits to donkeys, from potatoes 
WR�SKHDVDQWVµ2  are, as a matter of fact surpris-
LQJO\�´UHFHQW�KXPDQ�LQWUXVLRQVµ3.  

The established settlements of this “human In-
WUXVLRQµ�IRUPHG�D�IXQGDPHQWDO�SDUW�RI�RXU�UXUDO�
landscape through history and to the present 
GD\��$JULFXOWXUDO�EXLOGLQJV�VXFK�DV�IDUPKRXVHV��
outhouses, creameries and associated produc-
tion buildings, along with the public buildings 
of schools, shops, churches, pubs and halls, 
form some of the most recognisable compo-
nents of the rural Irish landscape. They are 
the most “architecturally ambitious and larg-
est rural buildings “ and because they are the 
oldest and largest structures in the landscape, 
´FUHDWH�D�VHQVH�RI�FRQWLQXLW\�DQG�GHSWKµ�$DOHQ�
LQIRUPV�XV��,W�LV�WKLV�GLVWLQFWLYH�FRPELQDWLRQ�RI�
farmyards and outhouses, dwelling houses and 
�HOGV��WKDW�SURYLGHV�DQ�LQVWDQWO\�UHFRJQLVDEOHۋ
component of the rural Irish landscape, a fun-
damental characteristic of the landscape. 

���)�+�$��$DOHQ�´6\QWKHVLV�RI�
+DELWDW�DQG�+LVWRU\µ�$WODV�
of The Irish Rural Land-
VFDSH��&RUN�8QLYHUVLW\�3UHVV�
2011) 21.

���)�+�$��$DOHQ�´6\QWKHVLV�RI�
+DELWDW�DQG�+LVWRU\µ�$WODV�
of The Irish Rural Land-
VFDSH��&RUN�8QLYHUVLW\�3UHVV�
2011) 21.

���)�+�$��$DOHQ�´6\QWKHVLV�RI�
+DELWDW�DQG�+LVWRU\µ�$WODV�
of The Irish Rural Land-
VFDSH��&RUN�8QLYHUVLW\�3UHVV�
2011) 21.
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Of the recent new buildings that inhabit to-
GD\·V�UXUDO�ODQGVFDSH�DSSUR[LPDWHO\�RQO\ۋ�YH�
SHU�FHQW��VRXUFH�5�,�$�,��������GLVSOD\�WKH�
DUFKLWHFWXUDO�DPELWLRQ�WKDW�$DOHQ�WDONV�DERXW��
Such architectural solutions display clearly, a 
sympathetic and considered approach to their 
surroundings, with appropriate use of scale, 
size, and massing. They interpret and respect 
traditional building techniques, materials and 
crafts. Siting and orientation is dealt with in 
equal consideration. Such examples present 
as modern day descendants of a past tradi-
WLRQ��7KH�GHYHORSPHQW�RI�PRGHUQ�GD\�PDWHULDOV�
such as glass, steel and concrete has allowed 
for modern contemporary design solutions that 
still employ the principals of the best of what 
ZHQW�EHIRUH��EXW�VSHDN�YHU\�PXFK�RI�WKH�FXU-
rent age. Such forward thinking examples are 
LQ�VWDUN�FRQWUDVW�WR�WKH�RYHUZKHOPLQJ�PDMRULW\�
of corresponding buildings that share the same 
landscape. Buildings that increasingly display 
the complete opposite, and appear increasingly 
alienated from the landscape. 

3RVLWLYH�DUFKLWHFWXUDO�VROXWLRQV�VKRZ�ZKDW�FDQ�
EH�DFKLHYHG�WKURXJK�WKH�FRQWURO�ZKLFK�GHVLJQ�
DOORZV��'HVLJQV�WKDW�HQULFK�WKH�OLYHV�RI�WKH�RF-
cupier, while offering a lifestyle of choice and 
TXDOLW\��$V�$ODLQ�GH�%RWWRQ�VWDWHV�LQ�KLV�FKDQ-
QHO���GRFXPHQWDU\�´7KH�3HUIHFW�+RPHµ�EDVHG�
RQ�KLV�ERRN�E\�WKH�VDPH�QDPH��1RY���������
´$�JRRG�EXLOGLQJ�VKRXOGQ·W�EH�VKXWWLQJ�XV�RII�
from reality, it should in some way mediate 
between the inner world and the outer world 
as it actually is. The point of our buildings is to 
UHFRQFLOH�XV�WR�WKH�IDFWV�RI�RXU�OLYHVµ��'H�%RW-
ton’s statement highlights a basic right, that 
WKH�SULQFLSOHV�RI�JRRG�GHVLJQ�VKRXOG�EH�DYDLO-
able to all. 

Chapter 1



Page:79

People all too frequently reconcile architecture 
in simple terms such as ‘the design of build-
LQJV·��EXW�DUFKLWHFWXUH�LQYROYHV�IDU�PRUH�WKDQ�
just the design of objects. 

The opening paragraphs of this essay outline 
the settlement history of the island. The peo-
ple of those times made their way through the 
landscape, deciding on a certain location to 
stop at, to settle in, and in doing so establish a 
SODFH��7KH�PDNLQJ�RI�Dۋ�UH��WKH�PDNLQJ�RI�IXHO�
stores, of places to sit, of places to rest, these 
VLPSOH�DFWLRQV�IRUPHG�WKH�HDUOLHVW�HYROXWLRQ�
of the house. The people began to organise 
their surroundings into an assortment of places 
IRU�D�YDULHW\�RI�GLIIHUHQW�XVHV��7KH�SUDFWLVH�RI�
architecture in its simplest most basic form, 
WKH�LGHQWLۋFDWLRQ�RI�SODFH��WKH�JHQHULF�FRUH�
of architecture. Thousands of years later, the 
SULQFLSDOV�DQG�REMHFWLYHVۋ�UVW�WHVWHG�E\�WKHVH�
ancestors remain the same. Places are proposed 
by the designer, and places are created and 
adapted by the user. Good design dictates that 
places proposed should be in accordance with 
WKH�SODFHV�XVHG��$V�6LPRQ�8QZLQ�SXWV�LW��´$W�
LWV�UXGLPHQWDU\�OHYHO��DUFKLWHFWXUH�GHDOV�QRW�LQ�
DEVWUDFWLRQV�EXW�ZLWK�OLIH�DV�LW�LV�OLYHG��DQG�LWV�
IXQGDPHQWDO�SRZHU�LV�WR�LGHQWLI\�SODFHµ4
,W�LV�RQO\�WKURXJK�WKH�LGHQWLۋFDWLRQ�RI�SODFH�E\�
SRVLWLYH�DUFKLWHFWXUDO�UHVSRQVHV��WKDW�ZH�FDQ�
EHJLQ�WR�UHQHZ�RXU�UXUDO�EXLOW�HQYLURQPHQW�

���6LPRQ�8QZLQ�´$UFKL-
WHFWXUH�DV�LGHQWLۋFDWLRQ�RI�
SODFHµ�$QDO\VLQJ�$UFKLWHF-
ture (The Cromwell Press, 
Wiltshire, UK .Third edition 
2009) 30.
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Chapter 2

The cultured landscape of the past

7KH�FXOWXUDO�ODQGVFDSH�RI�WKH�SDVW�GHYHORSHG�
RYHU�OHQJWK\�SHULRGV�RI�WLPH��$V�)�+�$��$DOHQ�
LQIRUPV�XV�LQ�´6\QWKHVLV�RI�+DELWDW�DQG�+LVWRU\µ���
´DQ�LQIRUPDO�YHUQDFXODU�ODQGVFDSH�WRRN�VKDSH�
LQ�WKH�IRUP�RI�IDUP�DQGۋ�HOG�WKDW�SURYLGHG�WKH�
EDVLF�QHFHVVLWLHV��VKHOWHU��D�OLYHOLKRRG��WKH�HP-
ployment of local skills, traditions, and materi-
DOV��7KH�UXUDO�ODQGVFDSH�ZDV�YLHZHG�LQ�VLPSOH�
WHUPV�DV�UHیHFWLQJ�QHFHVVLW\��WKH�SURGXFW�RI�D�
rural community adjusting to its habitat, adapt-
LQJ�WR�LWV�VSHFLۋF�QHHGVµ5.  Such identifying 
FKDUDFWHULVWLFV�RI�WKH�ODQGVFDSH�GLG�QRW�HYROYH�
IURP�D�XQLۋHG�GHVLJQ�EXW�LQVWHDG��´IURP�D�
VHQVLWLYH�DQG�FRQVLGHUHG�DGDSWLRQ�WR�WKH�ODQG��
The resulting ‘sense of place’ is organic, pro-
duced by the balance between natural back-
JURXQG�DQG�RYHUO\LQJ�FXOWXUDO�IHDWXUHVµ6.  This 
balance generated lasting elements, resulting 
IURP�WKH�SUDFWLFDO�QHHGV�RI�D�GHۋQHG�SHRSOH�LQ�
D�GHۋQHG�SODFH��´6XFFHVVIXO�DGDSWDWLRQV��VXFK�
DV�YHUQDFXODU�EXLOGLQJ�VW\OHVۋ��HOG�SDWWHUQV�DQG�
ODQG�XVH��ZHUH�WUDQVPLWWHG�E\�WUDGLWLRQµ7.  This 
organic approach was employed in the cor-
responding buildings that would coalesce with 
WKH�VXUURXQGLQJ�ODQGVFDSH��ۋJ�����$DOHQV�RE-
VHUYDWLRQV�LQIRUP�XV�WKDW��KRXVH�VW\OHV�HYROYHG�
VORZO\��DV�DGDSWDWLRQV�WR�WKH�ORFDO�HQYLURQPHQW�
DQG�HFRQRP\��´'LVWLQFWLYH�IRUPV�WUDQVPLWWHG�DV�
part of a communal tradition. What people call 
¶9HUQDFXODU�$UFKLWHFWXUH·�LV�D�WHUP�QRZ�DVVRFL-
DWHG�ZLWK�WKHVH�UXUDO�W\SHV�RI�EXLOGLQJVµ8.  

Until the recent century, the rural buildings of 
Ireland displayed long established considera-

���)�+�$��$DOHQ�´6\QWKHVLV�RI�
+DELWDW�DQG�+LVWRU\µ�$WODV�
of The Irish Rural Land-
VFDSH��&RUN�8QLYHUVLW\�3UHVV�
2011) 6.

���)�+�$��$DOHQ�´6\QWKHVLV�RI�
+DELWDW�DQG�+LVWRU\µ�$WODV�
of The Irish Rural Land-
VFDSH��&RUN�8QLYHUVLW\�3UHVV�
2011) 6.

���)�+�$��$DOHQ�´6\QWKHVLV�RI�
+DELWDW�DQG�+LVWRU\µ�$WODV�
of The Irish Rural Land-
VFDSH��&RUN�8QLYHUVLW\�3UHVV�
2011) 6.

���)�+�$��$DOHQ�´&RPSR-
nents of the Irish Landscape 
��+RXVHVµ�$WODV�RI�7KH�,ULVK�
Rural Landscape (Cork Uni-
YHUVLW\�3UHVV�����������
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Fig 1.
Rural buildings as part of  
the landscape
(Photo Colm Bradley)

Fig 2.
7\SLFDO�YHUQDFXODU�FRWWDJH��
$WKHD��&R��/LPHULFN
(Photo Colm Bradley)

WLRQV��7KH�SURYLVLRQ�RI�VKHOWHU��RI�EOHQGLQJ�ZLWK�
WKH�ODQGVFDSH��5HJLRQDO�YDULDWLRQV�H[LVW��DOO�EH�
it with what may be classed as minor nuances 
dependant on proximity to the coast, domi-
QDQW�SUHYDLOLQJ�ZLQGV�RU�PRUH�VKHOWHUHG�LQODQG�
locations. “Ireland’s rural buildings are most 
closely associated with its Celtic neighbours 
Wales, Cornwall, and most notably Scotland. 
Similarities exist with dwellings in northern 
and western parts of England, and with the 
UXUDO�EXLOGLQJV�RI�WKH�$WODQWLF�IULQJH�VWUHWFKLQJ�
IURP�*DOLFLD�LQ�WKH�VRXWK�WR�6FDQGLQDYLD�LQ�WKH�
QRUWKµ9. 

$DOHQ�VHWV�RXW�KLV�GHVFULSWLRQ�RI�ZKDW�FRQVWL-
WXWHV�WKH�YHUQDFXODU�KRXVH�RI�UXUDO�,UHODQG���ۋJ�
2).  “It consists of a modest single storey, with 
thatched roof, and simple rectangular plan, one 
room in width, with each room opening into 
the next without a central hall or passageway. 
Structurally, the houses apply simple rules; the 
roof supported by the exterior walls, not by in-
ternal posts or pillars, with local materials used 
for the construction, stone or mud for walls, 
cereal straw or rushes for the thatch, timber 
for the roof frame. Windows and entrances are 
placed on the longest sides of the plan, rarely 
RQ�WKH�JDEOH�ZDOOVµ10.  Such houses display a 
VWURQJ�UDWLR�RI�VROLG�WR�YRLG��PDVRQU\�WR�RSHQ-
ings in appearance, with small apertures denot-
ing the openings. In some areas the custom of 
ZKLWH�ZDVKLQJ�WKH�ZDOOV�DGGV�D�YLVXDO�GLPHQ-
sion, acting like a signature upon the domi-
nant green and brown backdrop of the natural 
ODQGVFDSH��´7KHVH�KRXVHV�UHFRUG�DQG�UHYHDO��
KRZ�WKH�PDMRULW\�RI�SUHYLRXV�JHQHUDWLRQV�RI�
,ULVK�SHRSOH�OLYHG�ZLWKLQ�WKH�UXUDO�ODQGVFDSH��WKH�
dwelling place being among the most central, 
GXUDEOH�DQG�HYRFDWLYH�RI�FXOWXUDO�DUWHIDFWVµ11.   
The use of good proportions and a consid-
HUHG�DSSURDFK�WR�WKH�VXUURXQGLQJ�HQYLURQPHQW�

���)�+�$��$DOHQ�´&RPSR-
nents of the Irish Landscape 
��+RXVHVµ�$WODV�RI�7KH�,ULVK�
Rural Landscape (Cork Uni-
YHUVLW\�3UHVV�����������

������)�+�$��$DOHQ�´&RPSR-
nents of the Irish Landscape 
��+RXVHVµ�$WODV�RI�7KH�,ULVK�
Rural Landscape (Cork Uni-
YHUVLW\�3UHVV�����������

����)�+�$��$DOHQ�´&RPSR-
nents of the Irish Landscape 
��+RXVHVµ�$WODV�RI�7KH�,ULVK�
Rural Landscape (Cork Uni-
YHUVLW\�3UHVV�����������
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DFKLHYHV�D�EDODQFH�WKDW�RIIHUV�DHVWKHWLF�DSSHDO��
DQG�IRUPV�D�GLVWLQFWLYH�FKDUDFWHULVWLF�RI�WKH�UX-
UDO�ODQGVFDSH��7KH�WUDGLWLRQ�RI�YHUQDFXODU�EXLOG-
LQJV�RI�WKH�UXUDO�ODQGVFDSH��$DOHQ�FRQFOXGHV��
´HQGXUHV�DV�D�ULFK�OHJDF\��VWLOO�DYDLODEOH�ERWK�DV�
D�PRGHO�DQG�DQ�LQVSLUDWLRQ�IRU�WKH�IXWXUHµ12. 

Chapter 2

����)�+�$��$DOHQ�´&RPSR-
nents of the Irish Landscape 
��+RXVHVµ�$WODV�RI�7KH�,ULVK�
Rural Landscape (Cork Uni-
YHUVLW\�3UHVV����������
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Chapter 3

The cultured landscape of the 
present

In looking at the cultured landscape of today 
ZH�VHH�WKDW�XQWLO�WKH�UHFHQW�´&HOWLF�7LJHUµ�\HDUV�
changes to the rural landscape were com-
SDUDWLYHO\�XQGHUVWDWHG��/DQG�XVH�ZDV�UHODWLYHO\�
stable throughout the twentieth century, with 
OLYHVWRFN�DQG�SHUPDQHQW�JUDVVODQGV�GRPL-
nating, ensuring landscape continuity in the 
SURFHVV��)RUHVW�FRYHU�H[SDQGHG�DOO�EH�LW�LQ�
UHODWLYHO\�ORZ�OHYHOV�E\�FRUUHVSRQGLQJ�(XURSHDQ�
statistics, but recent promotion of afforestation 
KDV�KDG�D�VLJQLۋFDQW��DQG�DW�WLPHV�FRQWURYHUVLDO�
impact upon the landscape. The transformation 
of the rural landscape, accelerated since the 
1960’s through farm consolidation and intensi-
�FDWLRQ�RI�JUDVVODQG�IDUPLQJ�KDV�KDG��DV�.HYLQۋ
Whelen notes, “an impact on associated rural 
buildings, affecting their style, scale and sit-
ing and also altering the layouts of farmyards, 
 HOGV��DQG�LQIUDVWUXFWXUHµ13.  The pace of suchۋ
change skyrocketed during the recent “Celtic 
WLJHUµ�\HDUV�
with the unprecedented housing boom that 
fundamentally transformed the rural landscape 
�J�����DLGHG�DQG�DEHWWHG�E\�WKH�FRQVWUXFWLRQۋ�
RI�QXPHURXV�QHZ�URDGV�WR�IDFLOLWDWH�DQ�HYHU�
increasing car dependant lifestyle. 

,Q�WKH�SHULRG�EHWZHHQ������DQG������RYHU�KDOI�
D�PLOOLRQ�QHZ�KRPHV�ZHUH�EXLOW�DQG�WKH�DYHUDJH�
price of a new home tripled. (Central Statistics 
2IۋFH��DUFKLYH���%\�������DOPRVW�WZR�WKLUGV�RI�
the population of the country was urbanised. 

����.HYLQ�:KHOHQ�´7KH�
&KDOOHQJH�RI�&KDQJHµ��´)DF-
LQJ�WKH�IXWXUHµ�$WODV�RI�7KH�
Irish Rural Landscape (Cork 
8QLYHUVLW\�3UHVV�����������
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$V�.HYLQ�:KHOHQ�GHVFULEHV�LW�´5XUDO�,UHODQG�
receded from the country’s daily conscious-
QHVVµ14. Today in 2012, a staggering statistic 
unmatched anywhere else in the world informs 
us that one third of all houses in the Republic 
RI�,UHODQG�KDYH�EHHQ�EXLOW�VLQFH�������ZLWK����
per cent of homes owner occupied – the high-
HVW�UDWH�LQ�WKH�ZRUOG���&HQWUDO�6WDWLVWLFV�2IۋFH�
�������7KHVH�VWDWLVWLFV�VHUYH�WR�KLJKOLJKW�WKH�
recent internalised cultural preference for own-
ing ones own home.

This preference can be assessed as follows, 
´0DQ\�QHZ�KRXVHKROGHUV�VHHN�WR�OLYH�FORVH�WR�
where they grew up, and many grew up in the 
countryside, if not in the open countryside, in 
VPDOO�WRZQV�DQG�YLOODJHV�FORVH�WR�WKH�FRXQWU\-
side. Many urban people too, are only one or 
WZR�JHQHUDWLRQV�UHPRYHG�IURP�WKHLU�IRUEHDUHUV�
LQ�UXUDO�DUHDVµ15��7KHUH�DUH�HFRQRPLF�DGYDQWDJ-
es to rural one off houses compared to urban 
HTXLYDOHQWV��´)RU�EX\HUV��WKH�FRVW�RI�RQH�RII�
housing is usually much less than urban hous-
ing. For sellers, sales of sites with planning 
SHUPLVVLRQ�FDQ�EH�D�XVHIXO�VLGH�HDUQHUµ16��$OVR�
IRU�PDQ\��WKH�GHFLVLRQ�WR�OLYH�LQ�WKH�FRXQWU\VLGH�
LV�YHU\�PXFK�D�OLIHVW\OH�FKRLFH��7KH�FRXQWU\VLGH�
LV�SHUFHLYHG�WR�RIIHU�D�PRUH�QDWXUDO��OHVV�FOXW-
WHUHG��KHDOWKLHU�DQG�VDIHU�HQYLURQPHQW�WKDQ�
LWV�XUEDQ�HTXLYDOHQW��HYHQ�WKRXJK�SHRSOH�DUH�
DZDUH�WKDW�GLVWDQFHV�WR�VHUYLFHV�DQG�WKH�ZRUN�
place can be a drawback, it is generally ac-
FHSWHG�WKDW�WR�OLYH�LQ�WKH�FRXQWU\VLGH�PHDQV�
RQH�PXVW�KDYH�DFFHVV�WR�WUDQVSRUW��WKH�PRVW�
reliant of which being one’s own car. Today, 
ownership of the car is considered an essential 
FRPSRQHQW�WR�OLYLQJ�LQ�WKH�FRXQWU\VLGH��6XFK�
UHDVRQV�DV�RXWOLQHG�DERYH��VHUYH�WR�FRQۋUP�WKH�
high demand for one off houses in rural Ire-
land and highlight a section of society’s desire 
to maintain a link with the land. But for all the 

Chapter 3

Fig 3 & 4
Legacy of the ‘Celtic Tiger’
: Urban style housing estates 
LQ�UXUDO�YLOODJHV��DQG�DEDQ-
GRQHG��XQۋQLVKHG�
housing.
(Photo’s Colm Bradley)

����.HYLQ�:KHOHQ�´7KH�
&KDOOHQJH�RI�&KDQJHµ��´)DF-
LQJ�WKH�IXWXUHµ�$WODV�RI�7KH�
Irish Rural Landscape (Cork 
8QLYHUVLW\�3UHVV�����������

15. “Planning analysis of 
5XUDO�2QH�2II�+RXVLQJµ�
Limerick County Council 
&RXQW\�'HYHORSPHQW�3ODQ�
2009. 27.

16. “Planning analysis of 
5XUDO�2QH�2II�+RXVLQJµ�
Limerick County Council 
&RXQW\�'HYHORSPHQW�3ODQ�
2009. 27.
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desire to maintain a link with the land the new 
buildings of this recent period appear more and 
more alienated from it. 

The legacy of this period sees many additions 
to the landscape completely at odds with their 
location employing poor use of scale, style, 
VLWLQJ��DQG�FKRLFH�RI�PDWHULDOV��ۋJ�����0DQ\�
dwellings display a lack of consideration or 
appropriateness to the surrounding landscape, 
and the abandonment of traditional techniques. 
Traditional skills and craftsmanship jettisoned 
LQ�H[FKDQJH�IRU�VSHHGLHU��SURۋW�GULYHQ�
construction.

/LWWOH�DWWHPSW�KDV�EHHQ�PDGH�WR�SUHVHUYH�DQG�
enhance our older indigenous buildings of the 
ODQGVFDSH��EXLOGLQJV�WKDW�IRUP�D�YHU\�GLVWLQF-
WLYH�EXLOW�KHULWDJH��´$�KHULWDJH�DV�LPSRUWDQW�
to our cultural identity as our language music 
DQG�OLWHUDWXUHµ17.  In many cases these build-
LQJV�KDYH�EHHQ�KDVWLO\�GLVFDUGHG��ۋJ������3HWHU�
%ODFN��DUFKLWHFWXUDO�FRQVHUYDWLRQ�RIۋFHU�ZLWK�
Kildare County council, outlines recent attitudes 
to such buildings.  “The modest farm buildings, 
which are integral to our landscape, embody 
WKH�FXOWXUDO�YDOXHV�DQG�VRFLDO�KLVWRU\�RI�SDVW�
generations and are unfortunately frequently 
DVVRFLDWHG�ZLWK�DQ�HUD�RI�JUHDW�SRYHUW\�DQG�RI�
diminished society. These farm buildings as a 
UHVXOW�KDYH�OLWWOH�FXOWXUDO�RU�DUFKLWHFWXUDO�YDOXH�
attached to them. This lack of awareness of the 
DUFKLWHFWXUDO�DQG�KLVWRULFDO�VLJQLۋFDQFH�RI�PDQ\�
farm buildings is a contributing factor to the 
pattern of abandonment that can be witnessed 
WKURXJKRXW�WKH�FRXQWU\�µ18 

Fig 5
Typical ‘one off’ housing 
with no relationship to the 
landscape
(Photo’s Colm Bradley)

Fig 6
Suburban style housing 
county Monaghan. The 
ROGHU�YHUQDFXODU�KRXVH�OLHV�
discarded to the right of the 
picture.
�3KRWR�&RXUWHV\�RI�$WODV�RI�
the Rural Irish Landscape)

����´,QWURGXFWLRQµ�&RUN�5X-
ral Design Guide: Building a 
new house in the country-
side. (Cork County Council 
2003) 7

18. Laura Bowen & Nicki 
0DWWKHZV��´)RUZDUGµ�3HWHU�
Black,  Reusing Farm Build-
LQJV��$�.LOGDUH�3HUVSHFWLYH�
(Kildare County Council 
2005) 8.
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+LVWRULFDO�DUFKLWHFWXUDO�DZDUHQHVV�DQG�VLJQLۋ-
FDQFH��ZDV�YHU\�PXFK�WR�WKH�IRUH�LQ�WKH�WKLQN-
LQJ�RI�WKH�DUWV�DQG�FUDIWV�PRYHPHQW�LQ�(QJODQG�
in the late 19th century. Its ideals of that period 
DUH�UHOHYDQW�WR�RXU�RZQ�UXUDO�ODQGVFDSH�RI�
today. William Morris, one of its leading lights, 
FKDPSLRQHG�WKH�FDXVH�DV�3HWHU�'DY\�VXJJHVWV��
for “an architecture that would grow unself-
consciously from its surroundings catering for 
WKH�QHHGV�RI�RUGLQDU\�SHRSOHµ���'DYH\�KLJK-
lights Morris’s own quote from “The prospect 
RI�DUFKLWHFWXUHµ�ZKLFK�RXWOLQHV�WKH�PRYHPHQWV�
thinking regarding existing rural conditions of 
the time. “If the old cottages and barns and the 
like are kept in good repair from year to year 
�J������WKH\�ZLOO�QRW�QHHG�WR�EH�SXOOHG�GRZQۋ�
WR�JLYH�SODFH�HLWKHU�WR�UHG�EULFN��EOXH�VODWHG�
man-sty, or the modern tudor lord bounti-
IXO�FRWWDJH��$QG�ZKHUH�QHZ�EXLOGLQJV�PXVW�
EH�EXLOW���ۋJ����E\�EXLOGLQJ�WKHP�ZHOO�DQG�LQ�D�
common sense and unpretentious way, with 
good material of the countryside, they will take 
their place alongside the old houses and look, 
OLNH�WKHP��D�UHDO�JURZWK�RI�WKH�VRLOµ�

Chapter 3

��

Fig 7
The Red House By Phillippe 
Webb for William Morris, 
Bexley Heath, Kent, England 
�GHVLJQHG��������´(YHU\�
brick in it is a word in the 
KLVWRU\�RI�0RGHUQ�$UFKL-
WHFWXUHµ��²:HDYHU��/DZUHQFH�
Small Country Houses of 
Today, First Series, Country 
Life, London,
�3KRWRV�&RXUWHV\�RI�$UWV�DQG�
&UDIWV�$UFKLWHFWXUH�

����3HWHU�'DYH\�´7KH�
3URSKHWµ�$UWV�DQG�FUDIW�
$UFKLWHFWXUH��3KDLGRQ�3UHVV�
Inc. New York 1995) 30.
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�

Fig 8
$UOLQJWRQ�5RZ��%LOEXU\��
Gloucestershire. Described 
by Morris as ‘surely the 
most beautiful hamlet in 
England’
�3KRWR�&RXUWHV\�RI�$UWV�DQG�
&UDIWV�$UFKLWHFWXUH�

The attitudes that Morris describes can be 
HYLGHQFHG�WRGD\�LQ�WKH�SRVLWLYH�DUFKLWHFWXUDO�
responses to the rural landscape condition. 
These successful responses exemplify why it is 
LPSRUWDQW�IRU�DUFKLWHFWV�WR�KDYH�D�JUHDWHU�UROH�LQ�
WKH�GHVLJQ�DQG�GHOLYHU\�RI�WKH�EXLOGLQJV�WKDW�ZLOO�
inhabit this condition. The following chapter will 
demonstrate how such architectural responses 
FDQ�H[HUW�D�ODVWLQJ�DQG�SRVLWLYH�HIIHFW�RQ�WKH�
UXUDO�EXLOW�HQYLURQPHQW��RQ�WKH�OLYHV�RI�WKRVH�
who inhabit it, promoting emotional wellbeing, 
DQG�OLIHVW\OH�FKRLFH��DQG�LQ�VR�GRLQJ��LQیXHQFH�
and encourage the broader rural community to 
embrace and engage with architecture.
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Main Case Study

Scanlon Houses 1 and 2.

Chapter 4

County Meath based architect Seamus Scan-
lon’s 2001 design for two houses, one for his 
sister and young family the other for his fa-
WKHU��DGKHUHV�WR�WKH�YLUWXHV�:LOOLDP�0RUULV�WDONV�
DERXW�LQ�´7KH�SURVSHFW�RI�$UFKLWHFWXUHµ��+HUH��
both houses display characteristics that can be 
associated with an older cultured landscape. 
Designing for family members can be seen as 
an added challenge for an architect. The project 
WDNHV�RQ�D�PRUH�SHUVRQDO�VLJQLۋFDQFH��DQG�DQ�
LQFUHDVHG�OHYHO�RI�H[SHFWDQF\��EXW�DV�6FDQORQ�
GHPRQVWUDWHV��VXFK�SRWHQWLDOO\�RYHUSRZHULQJ�
FRQGLWLRQV�FDQ�VHUYH�DV�WKH�H[WUD�GULYLQJ�IRUFH�
LQ�WKH�GHOLYHU\�RI�D�EHVSRNH�SLHFH�RI�DUFKLWHF-
ture. The brief for the project was to design 
accommodation on a single acre site located in 
WKHی�RZLQJ�FRXQWU\VLGH�RI�1RUWK�.HUU\�

The architect’s sister had talked of a ‘weari-
ness’ of entering the same stock houses on her 
return to the country that generally consisted of 
standard ‘urban style’ designs with internal cor-
ULGRUV�DQG�URRPV�GLYLGHG�LQWR�¶ER[·V·�WKDW�IDLOHG�
WR�WDNH�DGYDQWDJH�RI�DYDLODEOH�QDWXUDO�OLJKW��+HU�
requirement was for essentially, the complete 
RSSRVLWH�²�D�OLJKWۋ�OOHG�GZHOOLQJ�ZLWKRXW�FRU-
ULGRUV��ZLWK�VSDFHV�WKDWی�RZHG�IURP�RQH�WR�WKH�
other, a dwelling that would cater for the differ-
ing needs and lifestyles of the occupants, one a 
young couple with two small children, the other 
a mature parent. 
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,Q�UHIHUHQFLQJ�WKH�YHUQDFXODU�VW\OHV�RI�WKH�SDVW��
Scanlon takes his cue from the traditional long 
KRXVHV�WKDW�SUHYDLOHG�LQ�WKLV�VRXWK�ZHVW�UHJLRQ�
RI�WKH�FRXQWU\���ۋJ���	�����´6WRQH�RU�PXG�VLQ-
gle storey houses predominated until the mid 
nineteenth century, with an outer zone of sub 
PHGLHYDO�ORQJ�KRXVHV�LQ�,UHODQG�DQG�6FRWODQG��
storeyed houses were common by the mid-
VHYHQWHHQWK�FHQWXU\µ20.  

�

�

�

�

Fig 9 & 10. 
Typical elongated farmsteads with part of the original house raised.
�3KRWRV�FRXUWHV\�$WODV�RI�WKH�,ULVK�5XUDO�/DQGVFDSH��

Fig 11 & 12
)LJ�����6FDQORQ�+RXVHV���DQG����IURQW��QRUWK��HOHYDWLRQ�DV�YLHZHG�IURP�URDG�
The parental dwelling is located to the right with its gable presenting to the road.
Fig 12. South facing courtyard cluster arrangement, parental dwelling located on the left. 
(Photos Colm Bradley)

Chapter 4

����)�+�$��$DOHQ�´&RPSR-
nents of the Irish Landscape 
��+RXVHVµ�$WODV�RI�7KH�,ULVK�
Rural Landscape (Cork Uni-
YHUVLW\�3UHVV�����������
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Fig 12a. Ground Floor Plans
(Image courtesy of Shay Scanlon architect)

Instead of taking the much referenced approach 
of a single dwelling with integrated annexed 
accommodation for the parents, here the archi-
tect marks the clear distinction between both 
¶FOLHQWV·�E\�SURYLGLQJ�WZR�FRPSOHWHO\�VHSDUDWH�
and independent dwellings, in doing so ac-
knowledging the difference between on the one 
hand, someone in their retirement years and the 
requirements of their lifestyle, and on the other, 
the lifestyle requirements for working parents 
UDLVLQJ�D�\RXQJ�IDPLO\��ۋJ����	�������D���7KLV�
initial design decision was the catalyst for the 
success of the project, and forms a fundamental 
key to the relationship of the occupants with 
the architecture they inhabit, and their relation-
ship with each other. 

�

Main Case Study 
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The main family dwelling is set up ‘L’ shape 
in plan; this encloses two sides of a shared 
SULYDWH�VRXWK�IDFLQJ�FRXUW\DUG�WR�WKH�UHDU��ۋJ�
12a). The parental dwelling, smaller in plan 
consists of a single rectilinear form and pre-
sents at the gable. It is located perpendicular 
to the main dwelling and in so doing completes 
the three-sided perimeter to the south-facing 
FRXUW\DUG��ۋJ������7KLV�FRXUW\DUG�FOXVWHUHG�
DUUDQJHPHQW�LV�UHPLQLVFHQW�RI�W\SLFDO�YHUQDFX-
lar farm buildings that consist of – farmhouse, 
yard, outhouses.

� �

Fig 13 & 14
)LJ�����OHIW��6FDQORQ�KRXVHV��ZLWK�FRXUW\DUG�YLHZHG�IURP�VRXWK��ZLWK�VHSDUDWH�SDUHQWDO�
dwelling located to the left of the main family house.
Fig 14 (right) Traditional courtyard clustered arrangement, farmhouse,yard, outhouses.
�3KRWRV�&ROP�%UDGOH\��DQG�$WODV�RI�WKH�,ULVK�5XUDO�/DQGVFDSH���

For the main family dwelling, as requested by 
the client, the internal layouts consists of a 
SURFHVVLRQ�RI�VSDFHV�WKDWی�RZ�VPRRWKO\�IURP�
one to the next. Sliding doors disappear into 
walls to allow continuity between spaces, large 
�RRU�WR�FHLOLQJ�JOD]HG�RSHQLQJV�WDNH�DGYDQWDJHی
of the south-facing courtyard, which is always 
YLVLEOH�DV�RQH�PRYHV�WKURXJK�WKH�JURXQGی�RRU�
SODQ��7KUHH�VWHSV�GHOLQHDWH�D�WKUHVKROG�OHYHO�
FKDQJH��PDUNLQJ�RQ�WKH�JURXQG�WKH�PRYH�IURP�
one ‘wing’ of the ‘L’ to the other, while also 
dealing with the gentle south to north slope 

Chapter 4
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RYHU�WKH�VLWH��)ORRU�WR�FHLOLQJ�GLPHQVLRQV�DUH�
taller than standard, and an additional sense of 
GUDPD�LV�DFKLHYHG�ZLWK�WULSOH�KHLJKW�YROXPHV�WR�
the dining hall/stairwell space, and the sun-
room at the southernmost gable. These triple 
KHLJKW�YROXPHV�WKDW�VWUHWFK�DOO�WKH�ZD\�IURP�WKH�
ground to the apex of the roof, create a sense 
of surprise when entered, emphasised more so 
E\�WKH�IDFW�WKDW�VXFK�YROXPHV�DUH�QRW�H[SHUL-
HQFHG�LQ�FRPPRQ�KRXVLQJ��ۋJ�����

Such plays on space and light make this house 
seem far more spacious than its approximate 
270 msq. total area suggests. The accom-
PRGDWLRQ�FRQVLVWV�RI�OLYLQJ��NLWFKHQ��GLQLQJ��
sun room, dining hall, bedroom and bathroom 
RQ�WKH�JURXQGی�RRU��ZKLOH�XSVWDLUV�WKHUH�LV�D�
master bedroom with ensuite and dressing, two 
further bedrooms, a bathroom, and study area.

,Q�WKH�VPDOOHU�SDUHQWDO�GZHOOLQJ�WKH�VSDFHVی�RZ�
equally smoothly by way of the single linear 
IRUP��$OO�VSDFHV�DUH�WKH�IXOO�ZLGWK�RI�WKH�GZHOO-
ing accessed one to the next, again the archi-
WHFW�UHIHUHQFLQJ�WKH�IRUPV�RI�HDUO\�YHUQDFXODU�
dwellings “simple rectangular plan, one room 
in width, with each room opening into the next 
ZLWKRXW�D�FHQWUDO�KDOO�RU�SDVVDJHZD\µ21.  Like 
the main family dwelling the courtyard is always 
YLVLEOH�ZLWK�DOO�VSDFHV�DYDLOLQJ�RI�D�GXDO�DVSHFW�
�J���D���ZKLOH�WKH�WZR�JDEOH�HQG�VSDFHV��DYDLOۋ�
of three orientations. This dwelling is ideally 
VL]HG�DQG�GHVLJQHG�IRU�LWV�LQKDELWDQWV��$�JURXQG�
�RRU�DUHD�RI�DSSUR[LPDWHO\���PVT��FRQVLVWVی
RI�D�EHGURRP��EDWKURRP��OLYLQJ�VSDFH��GLQLQJ�
DQG�NLWFKHQ�DUHD�DQG�HQWUDQFH�KDOO��)LUVWی�RRU�
accommodation consists simply of a master 
bedroom with en-suite, and is approximately 
��PVT��LQ�DUHD���ۋJ���D�

�

�

Fig 15
Triple hieght space to ‘sun 
room’
(Photo Colm Bradley)

Fig 16
Zinc detail to window
(Photo Colm Bradley)

Main Case Study 

����)�+�$��$DOHQ�´&RPSR-
nents of the Irish Landscape 
��+RXVHVµ�$WODV�RI�7KH�
Irish Rural Landscape (Cork 
8QLYHUVLW\�3UHVV����������� 
214.
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([WHUQDOO\�ERWK�GZHOOLQJV�FDQ�EH�YLHZHG�DV�
GLUHFW�GHVFHQGDQWV�RI�WKH�YHUQDFXODU�WUDGL-
tion. The architect has presented both with the 
FKDUDFWHULVWLF�VWURQJ�VROLG�WR�YRLG�UDWLR�RQ�HOH-
YDWLRQ��RSHQLQJV�DUH�FRQVLGHUHG�DQG�DSSURSUL-
ately sized, masonry the dominant aspect. The 
scale and massing of the forms has also been 
respectfully considered, the stepping in the 
roofs breaks the massing, reminiscent of elon-
gated farmsteads, where raised roofs allowed 
for additional accommodation. The present-
ing of a simple uncluttered gable to the road 
LV�DOVR�DQ�DFNQRZOHGJHPHQW�RI�D�YHUQDFXODU�
tradition. This is emphasised more when the 
EXLOGLQJV�DUH�YLHZHG�LQ�SHUVSHFWLYH�IURP�WKH�
URDG��ۋJ�����WKH\�DSSHDU�DV�D�FOXVWHU��IDPLOLDU�
LQ�DSSHDUDQFH��DV�LI�WKH\�KDYH�DOZD\V�SDUW�RI�
the landscape. The architect has employed tra-
GLWLRQDO�GHWDLOLQJ�DQGۋ�QLVKHV��KLJK�LQ�TXDOLW\�

�

Fig 16a
First Floor Plans
(Image courtesy of Shay Scanlon architect)

Chapter 4
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Fig 17
(Photo Colm Bradley)

of execution. Lime render to the masonry walls, 
quality joinery to windows and doors. The use 
of a contemporary material zinc, denotes the 
HQWUDQFH��DQG�GUHVVHV�SURMHFWLQJ�ZLQGRZV��ۋJ�
16), the roofs employ traditional natural slate.

�

The two buildings complement each other, 
modest, but solid in appearance, free of any 
ornament or fussy decoration. They sit quietly 
upon the land, reassuring in their closeness, 
FRPSOLPHQWLQJ�WKHLU�VXUURXQGLQJ�HQYLURQPHQW��
It is best left to the architects sister to sum up 
ZKDW�LW�PHDQV�WR�OLYH�LQ�VXFK�D�SODFH��WR�LQKDELW�
DQ�DUFKLWHFWXUH�FUHDWHG�IRU�WKHP���´,�MXVW�ORYH�
OLYLQJ�KHUH��,�FRXOGQ·W�LPDJLQH�OLYLQJ�LQ�DQ\�RWK-
HU�SODFH��LQ�DQ\�RWKHU�ZD\��,�ORYH�WKH�EULJKWQHVV��
the openness. That I can see my father across 
WKH�ZD\��OLYLQJ�LQGHSHQGHQWO\��NQRZLQJ�WKDW�KH�
LV�FORVH��LV�VDIH��WKHUH·V�VRPHWKLQJ�YHU\�UHDV-
VXULQJ�DERXW�WKDW��$QG�ZKHQ�WKH�WLPH�FRPHV��
RQH�GD\�ZH·OO�PRYH�LQ�WKHUH��DQ�VRPH�RQH�RI�WKH�
NLGV�KRSHIXOO\�LQ�KHUH��DQG�VR�LW�ZLOO�FRQWLQXH�µ

6XFK�GHVFULSWLRQV�FRQۋUP�WKH�SRVLWLYH�UROH�
DUFKLWHFWXUH�FDQ�KDYH�RQ�WKRVH�ZKR�LQKDELW�LW��
the two houses offer up so much more than just 
places in which to dwell. J.B. Jackson talks of “a 

Main Case Study 
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OLYHO\�DZDUHQHVV�RI�WKH�IDPLOLDU�HQYLURQPHQWµ22  
when describing what a sense of place can be. 
Jackson makes the point that it is the familiar 
to which we are somehow drawn, and in which 
surroundings we feel most comfortable.  To 
that end Shay Scanlon has created such a place 
with his architecture.

Chapter 4

Case Study 2

Hanrahan House.

Before describing the following, it is worth 
pointing out that although this paper identi-
�HV�WKH�UDULW\�RI�GHVLJQ�OHG�GZHOOLQJV�YLVLEOHۋ
throughout the rural landscape, it is perhaps 
somewhat ironic that the following example 
happens to be located within a few short miles 
RI�WKH�SUHYLRXVO\�GLVFXVVHG�GZHOOLQJV�
Located in the same north Kerry countryside, 
WKH�+DQUDKDQ�KRXVH�LV�QRW�HDV\�WRۋ�QG��/RFDWHG�
in off a secondary country road it is accessed 
YLD�D�ERLWKDUtQ��VPDOO�URDG��FRPSOHWH�ZLWK�JUDVV�
growing down the centre of the tarmac, a sight 
so associated with the rural landscape. 
The Hanrahan house was designed by Limer-
ick based architect Seamus Hanrahan for his 
EURWKHU�DQG�VLVWHU�LQ�ODZ��WKHۋ�UVW�SKDVH�RI�
which was built in 1997, the second phase fol-
lowing on in 2007. 

7KHۋ�UVW�SKDVH��ۋJ�����ZDV�GHVLJQHG�DQG�EXLOW�
WR�DYDLO�RI�WKH�UXUDO�KRXVLQJ�JUDQW�VFKHPH�DW�
the time that consisted of £3000 (approxi-
mately €4000 in todays money) for all dwell-
LQJV�XS�WR�����VTXDUH�PHWHUV�DUHD��$W�WKH�WLPH�
WKLVۋ�JXUH�PDGH�XS�DERXW���SHU�FHQW�RI�WKH�
EXLOG�FRVW����������DW�WKH�WLPH�DV�FRQۋUPHG�
by the owner, who being a builder by trade 
took responsibility for the construction of the 

����-�%�-DFNVRQ�´$�6HQVH�RI�
3ODFH�$�6HQVH�RI�7LPHµ�$�
Sense of Place a Sense of 
7LPH��<DOH�8QLYHUVLW\�3UHVV�
1994) 159.
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Case Study 2 

�
Fig 18
$[RQRPHWULF�RIۋ�UVW�SKDVH�FRQVWUXFWLRQ��VRXWK�	�HDVW�D[-
onometric, north and west axonometric.
(Image courtesy of Seamus Hanrahan)

Fig 19
)LUVW�3KDVH��*URXQG�)ORRU�3ODQ��QRWH��DV�EXLOW�SODQ��FHQWUDO�OLYLQJ�VSDFH�ZDV�WR�EH�RQH�
space uninterrupted).
(Image courtesy Seamus Hanrahan)

�
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project. “I was always interested in doing things 
differently, bringing a different way of think-
ing to the project, instead of the standard stuff 
\RX�VHH�DOO�DURXQG�WKH�SODFH��+DYLQJ�6HDPXV�
LQYROYHG�DOORZHG�XV�WR�GR�WKDWµ�

7KH�LQLWLDOۋ�UVW�SKDVH�FRQVWUXFWLRQ�RI�WKH�GZHOO-
LQJ�WDNHV�WKH�VLPSOH�YHUQDFXODU�UHFWLOLQHDU�IRUP�
���Jۋ����VHW�XS�RQ�D�QRUWK²VRXWK�D[LV��ZLWK�WKH�
addition of a striking geometric cylindrical form 
���Jۋ�D����E��UHPLQLVFHQW�RI�HDUO\�PRGHUQ-
ist motifs that houses the circulation stairwell. 
7KLV�SURMHFWLQJ�VWDLUZHOO�DOVR�VHUYHV�WR�GHQRWH�
WKH�PDLQ�HQWUDQFH�WR�WKH�KRXVH��DQG�SURYLGHV�
VKHOWHU�DW�WKH�HQWUDQFH�IURP�WKH�SUHYDLOLQJ�
southwesterly winds common to the area. The 
employment of this form immediately sets the 
KRXVH�DSDUW�DV�RQH�WKDW�HPSOR\V�D�YHU\�GHۋQLWH�
architectural approach.

$W�JURXQGی�RRU�\RX�HQWHU�WKH�KRXVH�DW�WKH�
centre of the plan, immediately into a double 
height space. *The initial intention of the archi-
WHFW�ZDV�WR�HQWHU�LQWR�D�IUHHی�RZLQJ�VLQJOH�RSHQ�
SODQ�VSDFH�RI�NLWFKHQ��GLQLQJ�OLYLQJ��DYDLOLQJ�
of east, south and west light plus the top light 
IURP�URRI�OLJKWV�RYHU�WKH�GRXEOH�KHLJKW�VSDFH�
WR�WKH�FHQWUH�RI�WKH�SODQ��ۋJ���F��

Utility, storage, wc and shower are partitioned 
IURP�WKH�PDLQ�OLYLQJ�VSDFH�DQG�JURXSHG�DW�WKH�
northern end of the plan acting as a buffer 
DQG�LQVXODWRU�WR�WKH�PDLQ�OLYLQJ�VSDFH��$�VHULHV�
RI�IROGLQJ�GRRUV�ZLWKLQ�WKH�PDLQ�OLYLQJ�VSDFH�
ZRXOG�DOORZ�IRUی�H[LEOH�XVH�DQG�DUUDQJHPHQW��
+RZHYHU��WKH�FOLHQW��EURWKHU�WR�WKH�DUFKLWHFW��
who is also a farmer as well as a builder, had 
expressed a desire to keep a ‘room’ separate 
ZLWKLQ�WKH�PDLQ�OLYLQJ�VSDFH��´WR�HQWHU�LQWR�D�
more ‘familiar space’ after a days farming on 
WKH�ODQG��WR�UHOD[�LQ�IURQW�RI�WKHۋ�UHµ��LV�KRZ�WKH�

�

�

Fig 19a
:HVW�IDFLQJ�HOHYDWLRQ��VW�
phase
(Image courtesy Seamus 
Hanrahan)

Fig 19b
Projecting stairwell at 
entrance
(photo Colm Bradley)

Fig 19bc
Double hieght space
(Image courtesy Seamus 
Hanrahan) 

�
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architect recalls the instruction. Of course the 
introduction of the partition “compromises the 
IUHHی�RZLQJ�QDWXUH�RI�WKH�SODQ��EXW�,�FRXOGQ·W�
FRQYLQFH�WKH�EURWKHU�RI�WKH�IROGLQJ�GRRUV��DQG�
ZDVQ·W�JRLQJ�WR�IDOO�RXW�ZLWK�KLP�RYHU�LWµ��7KH�
VSDFH�ZDV�WR�DYDLO�RI�QDWXUDO�OLJKW�IURP�WKUHH�
aspects, east, south and west, whereas the 
result was a central space of kitchen and din-
LQJ�DYDLOLQJ�RI�HDVWHUQ�OLJKW��ZLWK�WKH�DGGLWLRQ�RI�
WRS�OLJKWLQJ�YLD�URRI�OLJKWV�WR�LWV�GRXEOH�KHLJKW�
YROXPH��7KH�¶VRXWKHUQ�URRP·�DYDLOV�RI�VRXWK�
and west light.

8SVWDLUV��ۋJ�����WKH�DFFRPPRGDWLRQ�LV�VLPSO\�
ODLG�RXW��D�OLQN�WKDW�RYHU�ORRNV�RRNV�WKHی�RRU�
EHORZ�SURYLGHV�DFFHVV�WR�D�EHGURRP�DW�HDFK�
JDEOH��ERWK�EHGURRPV�DYDLO�RI�WRS�OLJKW�YLD�URRI�
lights (a condition of the planners), with the 
QRUWKHUQ�EHGURRP�DYDLOLQJ�RI�D�VPDOO�ZLQGRZ�WR�
WKH�JDEOH��6WRUDJH�VSDFH�LV�SURYLGHG�LQ�WKH�OHIW�
RYHU�VSDFH�LQ�WKH�URRI�DW�WKH�HDYHV��D�EDWKURRP�
VLWXDWHG�RQ�WKH�QRUWKHUQ�HGJH�RI�WKH�YRLG�FRP-
pletes the layout. The 75 square metre two-

�
Fig 19
First Phase: First Floor Plan
(Image courtesy Seamus Hanrahan)

Case Study 2 
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VWRUH\�H[WHQVLRQ��ۋJ�������D����E��FRQVWUXFWHG�
in 2007 adds a strong contemporary design 
element in contrast to the more familiar form of 
WKHۋ�UVW�SKDVH�RI�WKH�GZHOOLQJ�

�

Fig 21 Second Phase: Ground Floor Plan 
(Image courtesy Seamus Hanrahan)

Fig 21a, 21b, 
(Photo’s Colm Bradley)

� �
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In the words of the architect the addition’s form 
ZDV�GHULYHG�WR�´FOHDUO\�GLIIHUHQWLDWH�LW�IURP�WKH�
�UVW�SKDVH�RI�FRQVWUXFWLRQµ��&RQQHFWHG�WR�WKHۋ
centre of the main part of the house by a zinc 
DQG�JODVV�OLQN�WKLV�WZR�VWRUH\ی�DW�URRIHG�DGGL-
WLRQ�SURYLGHV�DGGLWLRQDO�DFFRPPRGDWLRQ�IRU�D�
JURZLQJ�IDPLO\��*URXQGی�RRU�VHHV�WKH�UHSRVL-
tioning of the kitchen space and the addition 
RI�D�FKLOGUHQ·V�SOD\�URRP��ZKLOH�XSVWDLUV��ۋJ�
22) accommodation consists of an additional 
bedroom, shower room / w.c. and master bed-
URRP��WKH�PDVWHU�EHGURRP�WR�WKH�VRXWK�DYDLOV�
RI�HOHYDWHG�SDQRUDPLF�YLHZV�DFURVV�WKH�ODQG-
scape through openings to the south and east. 
$W�JURXQGی�RRU��WKH�DUFKLWHFW�KDV�PDQDJHG�WR�
VXFFHVVIXOO\�SURYLGH�WZR�DGGLWLRQDO�DVSHFWV�RI�
natural lighting to the east-facing kitchen, the 
glazed link allowing north and south light. The 
additions deliberate crank on plan maximises 
light penetration from the south.

Fig 22 Second Phase: First Floor Plan 
(Image courtesy Seamus Hanrahan)

�

Case Study 2 
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Externally the house is carefully detailed in its 
-QLVKHV��RSHQLQJV�DUH�VLPSO\�IRUPHG�DQG�DSۋ
SURSULDWHO\�VL]HG��YHUJHV�DUHۋ�QLVKHGی�XVK�RQ�
JDEOHV��ۋJ������]LQF�FODGGLQJ�WR�WKH�OLQN�DQG�
URRI�DUH�GXWLIXOO\�H[HFXWHG��$�FRUUHVSRQGLQJ�
SUHVVHG�PHWDO�WULP�WR�WKH�FXELF�YROXPH�VLPSOH�
and functional. The house reads as a collec-
WLYH�RI�IRUPV�F\OLQGULFDO��WULDQJXODU��FXELF��DOO�
references to early modernist forms. Here they 
LQWHUDFW�LQ�DQ�H[SRVHG�ODQGVFDSH�DQG�YLHZHG�
IURP�D�GLVWDQFH��VWLOO�UHIHUHQFH�WKH�,ULVK�YHUQDF-
ular farm buildings that went before, a series of 
GLIIHUHQW�VFDOHG�YROXPHV�FOXVWHUHG�WRJHWKHU�
(Fig 24).

7KH�DUFKLWHFWV�VLVWHU�LQ�ODZ�JLYHV�VRPH�LPSUHV-
VLRQV�RI�KHU�H[SHULHQFHV�RI�WKH�KRXVH��´HYHQ�
ZKHQ�,·P�DZD\�YLVLWLQJ�P\�SDUHQWV�LQ�&RUN��,�
always want to come back here for the night, 
I’m drawn to the house, I just feel relaxed and 
DW�HDVH�ZKHQ�,�ZDON�WKURXJK�WKH�GRRU��$QG�
WKH�HIIHFWV�RI�WKH�KRXVH�DUHQ·W�FRQۋQHG�WR�WKH�

�

)LJ�����)OXVK�YHUJH�WR�JDEOH��
pressed metal trim to roof 
parapet (extension).
(Photo Colm Bradley)

Fig 24. Viewed from a distance, the house reads as a series of different 
YROXPHV�FOXVWHUHG�WRJHWKHU�
(Photo Courtesy Seamus Hanrahan)

�
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DGXOWV��¶DOO�WKH�ORFDO�NLGV�ORYH�FRPLQJ�RYHU��WKH\�
FDOO�LW�¶WKH�PDQVLRQ·��WKH\�ORYH�UXQQLQJ�URXQG�
WKH�SODFH�XS�DQG�GRZQ��DQG�DOO�RYHU�LWµ���7KH�ODVW�
REVHUYDWLRQ�WKH�PRVW�WHOOLQJ�SHUKDSV�JLYHQ�WKDW�
the house at 200 square metres area would be 
considered quite modest in size in comparison 
to the typical houses built during the same ten 
year period.

In the house he has designed for his brother 
and sister in law, architect Seamus Hanrahan 
KDV�PDQDJHG�WR�VXFFHVVIXOO\�GHOLYHU�WKURXJK�KLV�
architecture, a controlled and considered de-
sign approach that accommodates the natural 
modern day requirements of a growing family 
HYROYLQJ�RYHU�WLPH��LQ�GRLQJ�VR��PDLQWDLQLQJ�WKH�
YHU\�HVVHQFH�RI�ZKDW�D�IDPLO\�KRXVH�VKRXOG�EH��
a home for all.

Case Study 2 
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Conclusion

The long established history of dispersed set-
tlement throughout the rural landscape contin-
XHV�WRGD\�LQ�FRQWHPSRUDU\�,UHODQG��$V�UHFHQW�
�JXUHV�KDYH�VKRZQ��,ULVK�SHRSOH·V�UHODWLRQVKLSۋ
ZLWK�WKH�ODQG�UHPDLQV�XQGLPLQLVKHG��+RZHYHU��
the strength and heritage of our rural built en-
YLURQPHQW�LV�LQ�GDQJHU�RI�EHLQJ�HURGHG�WKURXJK�
mediocrity, and a lack of respect and under-
standing for context and tradition, as displayed 
in the majority of buildings that inhabit the 
ODQGVFDSH��6XFK�UHVSRQVHV�RQO\�VHUYH�WR�GLVSOD\�
the consequences of a failure to engage archi-
tecture as a medium for the upkeep of a rural 
EXLOW�KHULWDJH��7KH�VLJQLۋFDQFH�RI�ZKLFK�FDQQRW�
be underestimated, “Houses and farm buildings 
OLH�DW�WKH�YHU\�FHQWUH�RI�,ULVK�DUFKLWHFWXUH�DQG�
culture; they are as constant, and as typical, 
DV�WKH�QHWZRUN�RIۋ�HOGV��PRXQWDLQV�DQG�ODNHV�
which surround them… On the one hand there 
LV�D�YHUQDFXODU�OLQHDJH�GHVFHQGHG�IURP�PHGL-
HYDO�DQG�FHOWLF�URRWV��DQG�RQ�WKH�RWKHU��¶FODVVL-
FDO·�KRXVHV�UHODWHG�E\�SODQ�DQG�HOHYDWLRQ�WR�WKH�
SULQFLSOHV�RI�(XURSHDQ�5HQDLVVDQFH�µ�

Therefore, and as the case studies go some 
ZD\�WR�GHPRQVWUDWLQJ��D�EXLOW�HQYLURQPHQW�WKDW�
GRHV�DGKHUH�WR�WKH�YLUWXHV�RI�SDVW�WUDGLWLRQV��
that highlights the importance of simplicity, 
restraint, proportion, quality of materials and 
FRQWH[W��VHUYHV�WR�LQIRUP�RI�WKH�LPSRUWDQW�UROH�
architecture plays in maintaining a quality rural 
EXLOW�HQYLURQPHQW��1RW�D�EXLOW�HQYLURQPHQW�RI�
sentiment but one of modern forward think-
ing architecture, respectful of the past while 
embracing lifestyle choice and technological 
DGYDQFHPHQWV�DVVRFLDWHG�ZLWK�D�FRQWHPSRUDU\�
society. 
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The opportunity now exists to replenish, 
through the medium of architecture, the suc-
cessful renewal of our rural built heritage.  To 
re-establish a distinct component so associ-
ated with what we call the  ‘essence of rural 
,UHODQG·���$Q�DUFKLWHFWXUH�WKDW��LQ�WKH�ZRUGV�RI�
$OGR�9DQ�(\FN�LV��¶E\�XV�IRU�XV·��6XFK�V\PSD-
thetic, sustainable, architectural solutions are 
QRW�WKH�SUHVHUYH�RI�D�PLQRULW\�RI�VRFLHW\��3HRSOH�
of all social backgrounds can experience the 
OLIH�HQKDQFLQJ�EHQHۋWV�WKDW�D�TXDOLW\�RI�GHVLJQ�
FDQ�GHOLYHU��,W�LV�RQO\�E\�DUJXLQJ�IRU�D�JUHDWHU�
role for architects and architecture in the future 
FRQVWUXFWLRQV�RI�RXU�UXUDO�EXLOW�HQYLURQPHQW��
that we can begin to reinstate the essence of 
rural Ireland, and re-establish an essential part 

“For the House in the Country not just one thing should say,
$V�LW�VSHDNV�RI�WKH�SDVW�ZLWK�WKH�ORRN�RI�WRGD\�
Like a stone in the wall marks the key of connection,
/LNH�WUDGLWLRQ�DQG�PHPRU\��FRQYH\�VXEWOH�UHیHFWLRQµ�����

23. Verse: Untitled, 
by author.
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110 This thesis is based on the idea of opportunities in modern life to 
reinvent the role of the architect in rural Ireland. Rather than look-
ing at the vernacular as a fossil in the landscape it can be viewed as a 
process of building collectively. This process has traditionally operated 
without the need for the architect but a dialogue can begin in rural 
communities if the architect is willing to become part of the process. 
With the changing face of the social and cultural makeup of rural 
Ireland more and more people are reinventing how they inhabit the 
landscape, creating rich territory for the exchange of knowledge and 
the creation of unique and well designed spaces.

Introduction
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Chapter 1: The Inhabited Island

Ireland and its land.

1.Deserted Village, Slievemore, Achill.
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The island of Ireland is a rich and textured landscape fragmented 
into many counties which in turn contain a baffling number of towns, 
town lands and villages, not to mention the coastal island communi-
ties. Each one has developed slowly over time, evolving into a rich 
tapestry of folklore, creating a national identity rooted in the land. 
The island, first inhabited almost ten thousand years ago, has been 
witness to the slow evolution of that identity. Each successive genera-
tion has left behind its architectural DNA, radically transforming the 
landscape which was once eighty percent forest, creating a complex 
and compressed imprint of human habitation. Everywhere, remnants 
of the country’s colourful political past and present are built into 
its surface, some ruins just visible, protruding above the surface of 
its patch-worked farmland and some dominating the surrounding 
landscape.

When analyzing the Irish landscape it becomes apparent that 
two conditions exist in tandem. The first is what we can call a “Ru-
ral Landscape” or what J.B. Jackson calls the “inhabited landscape”, 
a landscape where traditional rural culture has shaped the land at a 
local level for generations. The second is the “Urban Landscape”, a 
landscape which developed through the industrialization and mod-
ernization of Ireland. Both have political landscape elements but it is 
the urban which holds the centres of power and formulates national 
strategies and is given the task of implementing European Union 
laws and national development plans. Historically Ireland has always 
had a layering of generational landscape modifications, each one 
adapting to the other, creating an ever evolving language written in 
the landscape.

One of the most striking aspects of the contemporary Irish land-
scape is the relationship of the built environment to agricultural land 
and heritage. The expansion of urban centres over the past hundred 
years has knitted the surrounding rural villages and Landed Estates 
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into its fabric, creating pockets of underused green space. These spaces 
have the potential for new and exciting uses in the future and may 
help to create more intensively used recreational spaces within urban 
zones. The main centres of urban expansion in Ireland have been 
Dublin, Cork, Waterford, Limerick and Galway. The periphery of 
these newly expanded urban centres has the luxury of existing within 
close proximity to the diverse geophysical features of the island nation 
and the rich heritage of its “inhabited landscape”. This proximity has 
the ability to connect people with place and create a new awareness of 
the potential of such a condition. It is within this context that creative 
new approaches to how we inhabit space need to be developed.
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The Road and habitation

 2.Ernest Albert Waterlow, Galway Gossips, 1887
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 The history of the island reveals a great deal about the makeup 
of the Irish psyche with regard to its land. Invasions, landlordism, 
famine and civil war have all played a part in how we view our posi-
tion within the island. The nature of rural communities on the west 
coast developed as mainly self-sufficient entities within the landscape. 
These settlements were organised around the rundale and clachan 
system. “A clachan (or baile or ‘village’) was a nucleated group of 
farmhouses, where land-holding was conducted communally, on a 
townland basis and often with considerable ties of kinship between 
the co-operating families”¹. This system of habitation flourished and, 
aided by the potato, was able to sustain a massive population growth 
“which expanded from three to eight and a half million people 
between 1700 and 1845”². It is through this complex system of land 
manipulation and human settlement that the west of Ireland has 
inherited its” inhabited landscape”. Although the mass movement of 
people to the west has its origins in war and invasion, the capacity of 
the Irish settlers to work the less fertile land of the west coast showed 
a “sophisticated response to specific ecological conditions”.³ In effect , 
“they maximised the carrying capacity of a fragile environment in an 
expanding demographic regime”4. 

 This sophisticated approach to adapting land for habitation along 
with the limited horizontal expansion of an island nation has led to 
an extremely dense and layered road network. Although the early 
rundale settlements were clusters of buildings related more to the im-
mediate farmland than the wider context, the networks evolved like 
capillaries connecting and servicing the needs of this new vernacular 
way of life. In ‘Discovering  the Vernacular Landscape’ J.B. Jackson, 
the American writer describes the evolution of such road networks.

 “It seems obvious that when there are restrictions on the use 
of the centripetal, national highway, or when it is not conveniently 
located, the rural traveller will devise another way of travelling to the 
village, and this will consist of paths and trails and primitive roads 
beaten by local traffic and closely adjusted to the topography and 
soil, changing when the roads become impassable or according to the 
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season. Thus there evolves what we might call a vernacular road sys-
tem flexible, without overall plan, but definitely centripetal; a system 
which is isolated, usually without maintenance, and the bane of long-
range travellers and of a government wanting to expedite military 
or commercial traffic. So it is only a matter of time before the local 
system is taken in hand and coordinated with the national network- 
usually to the distress of the small community involved”5

Traditionally in rural Ireland, until the car became the main means 
of transport, the road was a place of interaction and social impor-
tance. In the summer months Céili dances were held at crossroads 
throughout the country. These events would have been important 
social occasions for rural communities. Fragments of that traditional 
attitude towards the road have all but vanished.  In a recent interview 
on Kerry radio Mícheál Ó Muircheartaigh, the iconic Gaelic Athletic 
Association radio commentator, spoke of life in Kerry as a child just 
before the car appeared on the roads around Dingle in the 1960s. His 
description of a romantic slower pace of life in rural Ireland, a place 
where people walked, cycled or travelled by horse or boat, a place 
where people had time to stop and talk, is a beautiful description of 
simple encounters which gave an essentially harsh life moments of 
fulfilment. 

Mobility in Ireland has run parallel with its economic prosperity. 
The need to connect farm with market and people with town over 
time has lead to a hierarchy of space; the land, being of economic 
importance, is placed at the top, the road links produce with buyer 
and the home exists on the in-between space of land and road. The 
road has become the established network for contemporary Ireland 
to develop one-off housing in the landscape creating patterns of 
ribbon development and urban sprawl which are beginning to blur 
the boundaries of town and country. What was once a place of social 
importance has become saturated with commuters leading disjointed 
lives between work and home, creating an almost inhospitable en-
vironment along its main routes for pedestrians and cyclists to use. 
These ancient boundaries of privately owned land which were once so 
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sacred in rural communities had become a sellable commodity which 
facilitated the housing explosions of the celtic tiger. Because of the 
existence of such a dense network of roads and privately owned land 
the road will continue to be a major factor in the future habitation of 
this small island nation.

Although the property boom has slowed we have yet to see what 
the full impact of this type of development will be on the future 
generations. Some rural dwellers are happy to build houses on fam-
ily land for their sons and daughters and some see it as a rite to do so, 
one positive outcome of this being that the families stay connected. 
The Irish need for ownership of land and home has become ingrained 
into our psyche over generations. The Land Commission set up 1923 
in the new Free State established compulsory purchase of land from 
what was left of the Landed Gentry. It envisioned “A cohesive, class-
less society. Large holdings were deemed to be immoral, because they 
deprived too many local people of the opportunity to own their own 
land”6. The Celtic Tiger property boom has only reinforced the idea 
of ownership. With the availability of space and the Irish attitude to 
owning a house with a front and back garden it may take some creative 
shifts in cultural attitudes towards shared space to reduce the impact 
on what is left of our treasured cultural landscapes.  A sense of place 
is beginning to be slowly eroded when we create a sub-rural existence. 
The carrying capacity of the land with regard to this type of develop-
ment may well have been taken as far as it should go. It would be naive 
to think that future habitation of Ireland’s rural and coastal landscapes 
will stop. It is important to become aware of alternatives and shifting 
social attitudes to the habitation of rural Ireland.
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The political web

 3.Townlands of Dingle
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To call the Irish landscape a political one is a starting point for 
defining it. The word “political” suggests a semblance of order and 
planning for the common good of all its people. Jackson suggests in 
‘Discovering the Vernacular Landscape’ that “The most basic political 
element in any landscape is the boundary”7 . The creation of bounda-
ries is one of the first statements of identity we make when inhabiting 
a landscape. It helps to define who we are and what we are saying 
about the space in which we have settled. Through time, in Ireland, 
ideas of collective and singular habitation have evolved, been im-
ported and shifted in cultural meaning causing boundaries to increase 
and overlap accordingly. These basic components reveal a deep and 
complex history of ownership and physical connection to the land. 
Field patterns across parts of the west coast created using dry stone 
walls “are among Europe’s most distinctive, intact and prized cultural 
landscapes “8. This enclosed system of agriculture and private owner-
ship has helped to maintain the continuity and structure of Ireland’s 
landscape. 

It is within this framework of private ownership and strong cul-
tural ties to the land that we need to negotiate ways to find a balance 
for the future habitation of this island nation. An interview which 
was conducted late in 2011 for this thesis with Bernie Goggin and 
Sean Brosnan brought a local perspective to the political landscape of 
south west Kerry. Sean is a founding member of the Dingle Sustaina-
ble Development Group and has been a voice for the local communi-
ty on planning issues for a number of years. Geologist Bernie Goggin 
was born and raised in Dingle and is the chairman of An Taisce in 
Kerry. They outlined the complex local attitudes towards development 
in Dingle. According to Bernie the complex make up of private land 
ownership throughout the Dingle peninsula has lead to a widespread 
resistance to good planning laws because of the economic advantages 
to individual owners. The sale of sites and the re-zoning of land has 
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been very lucrative for all involved. The result is individual objects 
placed in the landscape with little or no consideration to design and 
the future management of a unique cultural landscape.

Sean Brosnan who has been involved in two design statements for 
Dingle town said that the majority of people want to see good plan-
ning laws being implemented. Like Bernie, he is aware that a small 
but influential minority can manipulate planning legislation. He was 
able to cite a planning case where, after the local area plan was drawn 
up by Kerry County Council stating Dingle should develop as a cohe-
sive and compact town, a land owner applied to have a site two kilo-
metres outside Dingle Town re-zoned. The land owner was successful 
in his application to have his site zoned as part of the town. The site, 
bordered by agricultural land which another land owner didn’t want 
to re-zone, now sits ready for development under the same laws that 
control the town’s urban development. He was very adamant that 
development should continue but it would have to be executed with 
good design and cohesion with local area planning. Unfortunately the 
allure of temporary economic gain for individuals has come at a cost, 
the further deterioration of one of Kerry’s prized cultural landscapes. 

The opportunity for radically reinventing how we view our rela-
tionship with the land and how we inhabit it needs to be addressed. 
To date Irish National Development Plans have tended to adopt a 
top down system of decision making, resulting in conflicting objec-
tives and a greater Urban: Rural divide. In recent years small rural 
communities have shown that they have the ability to mobilize and 
challenge political decisions being made in Europe which affect their 
way of life, resulting in a greater sense of community than their urban 
counterparts. The fabric of these rural communities is an element 
which must be engaged at a personal level when trying to re-imagine 
the future implications of large scale decisions. Our landscape can 
no longer be viewed as a fragmented collection of individual plots 
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where developers and land owners manipulate the system to get rich 
quick. The structure of the Irish landscape as we have seen has been 
about individual small communities adapting to the unique local 
geographical conditions. Over generations intimate knowledge of its 
character has been passed down and it is at the local level that small 
and inventive strategies will begin to flourish. Recent development on 
the Beara peninsula of walking trails which have been established by 
local councils, local land owners and The National Trails Office have 
created a landscape without boundaries. Working with local farmers 
on an individual basis has provided a public amenity where one can 
flow freely through and around patterns of habitations which have 
existed for over six thousand years. Land owners maintain the trails 
which cross their land adapting a landscape without building perma-
nent structures. 

Isolated pockets on the Beara peninsula
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This simple idea, worked at a community level, has evolved 
isolated pockets of land and created rich territory for engagement 
with people and place, through the medium of walking. The intimate 
scale of the Irish landscape means we are never really overwhelmed 
by it, which allows us to engage with all aspects of its ruggedness and 
moods. The presence of human habitation is always close by, reassur-
ing the wandering eye. 

The current political landscape of Ireland is in a flux of monu-
mental proportions. Statistics released in the media in March 2012 
reported that nine people emigrate every hour in search of hope or 
running from what has become of life in Ireland. The economic crisis 
has created a wilderness for the individual in search of fulfilment “But 
the wilderness experience is always an interlude, a moment of new 
insights. It is time that it came to an end, time that we undertook 
the reconstruction of our desolate cities and the reinvigoration of our 
rural communities”9
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The Vernacular; historical necessity, modern ideology.

 4.Longitudinal section of Peter Flanagan’s House
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The word vernacular has different connotations and differ-
ent meanings for different people depending on fields of study and 
practice. In architectural terms the vernacular usually refers to a 
house type related to ethnic or geographical origins. In Ireland the 
vernacular is associated with the house of the rural dweller. A one 
story cottage with a rectangular plan, small window openings with a 
thatched roof, which was quickly modernized when money and new 
materials became available. The rooms in plan usually open into the 
other without a passage way or hall. Regional variations exist from 
east to west and north to south suggesting a crossover of ideas and a 
reinterpretation of construction techniques. The architectural history 
of the Irish vernacular cottage has been well documented but, as writ-
ten by Jackson;

 “the emphasis has been on the old, the pretechnological structure. 
From the architectural point of view that is probably more stimulat-
ing to the student. What makes me uneasy is the word vernacular 
now covers many lively aspects of popular culture, especially contem-
porary popular culture, and by concentrating almost exclusively on the 
anatomical aspects of old buildings, the field of vernacular architec-
ture studies runs the risk of being antiquarian.”¹0. 

The interest here, for the moment, lies in the process of the people 
and community involved in the construction and creation of rural 
architecture, a modern vernacular. If the vernacular is viewed not as an 
architectural fossil but as a set of ” traditional relationships- between 
the house and the family, the house and the community, the house 
and the place of work”¹¹ we begin to see that the vernacular is being 
constructed and re-inhabited in contemporary Ireland. Within this 
frame work of community and construction the role of the architect 
as a professional appears to be nonexistent. Is there a role for the 
architect to play in rural Ireland? A place where for generations the 
construction of the home, shed, wall and agricultural structures has 
for centuries developed without the need for a professional.

The description of the vernacular process of construction described 
by Henry Glassie reaches the core of what it means to create architec-
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ture within a vernacular framework. He points out the conflicts which 
can arise when “the designer, the builder and the user are different 
people”¹².When there are three different people involved there needs 
to be some social organisation and “social organisations are apt to 
shape in conformity with the political orders prevalent in society”¹³. 
The idea of space as a commodity suggests that style and taste can be 
dictated to a market which is incapable of constructing and making 
goods for themselves, underlining fundamental cultural differences 
between designer and user. Glassie points out that “difference coin-
cides easily with unity when designers, builders and users connect in 
culture. The idea of cultural unity is the point behind the scholarly 
creation of the ideal of the builder-occupant. What makes vernacular 
architecture is not an occupant who builds but a cultural congruity 
among design, construction and use.”¹4 If the architect can somehow 
become engrained in a process that is “simultaneously hierarchical 
and collaborative”¹5, in such a way that he is at different times both a 
leader and a follower, the idea of a vernacular tradition is maintained 
and can flourish with the input of knowledge from all parties creating 
modern ideology rooted in tradition. 

Now more than ever the role of the architect is being questioned. 
With global shifts in jobs and construction he finds himself fulfill-
ing his historical role as serving the rich and political elite. Jeremy 
Till eloquently summed up the connection between the profession of 
architecture and power; “Since money, materials, land and authority 
to act were necessary, and since the ruling power was the only force 
capable of furnishing him with these means, the architect by defini-
tion had to identify himself with it”¹6. The opportunity for architects 
to begin to reinvent their role and creatively tap into sources his-
torically seen as outside the scope of the profession could be fertile 
ground for creative freedom and expression. With an understanding 
of the cultural landscape and vernacular traditions of an island nation 
such as Ireland the architect could become locked into dialogue at 
a local level and begin to construct new and exciting opportunities. 
The nature of the built idea, no matter how small, has the power to 
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transcend what is in vogue and connect with people who can see the 
value in committing to a more collaborative and ethical treatment of 
the inhabited landscape.
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Chapter 2: 6000 years in the making

Dingle the inhabited landscape, micro Ireland.

5.Glanfahan, Slea Head Drive, Dingle
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One of the most striking landscape features about the Dingle 
peninsula is its mountainous character. A collection of mountains 
called The Brandon Group run along the northern extent of the pen-
insula creating sea cliffs which run along the coast to Brandon Creek 
. The creek is thought to be the departure point of St Brendan The 
Navigator’s voyage across the Atlantic. To the south the Slieve Mish 
mountain range stretches from just outside Tralee town and begins 
to reduce in size just after the town of Annascaul, half way between 
Tralee and Dingle town. Between these mountain ranges are smaller 
undulating hills and farm land which have been inhabited for over six 
thousand years. Getting to Dingle Town travelling west from Tralee 
you can straddle a road which has been etched out along the Slieve 
Mish, passing a handful of small towns with their own unique charac-
ter and histories, or cross the Conor pass, Irelands highest mountain 
pass. In the end all roads lead to Dingle town. 

What both routes have in abundance are views, which are not 
only picturesque, they also reveal how the land has been worked for 
generations. Rising and falling through the land allows us to gain a 
reading of the overall and the intimate. At any high point along the 
journey we can begin to make a connection to generations of habita-
tion. Field patterns, imprints on the uplands beyond present limit of 
cultivation reveal a time when Ireland’s population had reached eight 
million and the capacity of the land to provide food was pushed to its 
limit. A mountain top Cairn at Dromavally speaks of the high kings 
of Ireland and sacred routes whose meanings have been lost in time. 
The character of this cultural landscape is a reflection of the island as 
a whole.

For centuries people have been drawn to the rugged shores of the 
West of Ireland, finding deep inspiration in its people and beauty. 
The magnetic draw of the west coast continues today and the flow of 
people fluctuates with global shifts in social, economic and political 
attitudes. While conducting research interviews for this dissertation 
it came to light that German newspapers, during the Cold War, may 
have claimed that West Cork would be the safest place to survive 
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nuclear fallout. It is well known that there was an influx of Europeans 
buying property in West Cork in the seventies. On April twenty-third 
2011 an article published in the Irish Times reported the death of 
Col Bachman in west Cork “ranked as one of the most controversial 
figures in Switzerland, having set up a so-called ‘secret army’ in the 
1970s to counter any Soviet-bloc invasion”¹7. Bachman had purchased 
Liss Ard estate near Skibbereen in the 1970s “reportedly with the 
intention that it should be used as a base of a Swiss government in 
exile in the event that the country was invaded by the Soviet bloc”¹8. 
At the same time the then Taoiseach of Ireland Charles Haughey 
purchased Inishvickillaun the most westerly of the Blasket Islands 
located off the Dingle Peninsula County Kerry. Being the sole owner 
and inhabitant of the island he constructed, with the help of the Irish 
Army, a totally self sufficient house on the Island and introduced a 
herd of Red Deer which still exist on the island today. No claim has 
ever been made that it was built as a reaction to the hysteria sur-
rounding the Cold War.

6.Charles Haughey’s house, Inishvickillaun, Blasket Islands,Kerry
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The influx of people to the west coast continues to this day and 
has begun to change the architectural makeup and social structure of 
rural Ireland. These areas are no longer seen as being isolated on the 
fringes of northern Europe and people seek out regions with specific 
intentions and ideas about how they want to inhabit these unique 
landscapes. These cultural shifts and attitudes to how the individual 
envisions their life are evident through the western seaboard. The 
artist, potter, musician, organic farmer and surfer all seek out that 
balance of life and an expression of individuality which manifests 
itself through the architecture of the dwelling. Ireland is not alone in 
experiencing cultural shifts and attitudes towards more sustainable 
lifestyles.

 At the same time in Ireland the culture of the second home saw 
an explosion of holiday homes in the west of Ireland from the early 
90s resulting in a myriad of architectural tastes. The homes predomi-
nantly located in the country’s most scenic locations has resulted in 
a seasonal intensification of temporary populations resulting in a 
dramatic shift in how we use and relate to the landscape. Within this 
mix of cultural evolutions are the descendants of the rural dwellers 
who have lived and worked the land for generations. The concept of 
the small holding and private land appears to be shifting to an idea of 
a shared landscape which appeals to everyone who wishes to experi-
ence it through different mediums or put down roots. 
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Cultural Vernacular. the house of Iarfhlaith Ó Murchú

7.Iarfhlaith’s House 2011
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Iarfhlaith Ó Murchú is one person who has decided to make the 
Dingle peninsula his home. He represents this cultural pattern of 
moving to the west coast and reinventing one’s life. Having spent his 
childhood growing up in the suburbs of Dublin he made a decision 
to relocate to Baile Dháith (Ballydavid) seven years ago. The area has 
had a family connection for generations and the house which he had 
decided to inhabit was built by his great grandfather around 1874. 
The house was part a clachan which over time has begun to disin-
tegrate. Plots of land around the house were sold and a few holiday 
homes have been built set back from the road. Iarfhlaith’s uncle still 
farms the land which has been passed down from generation to 
generation and he provided Iarfhlaith with a half an acre of land to 
produce his own food and keep some livestock if needed. 

Initially Iarfhlaith sought out the services of an architect to help 
with modifying the house. The architect provided a comprehensive 
schedule of works for the renovation of the house. The plan for the 
house proposed a collection of mono functional rooms surround-
ing a living dining space. The detailing and imagined habitation of 
the house was a standard approach to the renovation of a traditional 
cottage ready to be used as a holiday home. Over the space of half a 
year it became evident that the proposed renovations were too costly 
to carry out and the standard idea of how a house should be inhabited 
was not the individual expression which suited Iarfhlaith’s life. Iarf-
hlaith decided to undertake the role of architect and builder himself, 
unknowingly embarking on a tradition which has existed in rural 
Ireland for generations.

The roof of the house needed to be replaced first and long discus-
sions on how it would be carried out took place between Iarfhlaith 
and his brother Darach. For ease of construction they used corrugated 
steel roofing sheets which were purchased about ten miles from the 
house.  The construction brought the whole family together for a 
week during the summer and everyone worked together taking on 
whatever role was required. Once the roof was on and insulated with 
sheep’s wool, Iarfhlaith moved into the house and carried on the 
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internal work over the weeks and months before winter. Using the in-
ternet, Iarfhlaith researched different construction techniques which 
were sustainable and environmentally friendly. Stone was carried 
from the sea cliff, which is at the edge of his uncle’s land, and used for 
flooring throughout  the ground floor of the house. A mix of hemp 
and lime was used to bed the flooring and also to fill a stud partition 
wall. 

8.Iarfhlaith with the house in the background on the left, August 1988,
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The function of rooms within the house as Iarfhlaith describes 
them shift with the seasons and as the need arises. Three rooms make 
up the main structure of the original house and at the back of this 
another three rooms were added at a later stage, one being a modern 
bathroom. The central room of the house, which opens on to the road, 
contains the fire. This room sometimes becomes the kitchen and is 
the centre for life within the house. The other two rooms fluctuate 
from being guest bedrooms to storage space of this season’s potato 
crop to a lounge. This fluctuation of use is what Jackson would call 
a vernacular concept of space; “a space has no inherent identity, it is 
simply defined by the way it is used.”²0 The house has become the 
frame for Iarfhlaith’s life and that life has expressed vernacular tradi-
tions going back generations. Links to these traditions are expressed 
through his dependence on the environment and on the land shared 
with his uncle to produce food, the openness of the house to the road 
and the informality of the welcome when you enter the house. This 
fits with Jackson’s description of life in the vernacular dwelling; “ Its 
hospitality, though no less generous and welcoming, is informal and 
unpremeditated: no special rooms, no special hours, no special china 
or special cooking area called for, and the guests who appear, often 
uninvited, are not there for negotiating alliances or soliciting favours: 
they come to be included in the daily routine of the family”²¹. 

Iarfhlaith’s decision to reinvent his life in Baile Dháith and the 
way he inhabits the landscape is an example of a modern cultural 
vernacular. Cultural because it represents contemporary changes in 
lifestyle choices and vernacular because the life which has taken shape 
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within the newly inhabited environment has developed strong ver-
nacular characteristic. The opportunity for an architect to engage with 
this way of life is open and ready for discussion. 

Sitting at Iarfhlaith’s the table listening to the history of the house 
and the steep learning curve which was involved in the re-habitation 
of it reveals a wealth of options where an architect could have been 
involved in the process, more as an adviser and a builder than a person 
tied by legality and formality. Ideas such as construction techniques, 
materiality and the creation of beautiful spaces in and around the 
house could have all been explored at the beginning of the process. 
The outcome would have been a mutual exploration and adaptation 
of a rural cottage tailored to suit the life which would eventually be 
contained within.



136 The Architect: the built idea.

9. The built idea,irishvernacular.com
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Dominic Stevens is an Irish architect who grew up in the suburbs 
of Dublin and has had a relationship with rural Ireland from child-
hood. Ten years after he graduated from university the lure of life in 
rural Ireland became a very feasible option in trying to avoid a life-
time of debt being tied to a mortgage in the suburbs of Dublin. His 
idea was to build a home in Cloone, County Leitrim, which would 
enable him to sustain a life of his own creation. The process which 
evolved from this decision resulted in more than just the building of a 
house. His engagement with the people of this rural community and 
the landscape began to shape his thinking on the vernacular which he 
views as “a way of being, a modus operandi”²². Through the building 
process he was able to form bonds with his neighbours, who were 
more than willing to help in whatever way they could, resulting in a 
better sense of community and connection to place. He discovered a 
world where people had always built their homes as a community and 
collected examples which he published in his book ‘Rural’, and stated 
that “I suppose we wanted to prove that the vernacular tradition is 
alive and well and down a boreen near you, that it is not a style that 
you can make a pastiche of, that it is a robust, pragmatic tradition.”²³

The tradition of building your own house is a seed which Stevens 
has begun to regenerate within the landscape of rural Leitrim. His 
role as an architect in this environment shows that with a creative and 
ethical approach a life can be created for the profession within rural 
communities. At the same time he is in a position to understand and 
voice the realities which are changing the face of rural Ireland. He 
outlines the urban perspective on rural housing which over the years 
has been critical of its development. This opinion has been voiced 
in the media and the opinion is that the housing has been “ ‘ugly’, 
tasteless’, ‘badly sited’, ‘unsustainable’ and that there are altogether too 
many of them- a ‘bungalow blitz’ “²4.  He states that it is economics, 
rather than rural traditions, which is responsible for the blitz - “no 
wonder the resulting houses aren’t pretty”²5.

 The presence of an architect such as Stevens in Cloone has begun 
to impact a wider community. He has just launched a website called 
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irishvernacular.com. On this website you can download informa-
tion and drawings for a self built house which he has constructed for 
twenty five thousand euro near Cloone. This idea has the potential to 
grow and evolve, if people are willing to adapt it to suit their indi-
vidual needs rather than simply recreating it in the landscape. 
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Conclusion: Imprints, cultural and physical.

As we have seen, the Irish landscape is a rich and complex net-
work of man-made interventions. The basic human need to create a 
dwelling to protect us from the elements has left its imprint on the 
land. Each generation has made its own unique architectural state-
ments expressing the values and ideals of the time. The choice is there 
for an architect to become involved with small rural communities but 
it is only a decision which can be made on an individual basis. The 
reinvention of the architect’s role in this context has the potential to 
create unique spaces which could enhance the life of those communi-
ties. The architect would have to be adaptable, turning his hand to 
different requirements as the need arose. The knowledge that would 
be gained by working closely with a community and materials would 
be invaluable. As Dominic Stevens states “For me as an architect I 
for the first time felt myself inside the knowledge of building, how 
a building is constructed became more instinctive, less a learned 
discipline.”²6The knowledge which the architect holds has for far too 
long been viewed as a commodity. With a huge reduction in oppor-
tunities to build and find work the reinvention of the role played by 
the architect in society is necessary. The economic potential of such 
a venture would not be as rewarding as chasing the global shifts in 
prosperity and working under governments with questionable ethical 
values. The reward would be in becoming ingrained in a community 
and sharing knowledge, thereby guiding and enhancing its future 
evolution and protecting its habitat for future generations.
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Women in Architecture

Introduction

The profession of architecture has always been perceived as a 
“male” profession, especially with its coalescence with the con-
struction industry, the building site of men laying blocks seems to 
translate to the architecture firm of men designing buildings. The 
attributes required to be an architect would appear to be full of 
“masculine” virtues according to several psychologists,” ambitious, 
self-reliant, independent, assertive”, whereas women are attribut-
ed with virtues like “caring, nurturing and sensitive” (more suitable 
to the dominant female professions like nursing, school teachers 
and child care workers). If this really was the case you would 
expect that no woman would ever be employed in an architect’s 
office let alone make it to prominence. And yet there are a few 
women who have made it into the history books for achievements 
of architectural merit. If women really do possess the capabilities 
to succeed in the field of architecture why is the ratio of female 
employment in comparison to male employment so exaggerated? 
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Chapter One: Female Employment

To set this in a larger context of female employment, opportuni-
ties for women in Ireland and Europe have been steadily increas-
ing from 1999 to 2009 and have slowly been gaining on male 
figures. Based on figures from a report from the Central Statis-
tics Office in 2010 the rate of employment for women in Ireland 
in 1999 was at 51.8% (male employment was at 74.2%) while 
in Europe it was at 53% (men were at 70.7%). In 2003 Ireland 
took a slight lead on Europe where the figures rose to 55.5% for 
women (and 74.9% for men), while figures in Europe increased 
to 55% (70.4% for men). Ireland then maintained this lead up to 
2008 where female employment rose to 60.4% ( 75.7% for men) 
and Europe remained at 59.1% (men were at 72.8% employment).
In 2009 however the female employment rate of 57.8% fell behind 
that of Europe which was at 58.6% In specific European coun-
tries the Stockholm Council set an EU employment target of 57% 
for women aged between 15 and 64 by 2005, while the Lisbon 
Council, back in 2000, set an EU target of 60% by 2010. 

Employment rates for women over the age of 55 in Ireland in 
1999 was about 26%, while male employment was at a signifi-
cantly higher percentage of 62. While employment figures for men 
over 55 have remained over 60%, employment for women over 55 
has risen to 42% in 2009 but still trails male figures considerably. 
When we look at the area of construction women are almost left 
completely behind. Male employment in construction is at 19.2%, 
only significant when you compare it to female figures of 1.4%. In 
the EU male employment is at 13.8% and female employment is 
at 1.7%.

From census figures showing hours worked by women and men 
we can see that in general women work less hours than men. In 
2004 women worked an average of 31.9 hours a week, which 
fell to 30.8 hours in 2009. For men, the reduction was from 
41.3 hours a week in 2004 to 39.5 in 20091. According to the 
Central Statistics Office, women work less hoursand retire earlier 
It could be that women never remain in employment long enough 
in architecture to ever make it to the professional heights reached 
by more

1.  Central Statistics Office, Women and 
Men in Ireland, Stationery Office, Dublin, 
February 2011.
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by more of their male counterparts.

When we focus on the percentage of women working in profes-
sions in comparison to architecture we can see huge differences. 
Women pharmacists increased from 30% in 1985 to 49.3% in 
2009.The percentage of female chemists increased from 11% in 
1985 to 30% in 2009. In 2008, women accounted for 32.4% of 
all lawyers, 32.2% of all physicians and surgeons, and 68.8% of 
all psychologists)2, but the number of women in the profession of 
architecture has always remained significantly lower.(In the UK at 
present 17% of the architectural profession are women, while the 
number of female architects in 1999 was at a paltry 8%). Although 
the number of women in practice has remained at a constant 
low, the number of women in architecture schools is increasing. 
According to RIBA figures the percentage of women entering ar-
chitectural studies increased from 27% in 1990 to 38% in 2002/3. 
This increase in the number of women entering university studies 
is reflected across most disciplines, increasing numbers of women 
are studying medicine, law, veterinary etc. The number of stu-
dents at a University level in these fields seems to translate into 
female employment, all but architecture

2. Professional Women: Vital Statistics, Depart-
ment for professional employees, http://www.
pay-equity.org/PDFs/ProfWomen.pdf



148

Chapter Two: Role of Gender

One possible explanation for this is the playing out of gender 
roles in today’s society. A role generated by years of social 
conditioning. Generations of families have developed so that 
the young girl is given a doll to play with, while the young boy 
is given a toy car to play with. Even at an early age a role in 
society is already being decided for them. The doll to the young 
girl in some ways symbolises the pre-determined gender role of 
“caring, nurturing”, the role of the housewife, of the teacher, of 
the nurse. The mechanical car, on the other hand, for the boy 
symbolises the more dominant male roles of mechanic, engi-
neer, “problem-solver”. These break-downs in gender roles also 
transcends somewhat into education system. (Possibly less so as 
the education system progresses) But certainly by those genera-
tions in the architecture firms now. The subjects offered in all 
male schools compared to all female schools differed significantly 
in Ireland. Girls are encouraged to take subjects like home eco-
nomics, biology and art, whereas boys are encouraged to take 
subjects like physics, woodwork or honours maths. From my own 
personal experience of the Irish education system I was never 
destined for a career in architecture from the outset. Coming from 
an all female school in a more decidedly rural part of Ireland, I 
was the only girl out of the year of a hundred that expressed a 
serious interest in architecture (the career guidance counsellor at 
my school tried to talk me out of doing it and suggested I look at 
a course in nursing at the National University of Ireland Galway) I 
would imagine this lack of interest is partially down to the subjects 
offered at my school. Subjects core to the study of architecture 
like technical drawing and construction studies were not taught at 
my school. (They were, however, taught at the all boy’s school in 
my town).This experience seems to be less common as schools 
around Ireland are slowly becoming rejuvenated, and mixed 
schools are now lessening the social divide between boys and 
girls. The secondary school I attended would more than likely be 
regarded as relatively old fashioned, but it is more likely closer 
to the education system experienced by women in architectural 
practices now.

The roles of each gender is played out by the media through 
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through magazines, television, and film. Possibly the strongest 
female image, and one which the vast majority of women strive 
for is the image of the nurturing mother. For generations women 
have felt the need to fulfil their femininity through motherhood. It 
is at the base of almost all feminist reading, the idea of “anatomy 
is destiny” and seems to translate into female employment figures, 
architecture seems to be no exception.

A lot of women seem to leave their place of work after having 
their first child. The most common choice among women seems 
to be to their role as a mother first and career woman sec-
ond. From research carried out by the University of the West of 
England, female architects who answered an online survey stated 
there was a lack of returner training for those women who had 
taken a leave of absence and didn’t feel they were taken serious-
ly in their practice as a designer once they started a family. One 
woman from the survey stated that “‘I was offered an associate 
position within a year, but when I fell pregnant this was forgotten.” 
Another claimed that she was “forced to downgrade her position 
following childbirth even though she had made effective childcare 
arrangements.”3  It seems women who try and juggle both career 
and family life struggle because of the long working hours pro-
moted in architectural practices; long working days and working 
weekends make it hard for women to find time to raise a family. 
The working week in most architectural firms seems to exceed the 
EU Working Hours’ Directive of 48 hours maximum.

3. The University of the West of England, 
Why do women leave architecture, Bristol, 
May 2003.
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Chapter Three: Social Identity Theory 
and Professional Aspirations of Women 

Another series of research that could go some way to explaining 
the lack of women in the male dominated profession of archi-
tecture is the social identity theory. Social Identity theory is the 
theory that individuals can break down their social world in terms 
of two types of groups, in-group and out-group. The “in-group” 
is a group is a group that the individual feels they belong to, and 
an out-group is a group that the individual does not feel like they 
belong to. This sets up all kinds of positive relationships between 
in-group members and negative attitudes towards out-group 
members. Some researchers apply this in-group/ out-group dy-
namic to the dynamic of men and women. Men who see them-
selves in-group with other men and view women as out-group, 
and so have derogatory attitude towards women and a positive 
attitude towards men. There has also been some research done 
into the dynamics of in-group and out-group when the self-
esteem of a group is “threatened”. The respondents of a survey 
reacted negatively to out-group members when their self-esteem 
was threatened and reacted favourably to ingroup members. This 
may prove to be a difficult social situation for those women who 
find themselves having a disagreement in a male oriented archi-
tecture office or on a building site.4 

Another psychological survey done that might explain why female 
architects never make it to prominence in a male dominated sur-
rounding is the research done on “The Psychology of aspirations 
to top management”. It explains the glass ceiling affect brought up 
in the survey done by the University of the West of England. The 
glass ceiling is the invisible barrier that seems to prevent women 
from advancing into the top ranks of management. “As a result 
of gender role socialization processes, men aspire to enter male 
dominated occupations seen as calling for “masculine”/agentic 
personal qualities whereas women aspire to enter feminine oc-
cupations seen as a calling for “feminine”/communal personal 
qualities.” According to Janice W. Lee because of the difference 
in status of men and women in western societies, occupations 
seen as calling for masculine qualities are higher paying and and 
more prestigious than those seen as calling for feminine qualities.

4.Janice W. Lee, Psychology of Gender 
Identity, (New York: Nova Science Publish-
ers, 2005), 38
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Previous research into job aspirations of men and women have 
shown that men aspire to male dominated occupations and 
women, to a lesser extent, aspire to female-dominated occupa-
tions. This has somewhat changed in recent years where women 
job aspirations have become more similar to those of men. In the 
survey, men and women who described themselves as possess-
ing more masculine characteristics had higher aspirations to top 
management.5

When it comes to the different types of managerial styles of men 
and women there does seem to be a difference in leadership 
qualities. Although male and female managers perform differently 
under different gender biases there seems to be a general con-
sensus that in general male managers run with a more “command 
and control” style of management, are more likely to criticise sub-
ordinates and be less hands on. Women on the other hand have 
a more caring and democratic managing style and are more likely 
to be, “serving as role models, helping employees develop their 
skills, and motivating them to be dedicated and creative” based 
on research done by the American Psychological Association.6  
This type of leadership style could only work to the advantage of 
architectural practices, cultivating creativity in younger employees 
and encouraging a communal atmosphere.

5. Janice W. Lee, Psychology of Gender Identity, 
(New York: Nova Science Publishers, 2005), 
55-58

6. American Psychological Association, When the 
Boss is a Woman, http://www.apa.org/research/
action/boss.aspx
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Chapter Four: What women have 
achieved so far.

Women have not gone entirely unnoticed in the world of archi-
tecture, and are not entirely without achievement although still 
remain in the shadow to some degree by the achievements of 
men in the same field. 

Possibly the most interesting achievement in the history 
of women in architecture is the opening of the women 
owned practice of Schenck and Mead in 1914 in New 
York city, a mere 4 years earlier, 50% of architec-
ture programs in the U.S were denying women entry. 
The two female partners had very strong feelings on 
feminism and were insistent on making it in the male 
dominated world of architecture. In an article in the 
New York Times in 1914 they stated “We have been in 
business only a week, and we already have two orders. 
Other women architects, practicing independently, have 

done fairly well; we are going to do very well”. They also explain 
that they are the only women only firm and that they believed 
they were setting an example for others to follow by achieving 
this. “We feel that the movement for women has gone beyond the 
point of argument; the thing women must have now is opportunity 
to try themselves”.7  Schenck and Mead like other female archi-
tects  tended to focus on designs based around the home and on 
communal dwellings. In 1915 the duo won first in a competition 
held by the city club in Chicago. The competition allowed partici-
pants to design plans for a neighbourhood centre in any location 
in any city.

Another interesting woman from the history books is Anna 
Keichline. At the age of fourteen she won her first de-
sign competition for a handmade oak table and walnut 
chest. She graduated from Cornell University’s architectural 
program in 1911. She was most famous for her work as an 
industrial designer and the year after she graduated she 
filed her first patent for a new type of combined sink and 

washtub. Keichline  patented a total of seven inventions one of 
them for a portable partition design, a fold-away bed for apart-
ments, and an economical form of kitchen construction. Her most 

7. The New York Times, Girl Architects 
organise a firm, New York, March 8th, 1914.
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significant invention was the k-brick.The k-brick was 
a hollow fireproof clay brick which could be filled with 
insulation or soundproofing material. “According to the 
MIT school of engineering Web site the k-brick led to the 
development of today’s concrete block.” Like Schenck and 
Mead, Keichline had strong feminist views and was an active 
participant in social causes of suffrage and low-income housing.8

In Europe, Eileen Gray was also noted for her indus-
trial design work possibly more so than her architectural 
work. In the 1910’s and 20’s she was renowned lac-
quered furniture designs and interiors. She began a six 
year collaboration with architect Jean Badovici in 1926. 
Of the forty-five architectural projects recorded in her 
archive, only nine of her buildings and interior projects 
were realised (four of which were attributed to Badovici). Le 
Corbusier was a very fond admirer of Gray’s work and even dis-
played her proposal for a Vacation and Leisure Center (1936-37) 
alongside the work of his fellow delegates Congres Internation-
aux d’Architecture Moderne in his Pavilion des Temps Nouveaux 
in the Exposition Internationale “Art et Technique” of 1937 9. 
Because of her naturally shy nature, and possibly to the fact that 
she was a woman she never made it to any critical esteem. Gray 
promoted equality when it came to gender, more so than women. 
In a letter written to Sheila de Bretteville, Gray states 
about the 1973, Women’s building in L.A “ I quite agree up 
to now women had no legal recognition . . . . . . but I am 
sorry that the building in L.A is called the women’s build-
ing. For what reason? It seems to mean that women are 
an inferior species. Otherwise, why is this building not for 
everyone? Surely criticism must only be based on merit, 
and merit implies knowledge: the perception of new angles, per-
haps, but not emphasizing the difference between individuals.”10

8. Sarah Allaback, The First American Women 
Architects, (Illinois: University of Illinois Press, 
2008) , 119

9. Caroline Constant, Eileen Gray, 
(Michigan:Phaidon,2000), 5.

10. Peter Adam, Eileen Gray: architect/
designer (Michigan: H.N. Abrams, 
1987), 373.
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To find modern day counterparts, it is possible to consider 
architects like Zaha Hadid and Kazuyo Sejima. Zaha Hadid 
was born in Baghdad in 1950. She attended several schools 
in Switzerland and England before choosing her academic ca-
reer in mathematics in the American University in Beirut. She 
then pursued a career in architecture at the AA in London in 
1972 where she graduated with a Diploma prize in 1977. She 

then joined the Office of Metropolitan Architecture originally set 
up by Rem Koolhaas and ELia Zenghelis, her former professors. 
Within two years of graduating Hadid opened up her practice in 

London, whilst teaching at the AA.11  Although her work 
has over the years has gained much critical acclaim, it has 
attracted some criticism for its impracticality. Her first ever 
built project was a fire station at the production complex 
of the vitra office furniture group at Wil-am-Rhein on the 
German-Swiss border. The project was “a formal success 
but not a functional one”. The fire service moved out and 
the building was converted into a chair museum”. Despite 

these criticisms she became the first female architect in 2004 to 
win the Pritzker Architecture Prize. Zaha herself is known (or per-
ceived to be) quite aggressive and difficult. Like Eileen Gray she 
does not seem to have any strong interest in promoting women in 
architecture, only creative individuality and innovation.12 

11. Aaron Betsky, Zaha Hadid: The complete 
buildings and projects, (New York: Rizzoli, 
1998)

12. Peter Fisk, Creative Genius, (London: John 
Wiley and sons, 2011), 260
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Chapter Five: Architecture Power Cou-
ples

Down through the years the most common career path for women 
in architecture has been one half of an architecture power couple. 
In the past there were couples like Charles and Ray Eames, Pe-
ter and Alison Smithson, Denise Scott Brown and Robert Venturi, 
nowadays this trend of male/female partners has continued with 
firms run by Anne Lacaton and Jean Philippe Vassal, Kazuyo 
Sejima and Ryue Nishizawa.

Charles and Ray Eames are regarded by some as 
“among the most, if not the most, important American 
designers of the twentieth century. Of particular note is 
there innovation in the field of industrial design, their 
bent plywood chair (1946), their fibreglass chair (1950), 
and their lounge chair (1956). But they also expressed 
talent the fields of architecture and film.13  Charles and Ray 
seemed to have a fruitful and equal working relationship both 
with recognition in the design community in their own right. This 
may have been due to the fact that they never raised a 
family, which was a very unusual lifestyle for an Ameri-
can couple of those times. Although they had some joint 
projects their never worked entirely together, because of 
their different backgrounds and training. (Ray in the world 
of Art and Charles in the world of Architecture).There is 
some debate as to whether Ray was happy with the rec-
ognition she got on the projects they did collaborate on. Ray was 
an extremely shy character and did not have the same reputation 
in the field of design as Charles did in their Eames office. Most of 
their early collaborative work was attributed to Charles and later 
to the eames office. “In many ways Ray suffered from being the 
partner of someone to whom his peers gave him the accolade of 
genius”. That being said, Charles always made an effort to make 
it known that they equal contribution in their shared designs. 14

13.  Donald Albrecht, The work of Charles 
and Ray Eames, (Virginia:Harry N. Abrams, 
2005), 23

14. Pat Kirkham, Charles and Ray Eames: 
Designers of the Twentieth Century, 
(Michigan:MIT Press, 1998), 377
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One of the most vocal women on the status of women in an 
architectural partnership was Denise Scott Brown. Denise was 
married to two architects in her career, the first being Robert 
Scott Brown, whom she met at the University of Witatersrand 
in South Afirca, her second husband was Robert Venturi, 
whom she met while she was lecturing at the University of 
Pennsylvania. She was born in Zambia in 1931 and left South 
Africa and Witatersand in 1952 to study Architecture at the 
Architectural Association in London, where she graduated in 
1955. Denise has received master’s degrees in city planning 
and architecture from Pennsylvania, and has spent 5 years 

lecturing as part of the faculty there. She has also lectured in 
various other Universities like University of California, Berkeley, 
University of California, Los Angeles, Yale and Harvard.15  Denise 
married Robert Venturi in 1967 and moved with him to Pennsylva-
nia to join his firm. Within the firm Denise is the person respon-
sible for urban planning in design projects and for programming. 

In 1975 she wrote an unpublished essay on “sexism and the star 
system in architecture”. In this essay she describes her experi-
ences as a woman and wife in the world of architecture. She 
begins by describing her expertise in the sphere of academia 
and lecturing. She then describes an encounter she had with an 
architect whose work she had been reviewing and claimed that 
in response to her review they replied; “We at the office think it 
was Bob writing, using her name”. Following this she describes 
various times of misattribution of work between herself and her 
husband, and how Robert at the beginning of the book “Learn-
ing from Las Vegas” had to include a note at the beginning of the 
book asking that the work not be attributed to him alone, and in-
cluded everyone in the firm who was part of the collaboration and 
the roles they played in creating the book. According to Denise 
his request was “almost totally ignored” and explains that “A body 
of theory and design in architecture apparently must be associ-
ated by architecture critics with an individual; the more emotional 
their criticism, the stronger is its focus on one person”. Their 
office now provides an information sheet with their preferred forms 
of attribution –“the work to our firm, the writing to the person who 
signed the article or book”. Denise then cites an example in the 
Japanese Journal Architecture and Urbanism ; “A review of his 

15.  Frederic Schwartz and Carolina Vaccaro, 
Venturi, Scott Brown and Associates, (Barcelona: 
Gustavo Gili, 1995), 265.
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Crosstown Community suggests that Venturi is not so much af-
fording his theory new development as giving the source of his 
architectural approach clear form in a fundamental attitude toward 
city planning . . . . . . Venturi’s position in relation to city plan-
ning is the thing that enables him to develop his basic posture 
in relation to architecture. The Crosstown Community reveals a 
profound mood of affectionate emotion”. This is then followed by 
Brown correcting the journalist “This would be fine
except that the Crosstown Community was my work and was 
attributed as such in our book; I doubt whether, over a period of 
three years, Bob spent two afternoons on it.” She also describes 
how one architectural critic claimed that her presence in her 
husband’s firm had a negative influence on his architecture, and 
that he is “led astray” by his wife in “certain suburban practices”. 
These experiences according to Denise cause her to fight, suffer 
doubt and confusion, and expend too much energy. She includes 
the reactions of her male colleagues on the subject of misattri-
bution, “Why do you worry about these things? We know you’re 
good. You know your real role in the office and in teaching. 
Isn’t that enough?” She then says how she doubts if it would be 
enough for her male colleagues.

But her complaints make critics and cause lasting hostilities 
against both Denise and Robert, which she says they cannot af-
ford. Both them have worked very closely together on both social 
theories since 1960 and building projects in architectural prac-
tice since 1967. Although her contributions haven’t always been 
equal in every project, and Bob does remain the chief designer, 
she says that in some projects her ideas hardly appear in the 
final design at all, in others the basic idea is hers. But according 
to Denise’s views on sexism in architecture and the wife of an 
architect, she is assigned the role of scribe, typist and photogra-
pher. In 1973 she gave a talk on sexism and the star system to 
the Alliance of Women in Architecture, in New York. At the time 
she requested that the meeting be open to women only “ for the 
same emotional reasons (including hurt pride) that make national 
movements initially stress separatism”. This didn’t stop six men 
getting in and hiding down the back, who gradually grew glummer 
as the women bonded over shared experience. She also explains 
her theory behind the “star system”, how architecture is a system 
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that deals with unmeasurables, that architects are measured on 
whether they are a good designer or not against a set of indefin-
able criteria and that they must follow an “architectural father fig-
ure” to give guidance in areas where there are few rules to follow. 
In any case, Denise speculates that for male architects this “guru” 
must be male. At the time she was concerned with the macho 
image of the “modern architectural revolutionary with his avant-
garde technology out to save the masses through mass produc-
tion”, and was even considering the possibility of a more feminine 
“conservative and nurturing” oriented stance recommended to 
the profession by ecologists and urban planners, which might be 
the chance female architects have been waiting for. Denise also 
describes the world of architecture as a “men’s club”, she quotes 
Cynthia F Epstein’s reference to the “colleague system” and the 
“sponsor-protégé relationship, which determines access to the 
highest levels of most professions”.  Epstein suggests that “the
high level sponsor would look foolish if he sponsored a female 
and, in any case, his wife would object.” 

When Denise finally does publish her essay she explains how she 
was afraid to publish her essay because of the possible hostile 
reception her sentiments on feminism in the world of architec-
ture would create, and might hurt the prospects of her career 
and her firm (Even some women today who have achieved great 
advancement in the field have little to say on the topic). She 
includes the changes that have happened in architecture schools 
where the ratio of men to women is almost 1:1. She makes some 
interesting points on the changes in architecture since she has 
left, in her opinion architects did not follow the warnings of the 
social planners and the ecologists and that women were not able 
to “ride in on the trend”. She cites that the macho revolutionary 
has been succeeded by architect as dernier cri of the art world, 
which has led to an increase in the culture of personality. 

She also mentions the opposing trends in the increase of female 
admission and the move to the right in architecture. That increas-
ing female entrances occur at the bottom and the cult of person-
ality occurs at the top. She expresses her interest of what might 
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happen when the two trends meet. But according to research 
done by the University of the West of England the two trends 
still haven’t met, and that there is still a problem at a profes-
sional level of female employment retention in architectural 
practices. Denise writes how measures have been put in place 
to help small female owned firms but does not help the absorp-
tion of women into the mainstream unless women who have been 
integrated into large existing practices own 51% of the firm. She 
mentions how some women question the need for the feminist 
movement, explaining that personally they have experienced no 
discrimination. These ideas seem to come from younger women 
who have only ever experienced this at the school stage in their 
career, “the least discriminatory environment they will encounter 
in their careers”. Brown expresses her concern in knowing that 
at the early stages in practice little difference is present among 
men and women, it is only through advancement that “difficul-
ties arise, when firms and clients shy away from entrusting high 
level responsibility to women”. Women who then see their male 
colleagues advance on into higher positions, and lack a feminist 
awareness might then have a tendency to believe that their failure 
to achieve is their own fault.

Denise ends on a strong note saying that over the years she has 
come to realise that people who have caused her these moments 
of doubt and pain are ignorant and crude.”They are the crit-
ics who have not read enough and the clients who do not know 
why they have come to us. I have been helped realise this by 
noticing the scholars we most respect, the clients whose projects 
intrigue us, and the patrons whose friendships inspire us, have no 
problem understanding my role. They are the sophisticates. Partly 
through them I gain heart and realise that, over the last twenty 
years, I have managed to do my work and, despite some sliding, 
to achieve my own self-respect”.16

16. Denise Scott Brown, Room at the top, Sex-
ism and the star system in architecture, http://
isites.harvard.edu/fs/docs/icb.topic753413.
files/14_Outsiders%20in%20the%20Profession/
Brown_Sexism.pdf
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Conclusion

As proved by Denise Scott Brown and Robert Venturi there is 
no easy way for some to succeed in the world of architecture, 
especially for women. Whether they are in practice by them-
selves or with a husband/male colleague questions are always 
asked, or not as the case may be, of their role in design and 
creation of architecture. There is a constant battle being played 
out with every professional woman between their role of career 
woman and gender role, role of housewife and of mother. They 
fear that through pushing themselves into the higher echelons of 
architecture, a male dominated environment, they are in some 
way of denying their femininity. According to research women 
lack the interest in progressing to higher levels of employment, 
especially in male dominated professions. This makes it a harder 
battle for those few women who do have an interest and wish to 
advance their careers in the field. I think women have contrib-
uted greatly to the profession, whether these contributions have 
been noted or not, and that there is still more to be contributed. 
Like Denise Scott Brown, I am interested in seeing if women can 
ever progress enough to make it to the top of the “star sys-
tem” given recent figures in architectural education. I think given 
the managerial styles of women, this could lead to more social 
sensitivity in offices, which might even transcend into a femi-
nine architecture. Even from an article in the New York Times in 
1914 we are reminded of the sensibility of the female architect in 
comparison to men when it comes to the house “Heretofore, men 
have planned houses that women have groaned over-marvels 
of beauty, perhaps, and miracles of taste, but likewise prodi-
gies of inconvenience and impracticality. The dining room, for 
instance, as conceived by mere man, had a magnificent view of 
the rose garden but was some remote distance from the kitchen; 
the washtubs were of the most durable porcelain and of exquisite 
lines, but they usually broke the washwoman’s back; men never 
forget the fireplace, but the clothes chute sometimes slipped their 
minds”.
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Through this study I aim to draw on the main principles of 
dance and see how they can be applied in the realm of architec-
ture. Architecture and dance are equally important embalms of 
culture, and they share a vocabulary throughout their histories, 
both dealing with the manipulation of space on a human scale. 
A series of geometry and form becomes architecture with the 
addition of movement and rhythm. A similar statement can be 
made for dance. A structure evolved from a series of twisting 
and turning, a description of space, it could be said that dance 

I n t r o d u c t i o n
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helps lift architecture to reality. The movement of the human 
body is a vital component in creating social space. Movement 
and construction come together to control such space. Archi-
tectural design can become much informed by the observation 
of dance. As the Spanish architect Santiago Calatrava puts it, 
“Architecture is a wrapping for the human body, and dance is 
WKH�¿QHVW�H[SUHVVLRQ�RI�WKH�ERG\�´�

  If we take this a step further, it is fair to say that classical 
EDOOHW�LV�WKH�¿QHVW�H[SUHVVLRQ�RI�GDQFH��,�EHOLHYH�LW�LV�HYLGHQW�WKDW�
dance has inspired architecture since antiquity. There are many 
FUXFLDO� LQÀXHQWLDO�FRPSRQHQWV� LQYROYHG� LQ�GDQFH�WKDW�FDQ� LQ-
form architecture in a quite compelling way. In regards to this, 
it is interesting to look at Palladian architecture. The Palladian 
style is based strongly on symmetry, perspective and principles 
of the formal classical temple architecture of Ancient Greece 
and Rome. , classical ballet can be compared to a Palladian Vil-
la with its control, elegance, grace, rules and symmetry. Both 
are backbones for the styles that follow. Ballet is a very logical 
DUW�IRUP��LW�LV�QRWHG�IRU�LWV�FODULW\�RI�H[SUHVVLRQ��PRYHPHQW�DQG�
pureness.

  The general principles of classical ballet involve weight 
distribution, transfer of weight, alignment, sqaureness, pull-up, 
turn-out, lift, poise, counter-pull, counter-balance and balance.  
All these principles work together and are inter-related and 
must be looked at in relation to one another. Classical ballet is 
the anchor which most other dance technique reference back 
to and its harmony and unity is quite insightful for architects 
when designing. 
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 Through this study I intend on breaking down classical 
EDOOHW�LQ�LWV�IRUP�DQG�SURFHVV�DQG�H[DPLQLQJ�KRZ�LWV�SULQFLSOH�
FRPSRQHQWV� ZRUN� VR� VHDPOHVVO\� WRJHWKHU� DQG� H[SORULQJ� KRZ�
this may inform us in our design processes in the world of ar-
chitecture today.
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 The boundaries of architecture and dance have been 
permeable throughout history. With this in mind, I will now 
H[SORUH�WKH�HYROXWLRQ�RI�KRZ�FODVVLFDO�DUFKLWHFWXUH�DQG�FODVVLFDO�
ballet developed into such precise arts of such high status.

 The seed of ballet began in Renaissance Italy. Dance had 
DQ�H[WUDRUGLQDU\�KROG�RQ�WKH�EHKDYLRXU�DQG�PLQGV�RI�WKH�SHRSOH�
RI�WKH�VL[WHHQWK�FHQWXU\��7KH�0HGLFL�IDPLOLHV�DOO�ZDQWHG�WR�KDYH�
WKH� EHVW� RI� HYHU\WKLQJ�� LW� EHFDPH� D� FXOWXUH� RI� ¿QH� EXLOGLQJV��
beautiful paintings and lavish entertainment. Court ballet was 

C h a p t e r 1 
The Evolution of Classical Ballet and Classical Architecture
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a grand event. There was a dance between each course which 
ZDV�FDOOHG�DQ�³HQWUHp´��&DWKHULQH�GH�0HGLFL��WKH�JUDQGGDXJKWHU�
RI�/RUHQ]R�WKH�PDJQL¿FHQW�ZDV�WKH�RQH�UHVSRQVLEOH�IRU�EULQJLQJ�
EDOOHW�WR�)UDQFH�DW�WKH�HQG�RI�WKH�¿IWHHQWK�FHQWXU\��DQG�LW�LV�KHUH�
that it really began to take shape.  

 The true founder of ‘Ballet de coir’ in France was the 
,WDOLDQ�GDQFH�PDVWHU�%DOWKDVDU�GH�%HDXMR\HXO[��+H�SURGXFHG�WKH�
famous ‘Ballet Comique de la Reine   Louise’ in Salle Bourbon 
RI�WKH�/RXYUH���WK�2FWREHU�������%HDXMR\HXO[�ZDV�TXLWH�VDWLV-
¿HG�ZLWK�KLV� SURGXFWLRQ� ³D� JHRPHWULF� FRPELQDWLRQ� RI� VHYHUDO�
SHUVRQV�GDQFLQJ�WRJHWKHU´��,W�ZDV�ZKHQ�WKH�2SHUD�DQG�WKH�EDOOHW�
FDPH�WRJHWKHU�WKDW�WHFKQLTXH�EHJDQ�WR�FRPH�LQWR�SOD\��7KH�¿YH�
positions of the feet were invented and the ‘Académie Royale de 
Danse’ was established. As professional dancers became sought 
DIWHU� WKH�VWDQGDUG�RI�GDQFLQJ� LPSURYHG�DQG�WKH�¿UVW�%DOOHULQD�
was born.

� 7KH�5RPDQWLF�HUD�EURXJKW�D�IUHHU��PRUH�H[SUHVVLYH�VW\OH��
Dancers became graceful and lightly poised. The art and music 
RI�WKH�WLPH�VXFK�DV�WKH�ZRUNV�RI�'HODFURL[�DQG�%HULOLR]��KDG�D�
KXJH�LQÀXHQFH��%ODVLV�LQYHQWHG�WKH�µ$WWLWXGH¶�SRVLWLRQ��LQVSLUHG�
by Giovanni da Bologna’s statue of mercury. Blasis was an avid 
student of sculpture, anatomy and geometry who devoted him-
VHOI� ¿UVW� DQG� IRUHPRVW� WR� WHDFKLQJ� DQG� WKLQNLQJ� DERXW� GDQFH���
The new form of dance stood on its own, powerful enough in 
JHVWXUH� DQG� H[SUHVVLRQ� WKDW� LW� GLGQ¶W� QHHG�ZRUGV�� LW� ³H[SODLQV�
with rapidity the movement of the soul; it is a universal lan-
JXDJH��FRPPRQ�WR�DOO�WLPHV�DQG�EHWWHU�WKDQ�ZRUGV�LW�H[SUHVVHV�
H[WUHPH�VRUURZ�DQG�MR\«�,�GR�QRW�ZDQW�MXVW�WR�SOHDVH�WKH�H\HV��
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,�PXVW�LQWHUHVW�WKH�KHDUW�´�
 The ballet of the Romantic era also had a certain deco-

rum attached with it. Marie Taglioni had a key rule to play in 
this, she believed that “ an innate grace of manner should be 
enhanced by a formidable ease of technique and an imponder-
DEOH�VW\OH�´�3HRSOH�ZHUH�HQFDSVXODWHG�E\�KHU�EHDXW\�LQ�HOHYDWLRQ�
and her lightness in landing; she danced with great grace and 
modesty and had a divine charm of pose and position. “Taglio-
QL�LV�LPPRUWDO��+HU�WHFKQLFDO�DXWKRULW\�DQG�LQHIIDEOH�OLJKWQHVV�
which is associated with her name live on in the ideals of grace 
DQG�HOHYDWLRQ�WKDW�DUH�VWLOO�WKH�JRDO�RI�GDQFHUV�WRGD\�´��

 It was from this point on after the Romantic movement 
that the classic timeless ballets, that still play a huge role today, 
were born, such as ‘The Nutcracker’ and ‘Swan Lake’.

  If we compare the development of Palladian architec-
ture, and where it took shape from, we can see many overlaps 
in principles between it and classical ballet. 

The main principles of classical begin with the ‘orders’. There 
DUH�¿YH�RUGHUV�� WKUHH� DUH�*UHHN��'RULF�� ,RQLF�� DQG�&DULQWKLDQ�
and two are Roman; Tuscan and Composite. ‘ordo’ can be a row 
of columns, a continuation, a layer or a course of brick. The 
orders were thought as an essential basis for which to develop 
from. Charles Blanc who wrote ‘Grammaire des Arts du Dessin’ 
WKRXJKW�RI�RUGHUV�DV�SDUWV�RI�JHQHUDO�KLVWRU\�RI�GHVLJQ��+H�VDZ�
them as the parallel between the horizontality of classical archi-
tecture and the lines of the human face.  

 The Greeks idealized the treatment of form rather than 
mass, they also took harmony and proportion as sacred geom-
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etry. As described by the Roman architect Vitruvius in his Ten 
%RRNV�RI�$UFKLWHFWXUH�´�3URSRUWLRQ�LV�D�FRUUHVSRQGHQFH�DPRQJ�
the measures of the members of an entire work, and of the whole 
to a certain part selected as standard. From this result the princi-
ples of symmetry. Without symmetry and proportion there can 
be no principles in the design of any temple; that is, if there is no 
precise relation between its members as in the case of those of 
D�ZHOO�VKDSHG�PDQ´��7KHUH�ZHUH�D�SUHFLVH�VHW�RI�UXOHV�LQYROYHG��
)RU�H[DPSOH�LQ�'RULF�WHPSOHV�WKH�FROXPQ�ZDV�QDUURZHG�DW�WKH�
top to assure the eyes that the column cannot be overturned, 
(this brings to mind the concept of point shoes in ballet), the 
)OXWHV�GUDZ�DQ�HPSKDVLV�RQ�WKH�XSZDUG�WKUXVW��,WV�SUR¿OH�KRZ-
ever is the most important measure of strength in every Doric 
Temple, at the base it is edged by three channels, light delicate 
folds.   The orders taught most of the principles of this classi-
cal era. They taught elements of light and shade- the casting of 
shadows, presentation, rendering, proportion and symmetry.

� %UDPDQWH�$OEHUWL�ZDV�¿UVW�WR�XVH�FODVVLFDO�RUGHU�DV�DQ�H[-
pressive language that he employed and varied according to the 
nature and scale of a building. The classical orders had a great 
LQÀXHQFH�RQ�3DOODGLDQ�$UFKLWHFWXUH��$�WHPSOH�LV�DQ�H[SUHVVLRQ�
of movement and Palladio saw the distance between the col-
umns important. For instance, for the Ionic order there two and 
a quarter column diameter spacing at the bottom of their shafts. 
These proportions were important when aspects of perspective 
are brought into framing views of the countryside. Villa designs 
connect with their settings. Porticos or loggias were built so that 
residents could appreciate views of the countryside.  Columns 
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are an integral part of the control and dynamism in architec-
WXUH��DV�/RXLV�.DKQ�RQFH�VDLG´�FRQVLGHU�WKH�PRPHQWRXV�HYHQW�LQ�
DUFKLWHFWXUH�ZKHQ�WKH�ZDOO�SDUWHG�DQG�WKH�FROXPQ�EHFDPH�´�

� ,Q�H[SORULQJ�WKH�VRXUFHV�RI�ERWK�FODVVLFDO�EDOOHW�DQG�3DO-
ladian Architecture, it is now a much more manageable job to 
understand their processes and drive. It is a satisfactory foun-
dation from which to start to analyse each in terms of form, 
H[SUHVVLRQ��PRYHPHQW�DQG�LQWHQWLRQ�
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“Man is all symmetry,
 full of proportions, one lime to another, 
and all to all the world besides:
 Each part may call the furthest, brother: 
for the head with foot hath private auntie,
�DQG�ERWK�PRRQHV�DQG�WLGHV�´
� ,�IHHO�WKDW�WKHVH�OLQHV�IURP�*HRUJH�+HUEHUW¶V���WK�FHQWX-

ry poem ; Man, are quite evocative when investigating classical 
architecture in terms of form. The Greeks and Romans believed 

C h a p t e r 2
Form
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WKDW�WKH�KXPDQ�¿JXUH�ZDV�DQ�H[HPSODU\�FDUQDWLRQ�RI�KDUPRQ\�
and order. In the classical orders we see that there is a parallel 
between the shaft of the column and the torso of the body, also 
there is a connection between the lines of the face and the hori-
zontal members. As Burckhardt puts It, the “Doric order is one 
RI�WKH�PRVW�H[DOWHG�FUHDWLRQV�RI�PDQV�IHHOLQJ�IRU�IRUP�´

 In discussing classical architecture and the Doric or-
GHU�LQ�WHUPV�RI�IRUP��LW�LV�GLI¿FXOW�QRW�WR�KDYH�WKH�$FURSROLV�RI�
$WKHQV�VSULQJ�WR�PLQG��$V�/H�&RUEXVLHU�GHVFULEHV�LW´��RQH�FOHDU�
image will stand in my mind for ever: The Parthenon, stark, 
stripped, economical, and violent, a clamorous outcry against a 
ODQGVFDSH�RI�JUDFH�DQG�WHUURU´��,W�VLWV�OLNH�DQ�REMHFW�RI�LPPHQVH�
imposing strength and power. It seems to have eternal presence. 
Its columns are made in a zigzag as to give the impression that’s 
its foundations are straight. As Virgina Woolf  conveys, in his 
QRYHO�-DFRE¶V�5RRP´�,WV�FROXPQV�VSULQJ�XS�OLNH�IDLU�URXQG�OLPEV�
ÀXVKHG�ZLWK�KHDOWK«QR�SODFH�VHHPV�PRUH�OXVW\�DQG�DOLYH�WKDQ�
WKLV�SODWIRUP�RI�DQFLHQW�GHDG�VWRQH´�
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 In developing from the temple it is interesting to look at 
the Palladian Villa in terms of form, Villa Rotonda is possibly 
WKH�EHVW�H[DPSOH�IURP�ZKLFK�WR�GHVFULEH��7KLV�LV�D�FODVVLF�LQ�WKH�
essence of Palladio’s Villa design. Villa Capra, more commonly 
known as Villa Rotonda, due to its fully symmetrical plan with 
and its central circular hall.  Palladio himself described it as a 
pure work of art. It was intended to demonstrate the beauty of 
pure form with its geometrical plan which comprised of the cir-
cle, square and rectangle and also its four symmetrical porticoed 
faces.  The Villa was designed for Paolo Americo, a wealthy Vi-
centine cleric, as a retirement home.

Villa          
Rotonda
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 At the centre of the square plan the two story circular 
hall contained overlooking balconies. Palladio had envisioned 
a semi-circular domed roof but when he died, a lower one was 
built by Vincenzo Scanozzi which was modelled off the Panthe-
on with a central oculus originally open to the sky. The propor-
tions of the rooms were mathematically precise by the rules he 
set out in ‘I Quattro Libri dell’Architettura.’ To him proportion 
was everything, “Just as the proportions of voices are harmony 
WR�WKH�HDUV�DUH�WKRVH�RI�PHDVXUHPHQWV�KDUPRQ\�WR�WKH�H\H�´

� � 3DOODGLR�ZLVKHG� WR� FUHDWH� EXLOGLQJV� WKDW�ZHUH� XQL¿HG�
and well-balanced, and he believed that proportion was the 
ZD\�WR�DFKLHYH�WKLV��+H�ZDV�LQÀXHQFHG�D�ORW�E\�WKH�SURSRUWLRQV�
of the Ionic order, which comes apparent in his window and 
GRRU�GHVLJQ���3DOODGLR�EHOLHYHG�WKDW�LQ�D�URRP�ZLWK�D�ÀDW�FHLOLQJ��
the height should be equal to the width, with vaulted ceiling, 
the rooms height should be equal to the arithmetic, geomet-
ric or harmonic mean between the length and the width, each 
room interrelated by ratio. 

 There is a lot of overlap between Palladio’s preferred ra-
tios and characteristics of musical scale. The mathematical addi-
tions of intervals take the form of multiplication of their ratios. 
The villa is rests asymmetrically in the landscape at 45 degrees 
to the South on a hilltop, in this way all the rooms receive sun-
light. Each loggia engages with the landscape differently even 
though they are identical in design. They do so through a vari-
ation of wide steps, retaining walls, and embankments. In all, 
this villa manages to combine classical harmony with an appre-
ciation of natural landscape. This villa manages to stand with 
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HOHJDQFH�DQG�SRLVH� WKURXJK� LWV�XQL¿HG� V\PPHWU\�DQG�SURSRU-
tion. The essential factor involved in his consideration of form 
is the sense, of the relationship of parts among themselves and 
to the whole. Palladio inherited this way of thought from the 
JUHDW�SURFHVVLRQ�RI�,WDOLDQ�GHVLJQHUV��+H�ZDV�LQÀXHQFHG�JUHDWO\�
by people like Brunelleshci, Bramante and Michelangelo. 

 In considering form in classical ballet, a strong controlled 
aesthetic comes to mind. Ballet involves a balance in choosing 
the correct proportions for parts of a combination showing the 
harmony of all the parts in there interchanging relationships. 

 There are two main principles involved in that a formal 
balance of composition in classical ballet technique, ‘Aplomb’ 
and ‘Ligne’. Aplomb is an imaginary vertical line used to assess 
alignment and vertical centring in a dancer. Aplomb is viewed 
in two directions. When the dancer is in a proper in classical 
¿UVW�SRVLWLRQ�WKH�FHQWUH� OLQH�PRYHV�GRZQ�IURP�WKH� WRS�RI� WKH�
head through the middle of the nose, mouth, chin, sternum, na-
vel, the middle of the pelvis and through the heels of the foot. 
When viewed from the side the aplomb line runs down from 
the top of the head, in front of the ear, through the middle of 
the shoulder, hip, and knee and resting in front of the ankle 
bone.

  Ligne describes how a dancer forms lines in space with 
the body. The harmonious arrangement of the different parts 
of the body such as the head, shoulders trunk, legs and arms, in 
order the form elegant and harmonious compositions of curves 
and straight lines in space .A pointed foot is crucial in following 
through strong lines. The development of point shoes allowed 
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IRU�DQ�H[WHQGHG�DSORPE�DQG�VWURQJHU�H[WHQGHG�OLQHV��$�GDQFHU�
strives to display a good outline of the body, full of elongated 
lines. 

 Pointe shoes were invented by Charles Didelot in 1795. 
,W�ZDV�0DULH�7DJOLRQL�ZKR�ZDV�¿UVW�WR�PDNH�XVH�RI�WKHVH�À\LQJ�
machines, in her role in ‘la Sylphide’.

� 3RLQW�VKRHV�DOORZ�IRU�D�ÀRDWLQJ�IRUP��D�GDQFHU�RQ�SRLQW�
emanates a weightless poetic presence. Pull up through the legs 
E\�VWUHWFKLQJ�XSZDUGV�IURP�WKH�ÀRRU��HQJDJLQJ�WKH�DEGRPLQDOV�
and lifting the torso of the legs is important in achieving such 
an aesthetic. Pull-up is 3 dimensional. 
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� 7KHUH�DUH�¿YH�SULQFLSOH�SRVLWLRQV�RI�WKH�IHHW�EDOOHW��ZLWK�
the addition of arms create ten classic stances, these are the basis 
for which each movement or pose begins. There are also two 
chief styles of pose, ‘Arabesque’ and ‘Attitude’. 

 Among the ancient Greeks, arabesque was a name given 
to an ornament of fantastic and geometric design. In ballet this 
QDPH� GHVFULEHV� WKH� JUDFH� DQG� FKDUP� RI� JHRPHWULF� GHVLJQ� H[-
SUHVVHG�LQ�WKLV�EDVLF�SRVH��7KH�DUDEHVTXH�LV�D�ORQJ�ÀRZLQJ�OLQH�
made by arching the body and balancing it over one foot with 
WKH�RWKHU�H[WHQGLQJ�EHKLQG��7KH�DUPV�H[WHQG�WKH�SRVH�WR�PDNH�
WKH�ORQJHVW�SRVVLEOH�OLQH�IURP�WKH�¿QJHU�WLSV�WR�WKH�WRHV��WKH�KHDG�
must be poised in harmony with the line of the body. There are 
DQ�LQ¿QLWH�QXPEHU�RI�YDULDWLRQV�ZLWK�DQ�DOWHUDWLRQ�RI�WKH�GLUHF-
tion of the body in space or an arm position.  
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 Attitude is derived from the Italian ‘attitudine’, meaning 
³D�ZD\�RI�KROGLQJ�WKH�ERG\´�,Q�EDOOHW�WKLV�SRVH�ZDV�LQYHQWHG�E\�
the Italian school,  and was inspired by the Statue of Mer-
cury by Jean Bologne. The basic pose of which there are again 
numerous variations, it is a vertical position of the body sup-
ported by one leg, with the other knee bent and raised behind. 
The arms are both bent in the attitude position with the raised 
arm corresponding to the raised foot. Like all the basic positions 
WKHUH� DUH� DQ� LQ¿QLWH� YDULDWLRQ� RI� H[SUHVVLRQ�� HYHU\� FKDQJH� RI�
arm position, turn of the body or lean of the body produces a 
different attitude.
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 The head is the focal point in achieving classical align-
ment. The head balances on the top of the spine and changes po-
sition throughout combinations and sequences, to compliment 
the pose. The eyes are part of the head position and relate to the 
stage space and the audience. As Vitruvius puts it “all art ands 
its methods are derived from a well composed and proportioned 
KXPDQ�ERG\«QDWXUH�WKHUHIRUH�KDYLQJ�VKRZQ�WKH�IDFH�DQG�WKH�
head are its noblest part; as the seeing can judge the whole of it, 
so also should a castle be placed in the most eminent part of the 
city, that it can look over and judge the whole human body, and 
that the head should have a proportional correspondence to the 
appropriate parts; so that the head might be a fortress, the arms 
its adjoining and enclosing walls, which encircling it on all sides 
ZLOO�ELQG�WKH�UHVW�RI�LW�LQWR�RQH�ERG\��D�KXJH�FLW\�´
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³$OO�PRYHPHQW�LV�SXUSRVHIXO��KDV�D�FDXVH�DQG�D�IXQFWLRQ�´��
 This is quite an important statement to keep in mind 

when thinking about movement in terms of architecture; it is 
interesting that it was written by a dancer. Rudolf Laban was 
an artist, choreographer, dancer and theorist born in Bratislava 
in 1879. Laban’s notions on movement and his notation system 
have been successfully applied to study and record almost every 
type of physical motion. Laban is seen as movement’s greatest 
PDS�PDNHUV��+RGJVRQ�FRPSDUHV�KLP�WR�6WUDYLQVN\�DQG�3LFDVVR�

C h a p t e r 3 
Movement
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, he is the father of modern dance.
 After failing to follow in his fathers footsteps in the 

$UP\��/DEDQ�OHIW�PLOLWDU\�VFKRRO�WR�VWXG\�DW�WKH�eFROH�GHV�%HDX[�
Art in Paris in 1900. It is here that he developed an interest for 
dance and drama. As he grew in the dance world, he went on to 
be appointed as ballet-master at the Berlin State Opera in 1930 
which contributed greatly to his rationalisation of movement. 
+H�ZDV�LQWHUHVWHG�PRUH�LQ�WKH�SRVLWLRQLQJ�RI�WKH�ERG\�DQG�WKH�
G\QDPLF�RI� WKH�PRYHPHQW� WKDQ�WKH�VWHSV�RU�ÀRRU�SDWWHUQ��+H�
was drawn to Greek thought and had a particular fascination in 
Plato’s beliefs.

 Plato was of the opinion that everything in this world 
was made to a certain geometrical formula in their overall pur-
pose, the stars animals and man’s behaviour were all linked to 
their structure and how they interacted. Plato conceived that 
bodies must be either in motion driven by another force or 
have the source of motion within them. A development of this 
WKRXJKW�EHFDPH�1HZWRQ¶V�¿UVW�ODZ�RI�PRWLRQ��)URP�WKLV�ZH�FDQ�
grasp that ‘motion’ is an inanimate thing, it is within the body 
that a more animate ‘movement’ is prompted. 

� )URP�WKLV�/DEDQ�GUHZ�WKDW�ÀRZ�LV�UHVSRQVLEOH�IRU�FRQWLQ-
XRXVQHVV�RU�RQJRLQJQHVV�RI�PRWLRQ��ZLWKRXW�DQ\�ÀRZ�RI�HIIRUW�
movement must be continued in a single imitation and action. 
Laban believed that the body takes the form of static shapes for 
H[DPSOH�ZDOO�OLNH�� EDOO�OLNH� DQG� SLQ� OLNH��+H� REVHUYHG�ZKHUH�
movement was being done, in terms of places in space; his em-
SKDVLV� ZDV� RQ� GLUHFWLRQ� DQG� SODQDU� PRYHPHQW�� +LV� WKRXJKWV�
were that the harmony of space takes the form of set ‘scales’ of 
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movement within geometric forms.
 Francois Delsarte broke the body into three zones, the 

KHDG�� WRUVR� DQG� OLPEV�� DOO� PXVW� ZRUN� LQ� FRUUHVSRQGHQFH�� +H�
seen the trunk as being the core both in position and concept, 
the head takes the role of control and the limbs were the most 
IUHH��7KH�IXQGDPHQWDO�SULQFLSOH�RI�H[SUHVVLRQ�ZDV�VWUHQJWK�DQG�
FRQWURO�DW�WKH�FHQWUH��ZLWK�IUHHGRP�DW�WKH�H[WUHPLWLHV��+H�WKHQ�
ordered this movement into three divisions.  Normal (at the 
centre), eccentric (going from the centre), concentric (going to-
ZDUGV� WKH� FHQWUH��� 7HQVLRQ�� UHOD[DWLRQ�� UHODWLRQV�� EDODQFH� DQG�
form was associated with each movement. Elements which also 
went hand in hand were motion and force, space and form, time 
and design. 

 In Classical ballet these basic principles of movement 
and the human body are rationalised and controlled. Ballet is 
a special language of graceful movement, developing from one 
pose to another in seamless harmony. The dancer makes the 
transfer of weight appear effortless. Breathing, turn-out, pull-
up and lift disguise the actual shift of weight, the body stretches 
slightly upwards and sideways on a diagonal through the legs 
and pelvis, fully transferring the weight to one leg, then the 
body weight is centred forward and over the arch of the sup-
porting foot, this is crucial in achieving smooth changes of di-
rection and feet. These subtle movements such as ‘developpé, 
temps’-the unfolding movement of the foot, are as important 
DV�H[HFXWLQJ�WKH�SRVHV�DQG�SRVLWLRQV�IRU�ZKLFK�WKH\�FRQQHFW�LQ�
striving for elegance 

 Balance is thought of both anatomically and aesthetically. 
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In striving to attain balance anatomically, the three planes of 
the body intersect. The three planes are the frontal plane, the 
front half and back half, the sagittal plane, the right and left 
side, the transverse plane, the top and the bottom half. Aplomb, 
the imaginary vertical line used to assess alignment and vertical 
centering in a dancer interrelates to these planes, as described 
in the previous chapter on form. It assists the dancer’s ability 
to change levels from demi-plié to relevé and visa versa as they 
FRQWURO�DQG�FHQWUH�WKH�ERG\�ZHLJKW�DORQJ�LWV�YHUWLFDO�D[LV��:KHQ�
H[HFXWLQJ�PRYHPHQWV�IURP�RQH�IRRW�RU�WZR�IHHW��EDODQFH��VWDQFH��
transfer of weight, and aplomb all integrate. Aplomb enables 
the dancer to move vertically up and down or through space 
ZLWK�VWUHQJWK��FRQ¿GHQFH�DQG�JUDFH��

Transfer of weight 
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  In ballet the equilibrium is always controlled, however 
a ballerina attempts to push its boundaries and desires never to 
sink in the body or give in to gravity. When the dancer moves 
all the body parts consistently readjust to realign. As Newton’s 
third law states “For every action there is an equal and opposite 
UHDFWLRQ�´�DV�JUDYLW\�DQG�ZHLJKW�SXVK�GRZQ��WKH�PXVFOHV�ZRUN�
XSZDUGV��:KHQ�H[HFXWLQJ�D�GRZQZDUG�PRWLRQ��WKH�ERG\�OLIWV�
before it descends, in this way counter-pull and counter bal-
ance are elemental. Counter-pull deals with the opposing forces 
that are at work in the body, counter balance is the upward 
and slightly forward lean of the torso when the leg lifts further 
than twenty degrees back, the elongation of the spine is essen-
tial. Together counter pull and counter balance prevent loss of 
squareness and pull-up while allowing for freedom of move-
ment.

 This leads to movements such as a Soubresaut and Ren-
YHUVp�� $� VRXEUHVDXW� LV� D� VXGGHQ� MXPS�� MROW� RU� MHUN� IURP� ¿IWK�
demi-plé which then springs into the air, legs tightly crossed 
and feet pointed, the dancer alights simultaneously on both feet 
without changing feet. This move is performed travelling for-
ward with a backward lean of the body, ‘Renversé’ is a move-
ment of the body during a turn in which the normal balance 
is upset by bending sideways and back without disturbing the 
equilibrium . Movements such as these add colour and drama to 
a sequence.

  Breaking ballet down into its principle components, 
seven basic types of movement can be observed, each with a 
technical name derived from French; élancer to dart; étandre to 
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stretch; glisser to glide; relever to lift; sauter to leap; and tourner 
to turn . Each of these movements can then follow a particular 
style, interlinked with a gesture which leads the movement in 
RQH�RI�HLJKW�SRVVLEOH�GLUHFWLRQV��7KLV�EULQJV�D�G\QDPLF�RI� H[-
pression to a sequence.

$�WHPSOH�LV�DQ�H[SUHVVLRQ�RI�PRYHPHQW��$V�PHQWLRQHG�LQ�WKH�
¿UVW�FKDSWHU��FROXPQV�DUH�DQG�LQWHJUDO�SDUW�RI�WKH�FRQWURO�DQG�
dynamism in architecture. If we observe classical architecture 
in terms of movement, the plan, in co-ordination with light, are 
the central components in terms of movement within classical 
architecture. There is a strong relationship between the plan 
DQG�\RXU�H[SHULHQFH�RI�D�EXLOGLQJ��7KH�SODQ�KDV�D�VWURQJ�FRQ-
nection with mathematics and geometry, in particular in clas-
sical architecture. As le Corbusier  puts it, “the plan carries in 

the Parthenon 
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LWVHOI�WKH�HVVHQFH�RI�VHQVDWLRQ´��7KH�SODQ�SURPSWV�WKH�DFWLYLWLHV�
and circulation, I classical architecture, certain rules are associ-
ated with the plan. In a typical Palladian plan, Palladio’s hu-
manist training is quite evident. There is a great subtlety in the 
proportion, composition and equilibrium in comparison to the 
FODVVLFDO�SODQV�EHIRUH�KLP��+LV�SODQV�XVXDOO\�FRQVLVW�RI�D�FHQWUDO�
EORFN�EXLOW�DURXQG�WKH�D[LV�RI�WKH�HQWUDQFHZD\�DQG�WZR�V\P-
PHWULFDO�ÀDQNLQJ�EORFNV��7KH�GHVLJQ�JURZV�IURP�WKH�FHQWUDO�FLU-
FXODWLRQ�D[LV��LQ�SRVLWLRQLQJ�ORJJLDV��LI�WKHUH�ZDV�RQH��LW�ZRXOG�
be positioned along the centre and if there were two they would 
be situated either side. The same principle applied for stairs. 

 The human body is also symmetrical either side, but not 
in depth. The Chiericati plan is typical in that the left and write 
side are mirrored however the front and back are not. It is the 
combination of the plan and light that creates movement within 
a building. The rhythmic effect of the colonnades of the temples 
of antiquity would be nothing without the sun. The same go’s 
for Palladio’s loggia.
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�,I�ZH�ORRN�DW�WKH�FHQWUDOLVHG�FKXUFKHV�RI�WKH�VL[WHHQWK�DQG�
seventeenth century as described by Robin Evans, it is interest-
LQJ�WR�H[DPLQH�KLV�H[SORUDWLRQ�LQWR�VHDUFKLQJ�IRU�WKH�JHRPHW-
ULF�FHQWUH��+H�¿QGV�WKDW� WKH�W\SLFDO�FHQWUHV� LQ�WKH�FHQWUDOL]HG�
church focus on a couple of key aspects. The altar, which is posi-
tioned eccentrically, baptisms based around central gatherings, 
polygonal plans. Everything is a centre emanating into some-
thing. 

� �+HUH�WKDW�KH�DVVRFLDWHV�OLJKW�ZLWK�V\PEROLVP��7KH�SHU-
IHFW�XQLYHUVH�LV�D�SHUIHFW�VSKHUH���+H�GLVFXVVHV�5DSKDHO�DQG�KLV�
beliefs. The calm perfect centre of light represents god which 
gradually emanates to man. The point where the brightest light 
is focused to is not at eye level to the congregation or even to 
the priest, it is located much higher up, illuminating the dome, 
sourced from above through an opening in the roof. This sym-
bolises god’s presence.

  This is where he begins to connect Renaissance art into 
the argument. The same effect was to be portrayed through art 
and architecture, but with the architecture, geometry needed to 
DVVLVW��)RU�H[DPSOH�WKH�DXUD�WKDW�UDGLDWHV�'HLW\¶V�KHDG�LQ�*LRYDQ-
QL�GL�3DROR¶V�([SXOVLRQ��7KH�FLUFOH�LV�VHHQ�DV�KHDYHQO\��UHDFKLQJ�
out to the planets and the stars, full of power. Dante’s believed 
that “each sphere with God’s own love it more instilled the fur-
WKHU�IURP�LWV�FHQWHU�LW�DSSHDUV�´��,W�LV�LQWHUHVWLQJ�WR�QRWH�WKDW�H�
‘Attitude’ position in ballet was dervived from a similar source 
in Renaissance art, inspired by Giovanni da Bologna’s statue of 
mercury.

 If we look at light working in a collaboration with a plan 
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to create movement,  Palladios Monastery of Santa Maria della 
&DULWD�LV�D�JRRG�H[DPSOH�WR�WDNH��+HUH�OLJKW�KDV�D�ODUJHU�SXUSRVH�
than simply illuminating the Redentore, its different quality in 
each of the three major spaces, underlines the individuality dis-
tinctly established in the plan. 
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When we look at Classical Ballet and Classical Architecture 
in terms of how they are interpreted in reality, beyond drawing 
RU�WH[W��WKH�REVHUYHU�WKDW�LV�NH\��LW�LV�WKURXJK�WKH�VSHFWDWRU�WKDW�
both come to life. In this manner, form and movement come 
together and perspective is brought into the equation. “Archi-
WHFWXUH�OHG�WR�WKH�YDQLVKLQJ�SRLQW�ZKLFK�OHG�WR�DUFKLWHFWXUH´�,Q�
Renaissance painting there was one perspective construction for 
people and a different perspective construction for buildings. 
This shows that perspective is a system, calculated and rational-

C h a p t e r 4
The Observer
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ised to be set up in a particular way. We engineer the scale and 
the proportion. It is a somewhat false representation of intui-
WLRQ��+RZHYHU�WKH�ZD\�ZH�GUDZ�WKLQJV�KDV�D�GLUHFW�UHVHPEODQFH�
to the way we build them, I feel ballet brings scale and propor-
tion back to reality, it creates an interaction of visual perception 
and geometrical projection.

 Linear perspective has an important role to play as it 
ZRUNV� WRJHWKHU� ZLWK� SURSRUWLRQ�� +DUPRQ\�� SHUVSHFWLYH� DQG�
proportion all knit together. They create a ratio of projections, 
a rationalised art. Architecture is like the music of a piano, and 
DUW�PRUH�OLNH�WKDW�RI�D�YLROLQ��+HUH�EDOOHW�FDQ�DOVR�EH�GHVFULEHG�LQ�
this way. In comparing ballet to the freer contemporary dance, 
ballet like a piano with its notes set out, harmony can be calcu-
lated more clearly, whereas with contemporary dance, like the 
violin, intuition plays a much more dominant role, incorporat-
ing the notes that lie between the scales. 

 In classical architecture, observation is really only 
thought of in terms of elevation. The addition of perspective 
in the Renaissance was an important aspect in terms of the de-
velopment of Palladian architecture, in terms of engaging with 
views within the landscape, his loggia were of a much higher 
PHULW�DW�IUDPLQJ�YLHZV��WKDQ�WKH�ÀDWWHQLQJ�RI�WKH�FRXQWU\VLGH�
into pictures in a Claude glass.

Since its beginnings in the Renaissance, everything in classi-
cal ballet has referred back to the stage and the audience. Ballet 
as a production was established as a theatrical form. Dance was 
a spectacle with unifying dramatic themes, it told a story. Dance 
KDG�DQ�H[WUDRUGLQDU\�KROG�RQ�WKH�EHKDYLRXU�DQG�PLQGV�RI�WKH�
SHRSOH� RI� WKH� VL[WHHQWK� FHQWXU\�� �:KHQ� REVHUYHUV� DWWHPSWHG�
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WR�PDNH�D�VWDE�DW�FDSWXULQJ�WKLV�ÀHHWLQJ�DUW��WKH\�ZHUH�GHHPHG�
unsuccessful. Writing seemed to take away the movement and 
ÀXLGLW\�IUHH]LQJ�WKH�GDQFLQJ�IRUP��$V�)UDQFRLV�GH�/DX]H�SXW�LW�
“I freely admit that dancing had something which ennobles and 
animates it, such as a certain air or bearing- stately or casual 
ZKLFK�FDQQRW�EH�FDSWXUHG�E\�WKH�SHQ�´

The position of the dancer on the stage is of utmost impor-
WDQFH��,I�ZH�REVHUYHU�¿JXUH�[��LW�FDQ�EH�QRWHG�WKDW�WKH�IRXU�FRU-
ners of the square represent the four corners of the stage. The 
dancer is represented by the centre of the circle, facing out to-
wards the audience. It is interesting to see this diagram in rela-
tion to the humanist Renaissance one along side it. 

 Directing of the body is important in adding colour and 
variety to the movements, the body is turned to various direc-
tions in space so that the audience can see various views, “de 
IDFH´��IDFLQJ�WKH�DXGLHQFH��³HQ�pFDUWH´��WKURZLQJ�ZLGH�DSDUW��WKH��
dancer presents a ¾ view of the body standing at oblique an-
JOHV�WR�WKH�DXGLHQFH��³HQ�HIIDFp´�OHJV�DUH�LQ�IRXUWK�ZLWK�WKH�OHJ�
furthest from the audience in front, with a ¾ view of the body 
which again is standing at an oblique angle to the audience, “en 
HSDXOHW´�D�SRVLWLRQ�IRU�ZKLFK�WKH�VKRXOGHUV�DUH�WKH�NH\�HOHPHQW��
XVXDOO\�SURJUHVVHV�WR�³pSDXOLPHQW´�ZKLFK�LV�WKH�FRORXUIXO�XVH�RI�
the upper body adding artistry were movements are performed 
directly facing the audience which would otherwise be lacking, 
³GH�FRWp´��ZKLFK�LQGLFDWHV�LI�D�VWHS�LV�JRLQJ�WR�PRYH�WR�WKH�ULJKW�
RU�WR�WKH�OHIW��RU�¿QDOO\�³GRV�DX�3XEOLF´�WKLV�LV�VWDQGLQJ�ZLWK�\RXU�
back to the public. The dancer will move in a given direction 
with the feet in either second or fourth position.
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Figure X.
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  The direction of body movements with particular placing 
DUH�NQRZQ�DV�³&URLVp´�ZKLFK�LQ�(QJOLVK�WUDQVODWHV�WR�³FURVVHG´��
The dancer can cross in back, in front, backwards, forwards or 
VLGH�WR�VLGH��,Q�FURVVLQJ�WR�WKH�EDFN�´FURLVp�GHULHUH´�WKH�GDQFHU�
will stand at an oblique angle to the audience with the foot that 
is least near the audience opened to fourth position back raised 
RU�RQ�WKH�JURXQG��7R�FURVV�LQ�IURQW�³&URLVp�GHYDQW´�WKH�GDQFHU�
will open out the foot nearest the audience into fourth position 
to the front while standing at an oblique angle to their audi-
HQFH��,Q�FURVVLQJ�EDFNZDUG�³&URLVH�HQ�DPHUH´�WKH�ZRUNLQJ�IRRW�
furthest from the audience is crossed under the supporting foot 
this movement indicates that the step will be performed diago-
nally in space . From this it is quite evident how calculated and 
controlled the composition of the dancer is when framing views 
for their audience.

 In Euclidean geometry, of classical architecture, it is al-
PRVW�DV�LI�¿JXUHV�DUH�DSSOLHG�OLNH�WHPSODWH�WR�D�PDWHULDO��FUHDW-
ing an object. The focus lies on the metrical geometry of the 
solid form, whereas ballet has a closer relationship with projec-
WLYH�JHRPHWU\�� ,Q�SURMHFWLYH�JHRPHWU\��¿JXUHV�EHQG�DFFRUGLQJ�
WR�SRLQW�RI�YLHZ���7KH�¿JXUH�EHORQJV�WR�D�VSLULWHG�HVFDSLQJ�LWHP�
that remains out of reach. Projective geometry relates to objects 
images that is its shadows, maps or pictures. It is important that 
projective geometry is considered in architectural design. It is 
TXLWH�VLJQL¿FDQW�WR�KRZ�D�EXLOGLQJ�FDQ�EH�H[SHULHQFHG�DQG�LQ-
WHUSUHWHG��$V�(YDQV�SXWV�LW�´�:KDW�FRQQHFWV�WKLQNLQJ�WR�LPDJL-
nation, imagination to drawing, drawing to building, and build-
LQJ�WR�RXU�H\HV"´3URMHFWLRQ�JHRPHWU\�HQJDJHV�ZLWK�WKH�REVHUYHU��
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In terms of architecture today, the relationship between 
dance and architecture has played a key role in the New York 
&LW\�%DOOHW¶V�QHZ�VHDVRQ�HQWLWOHG�³7KH�'DQFH�RI�$UFKLWHFWXUH´��
which is comprised of seven world premiere ballets and is in 
homage to the Lincoln Centre of Performing Arts 50th anniver-
sary. This role master chief of this festival of dance was taken 
by Peter Martins who chose the Spanish architect Santiago Ca-
latrava to design his set. “As an architect, I have studied and 
sought inspiration from movement and the human body. To 

C h a p t e r 5
,QÀXHQFHV
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PH��WKHUH�LV�QR�PXVH�JUHDWHU�WKDQ�D�GDQFHU�´��7KH�%DOOHW�LV�IXOO�RI�
changing group formations of accented positions, with emphasis 
on composition. 

 Santiago Calatrava is a Spanish architect, engineer and 
designer whose main projects include bridges, transportation 
centres.  The idea of movement provokes a lot of Calatravas ar-
chitecture. As Paul Goldberger puts it “Calatrava buildings don’t 
VLW�RQ�WKH�JURXQG��WKH\�GDQFH�DERYH�LW´�7KHUH�LV�D�SRHWLF�PRYH-
ment within most of his work. Calatrava has a particular interest 
in the technological- spactial problem of identifying the form of 
moving structures for buildings.

� �+H�XVHV�DQDORJLHV�RI�WKH�FRQ¿JXUDWLRQ�RI�WKH�KXPDQ�ERG\�
LQ�PRYHPHQW�WR�VROYH�VWUXFWXUDO�SUREOHPV��+H�UHMRLFHV�LQ�GDQF-
ers in motion and strives to intertwine the same joy in creating 
his structures. In Calatrava’s design of the Ernsting Warehouse 
GRRUZD\�LQ�*HUPDQ\��ZH�VHH�WKH�EHJLQQLQJ�RI�KLV�H[SUHVVLRQ�RI�
poetic movement in his infusion of light and grace. Along with 
WKH�DQDORJ\�RI�WKH�PRYLQJ�KXPDQ�¿JXUH��WKHUH�LV�D�FRUUHODWLRQ�
with the visual effects of the classical Doric columns in a temple 
ZDYLQJ�UK\WKPLFDOO\�LQ�WKH�VXQ��7KLV�LV�LQWHUHVWLQJ�DV�LW�FODUL¿HV�
the connection between ballet and classical architecture. 
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If we look at dance in the broader sense as it evolves in dif-
ferent styles through culture, each having some elemental dis-
tinctions but all drawing back to the same underlying principles 
in their dialogue. The Spanish architect Antonino Cardillo’s 
YLHZ��³,I�DUFKLWHFWXUH� LV�PXVLF� LQ�VWRQH�FDQ�LWV�³OLPEV´�GDQFH"�
Architecture only remains still in pictures. In real life its natu-
UDO� VWDWH� LV�RQH�RI� WUDQVLWLRQ´� ��&DUGLOOR�ZDV� LQÀXHQFHG�E\�WKH�
WUDGLWLRQDO�6SDQLVK�GDQFH�LQ�WKH�GHVLJQ�RI�KLV�³+RXVH�RI�&RQ-
YH[LWLHV´� LQ� %DUFHORQD�� �� )ODPHQFR� LV� NQRZQ� IRU� LWV� UK\WKPLF�
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VWDPSLQJ�RI�IHHW�DQG�KDQGV�� LWV�H[SUHVVLYH�DUP�PRYHPHQWV�� LWV�
strong presence with dramatic poses and its emotional intensity. 
This building plays with different aspects of light and perspec-
tive within the thresholds throughout the building. Flamenco 
inspires the lines of the building and creates playful transitions 
for the user.

� ,Q�H[SORULQJ�GDQFH�DV�D�PHDQV�RI�HGXFDWLQJ�DQG�LQIRUP-
LQJ�GHVLJQ��LW�LV�LQWULJXLQJ�WR�H[DPLQH�WKH�WKRXJKWV�WKDW�WKH�RE-
servation of dance provokes in a group of young architecture 
VWXGHQWV�� 'DQFH� FDQ� H[SDQG� WKH� IRXQGDWLRQV� WKURXJK� ZKLFK�
students engage with and critically understand the “bodily/hu-
PDQ�H[SHULPHQWDO�GLPHQVLRQV´��WKDW�WKH\�DUH�GHYHORSLQJ�LQ�WKH�
development of their design process.

 In a drawing and representation class, the students were 
asked to engage with the dancers in terms of the spatial inten-



200

tions of the movement, what part of the body is leading and to 
trace the space made by the body through movement , using 
this to consider their Intuitions beyond the page, when record-
ing the movement of dancers through space. 

 In studying the dancers as they moved, some key themes 
emerged from the students observations. These included an in-
terest in the interaction and contact point with the ground, fore-
shortening, a pattern or sequence of movement, a progression of 
form, the hierarchical perception of limbs to allow movement 
and the pressures involved in the transfer of weight .

  In thinking of these elements in terms of the design pro-
cess in architecture, they become quite insightful. This way of 
thought allows a role for both subjectivity and objectivity in 
there thoughts on designing, moving from two dimensional to 
three dimensional. The students become more aware of the har-
mony between a perceived freedom and an underlying control, 
a balance which is pivotal in architectural planning and organi-
sation of space.

 In conclusion, From investigating and comparing dance 
and architecture, In particular classical ballet and classical ar-
chitecture, breaking their proccesses down in relation to form   
DQG�PRYHPHQW�DQG�H[DPLQLQJ�KRZ�WKLHU�SULQFLSOH�FRPSRQHQWV�
work so seamlessly together, I believe a great deal can be ob-
served and applied to how we approach our design processes in 
the world of architecture today. 
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dĂďůĞ�ŽĨ��ŽŶƚĞŶƚƐ͗

- dŚĞ�sĞƌŶĂĐƵůĂƌ�ʹ���EĂƚƵƌĂů�ŝŶƐƟŶĐƚ

- /ĚĞŶƟƚǇ

- �ŚĂŶŐĞ�ĂŶĚ�ƚŚĞ�/ŵƉĂĐƚ�ŽĨ�dĞĐŚŶŽůŽŐǇ

- dŚĞ�>ĞŐĂĐǇ�ŽĨ�ƚŚĞ�sĞƌŶĂĐƵůĂƌ�ZĞ-
sponse

- Conclusion
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 The focus of this paper is to examine the 
domain of vernacular architecture, to obtain a 
heightened understanding of a facet of architec-
ƚƵƌĞ�ǁŚŝĐŚ�ŝƐ�ŽŌĞŶ�ĚŝƐƌĞŐĂƌĚĞĚ�ĂƐ�ŵĞƌĞůǇ�ƚŚĞ�
work of the common man which does not involve 
a great deal of thought but more so is a response 
ƚŽ�ŽŶĞ Ɛ͛�ŶĞĞĚƐ͕�ĂŶĚ�ƵůƟŵĂƚĞůǇ�ĐŽŵĞ�ƚŽ�Ă�ĐŽŶĐůƵ-
sion on what is the most appropriate means of 
ƌĞƐƉĞĐƟŶŐ�ďŽƚŚ�ƚŚĞ�ĚĞǀĞůŽƉŵĞŶƚ�ĂŶĚ�ŚŝƐƚŽƌǇ�ŽĨ�Ă�
ŐŝǀĞŶ�ƐŝƚĞ�ǁŚŝůƐƚ�ĐŽŶƟŶƵĂůůǇ�ůŽŽŬŝŶŐ�ƚŽǁĂƌĚƐ�ƚŚĞ�
ĨƵƚƵƌĞ͘��ŌĞƌ�Ăůů�ǁĞ�ĐĂŶ�ŽŶůǇ�ŐŽ�ĨŽƌǁĂƌĚ�ďǇ�ůŽŽŬŝŶŐ�
ĮƌƐƚ�Ăƚ�ŽƵƌ�ƉĂƐƚ͘�

 I believe we are at a period where the ver-
nacular is experiencing a resurgence of interest. 
dŚŝƐ�ŝƐ�ĚƵĞ�ŶŽ�ĚŽƵďƚ�ƚŽ�ƚŚĞ�ĨĂĐƚ�ƚŚĂƚ�ŵĂŶǇ�ƉĞŽƉůĞ�
ĂƌĞ�ŶŽǁ�ƟƌŝŶŐ�ŽĨ�ƚŚĞ�ĞǀĞƌ�ŝŶĐƌĞĂƐŝŶŐ�ŐůŽďĂůŝƐĂƟŽŶ�
in all aspects of life. Never has the world been 
so connected therefore never have we shared so 
ŵƵĐŚ�ŝŶĨŽƌŵĂƟŽŶ͘�tŝƚŚ�ƚŚŝƐ�ĐŽŵĞƐ�ŐůŽďĂů�Ͳ�ƚƌĞŶĚƐ�
ƚŚĞǇ�ŚĂǀĞ�ďĞĞŶ�ĂƐ�ĞǀŝĚĞŶƚ�ŝŶ�ĂƌĐŚŝƚĞĐƚƵƌĞ�ĂƐ�ŝŶ�
fashion but there appears to be a longing among 
people for what has been somewhat lost, that is 
ĚŝƐƟŶĐƟǀĞŶĞƐƐ͘�/�ǇĞĂƌŶ�ĂƐ�ĚŽ�ŵĂŶǇ�ŽƚŚĞƌƐ�ĨŽƌ�Ă�
ƟŵĞ�ǁŚĞƌĞ�ŽŶĞ�ŝƐ�ŶŽƚ�ƌĞĚƵĐĞĚ�ƚŽ�Ă�ŵĞƌĞ�ĐŽŐ�ŝŶ�
the machine where we are not judged and gauged 
ĞŶƟƌĞůǇ�ŽŶ�Ă�ŶƵŵďĞƌƐ�ďĂƐŝƐ�ĂŶĚ�Ă�ƟŵĞ�ǁŚĞƌĞ�
ŝƚ�ŝƐ�ŽƵƌ�ŝĚĞŶƟƟĞƐ�ƚŚĂƚ�ĂƌĞ�ŽĨ�ŵŽƐƚ�ŝŵƉŽƌƚĂŶĐĞ͘�
Architecture of course has a bearing upon this as 
ŚĂƐ�ůŽĐĂƟŽŶ͘�/ƚ�ŚĂƐ�ďĞĞŶ�ƐƚĂƚĞĚ�ƚŚĂƚ�ĂƌĐŚŝƚĞĐƚƵƌĞ�
“transcends what we observein nature”, if true 
ƐŚŽƵůĚ�ǁĞ�ŶŽƚ�ďĞ�ƐĞŶƐŝƟǀĞ�ƚŽ�ůŽĐĂƟŽŶ�ďǇ�ŝŶĐŽƌ-
ƉŽƌĂƟŶŐ�ǀĞƌŶĂĐƵůĂƌ�ŵĞƚŚŽĚŽůŽŐǇ�ŝŶ�ŽƵƌ�ĚĞƐŝŐŶƐ͕�
ďĞ�ŝƚ�ƚŚƌŽƵŐŚ͗�ĨŽƌŵ͕ĐůŝŵĂƚĞ͕�ĨƵŶĐƟŽŶĂůŝƚǇ�ĂŶĚ�ŶŽƚ�
ůĞĂƐƚ�ŵĂƚĞƌŝĂůŝƚǇ͍

1 Louis Kahn
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dŚĞ�sĞƌŶĂĐƵůĂƌ��ʹ���EĂƚƵƌĂů�/ŶƐƟŶĐƚ͘

/ƚ�ŝƐ�Ăůů�ƚŽŽ�ĞĂƐǇ�ƚŽ�ůĂďĞů�ƚŚĞ�ǀĞƌŶĂĐƵůĂƌ�ĂƐ�
Ă�ŐůŽƌŝĮĞĚ�ĚĞĮŶŝƟŽŶ�ŽĨ�ƚŚĞ�ƚĞƌŵ�ƚƌĂĚŝƟŽŶĂů͘�/�ŵƵƐƚ�
ĂĚŵŝƚ�ƚŚĂƚ�ĨŽƌ�ƐŽŵĞ�ƟŵĞ�/�ŵǇƐĞůĨ�ǁĂƐ�ƵŶĚĞƌ�ƚŚĞ�
ŝůůƵƐŝŽŶ�ƚŚĂƚ�ǀĞƌŶĂĐƵůĂƌ�ĂƌĐŚŝƚĞĐƚƵƌĞ�ǁĂƐ�ƐŝŵƉůǇ�
using the materials found at our feet, following 
ƚŚĞ�ĞǆĂŵƉůĞ�ŽĨ�ůŽĐĂů�ƚƌĂĚŝƟŽŶƐ�ĂŶĚ�ƌĞƐƉĞĐƟŶŐ�ƚŚĞ�
ŶĂƚƵƌĂů�ĞůĞŵĞŶƚƐ�Ăƚ�Ă�ŐŝǀĞŶ�ƐŝƚĞ͘�/ƚ�ŝƐ�ŽŶůǇ�ŚĂǀ-
ing studied the topic further that I realise it is far 
ŵŽƌĞ�ĐŽŵƉůĞǆ�ĂŶĚ�ŶŽƚ�ŽŶůǇ�ŚĂƐ�ŝƚƐ�ƌŽŽƚƐ�ŝŶ�ŚŝƐƚŽƌǇ�
ďƵƚ�ŝŶ�ŽƵƌ�ĐŽŶƐƚĂŶƚ�ĞǀŽůƵƟŽŶ͘�sĞƌŶĂĐƵůĂƌ�ĂƌĐŚŝƚĞĐ-
ƚƵƌĞ�ŝƐ�ǀĞƌǇ�ŵƵĐŚ�Ă�ǀŝƐƵĂů�ĚŽĐƵŵĞŶƚĂƟŽŶ�ŽĨ�ŽƵƌ�
development as a race. It gives us a clear indica-
ƟŽŶ�ŽĨ�ŚŽǁ�ǁĞ�ďĞŐĂŶ�ƉƌŝŵĂƌŝůǇ�ĂƐ�ďĂƐŝĐ�ŚƵŶƚĞƌͬ
gatherers and of what we have become. It is also 
ŽƵƌ�ŝĚĞŶƟƚǇ�

A vernacular building is one which re-
sponds to its context. One of the best examples of 
ŝŶƐƟŶĐƟǀĞ�ĂƌĐŚŝƚĞĐƚƵƌĞ�Žƌ�ďĞ�ŝƚ�ƉůĂŶŶŝŶŐ�ĂƌĞ�ƚŚĞ�
͞�ĠŝĚĞ�ĮĞůĚƐ͟�ŽĨ�ŶŽƌƚŚ��Ž͘�DĂǇŽ͘�dŚĞƐĞ�ĂŶĐŝĞŶƚ�
ĮĞůĚƐ�ĂƌĞ�ƚŚĞ�ŽůĚĞƐƚ�ŬŶŽǁŶ�ĞŶĐůŽƐĞĚ�ůĂŶĚƐĐĂƉĞĚ�
ŝŶ�ƚŚĞ�ǁŽƌůĚ�ĚĂƟŶŐ�ďĂĐŬ�ŵŽƌĞ�ƚŚĂŶ�ĮǀĞ�ƚŚŽƵƐĂŶĚ�
ǇĞĂƌƐ͘�tŚĂƚ�ŵĂŬĞƐ�ƚŚĞƐĞ�ƐŽ�ŝŶƚĞƌĞƐƟŶŐ�ŝƐ�ƚŚĂƚ�Ăů-
ƚŚŽƵŐŚ�ĐŽǀĞƌĞĚ�ďǇ�ďůĂŶŬĞƚ�ďŽŐ�ŽǀĞƌ�Ɛŝǆ�ĨĞĞƚ�ĚĞĞƉ�
in places, modern land holdings centuries later 
ĨŽůůŽǁĞĚ�ƚŚĞ�ƉůĂŶ�ŽĨ�ƚŚĞƐĞ�ǁĂůůƐ�ƋƵŝƚĞ�ĂĐĐƵƌĂƚĞůǇ�
ŽŶ�ƐŚĞĞƌ�ŝŶƐƟŶĐƚ�ƌĂƚŚĞƌ�ƚŚĂŶ�ŬŶŽǁůĞĚŐĞ�ƚŚĞƌĞŽĨ͘ �
This gives rise to the argument that vernacular is 
ǀĞƌǇ�ŵƵĐŚ�Ă�ƉƌŝŵŝƟǀĞ�ŝŶƐƟŶĐƚ�ĂƐ�ŽƉƉŽƐĞĚ�ƚŽ�ĂŶ�
ĞĚƵĐĂƚĞĚ�ƐĞƚ�ŽĨ�ĚĞĐŝƐŝŽŶƐ�ǁŚŝĐŚ�ŝƐ�ƚŽ�Ă�ĚĞŐƌĞĞ�ǀĞƌǇ�
true however such examples depict a clear educa-
ƟŽŶ�ĂŶĚ�ƵŶĚĞƌƐƚĂŶĚŝŶŐ�ŽĨ�ĐŽŶƚĞǆƚ͘�

�ĐĐŽƌĚŝŶŐ�ƚŽ�&ƌŝĞĚƌŝĐŚ�ZĂŐĞƩĞ�͞ĂƌĐŚŝ-
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ƚĞĐƚƵƌĞ�ďĞŐŝŶƐ�ǁŝƚŚ�ƚŚĞ�ƐĞƩůĞŵĞŶƚ�ŽĨ�ŵĂŶ͘�dŚĞ�
ĐƌĞĂƟŽŶ�ŽĨ�ƐŚĞůƚĞƌ�ŝƐ�ŽƵƌ�ƌĞƐƉŽŶƐĞ�ƚŽ�ƚŚĞ�ĞŶǀŝ-
ronment and the context of our existence” This 
ĐŽŶƚĞǆƚ�ŵĂǇ�ďĞ�ďƌŽŬĞŶ�ĚŽǁŶ�ŝŶƚŽ�ƚǁŽ�ŵĂŝŶ�
categories: the natural and the human. Each con-
ƚĂŝŶƐ�ƚŚĞŝƌ�ŽǁŶ�ƐƵď�ĐĂƚĞŐŽƌŝĞƐ͕�ƚŚŽƐĞ�ĂƌĞ͗�ůŽĐĂƟŽŶ͕�
ĐůŝŵĂƚĞ͕�ŵĂƚĞƌŝĂůƐ�ĂŶĚ�ƚƌĂĚŝƟŽŶ͕�ƐŽĐŝŽͲĞĐŽŶŽŵŝĐ�
and values. It is the challenge of the architect to 
weigh up all of these factors and thus design an 
ĂƌĐŚŝƚĞĐƚƵƌĞ�ǁŚŝĐŚ�ƌĞƐƉŽŶĚƐ�ĂƉƉƌŽƉƌŝĂƚĞůǇ͘�dŚĞ�
human context is ever-changing and can never be 
ĞŶƟƌĞůǇ�ĐĂƚĞƌĞĚ�ĨŽƌ͘ �tĞ�ŵĂǇ�ŽŶůǇ�ƐƚƌŝǀĞ�ƚŽ�ƉƌĞƉĂƌĞ�
ĨŽƌ�ĨƵƚƵƌĞ�ŐĞŶĞƌĂƟŽŶƐ�ďǇ�ůŽŽŬŝŶŐ�ƚŽ�ƚŚĞ�ƉĂƐƚ�ĂƐ�ŝƐ�
ǁĞůů�ĚŽĐƵŵĞŶƚĞĚ�ďǇ�^ŝŐĨƌŝĞĚ�'ŝĞĚŝŽŶ�ƚŚƌŽƵŐŚŽƵƚ�
͞^ƉĂĐĞ�dŝŵĞ�ĂŶĚ��ƌĐŚŝƚĞĐƚƵƌĞ͘͟ �dŚĞ�ŶĂƚƵƌĂů�ĐŽŶ-
text on the other hand although changing, is far 
more permanent and it is this which the vernacu-
ůĂƌ�ŝƐ�ŵŽƐƚ�ĐŽŶĐĞƌŶĞĚ�ǁŝƚŚ͘��ůŝŵĂƚĞ�ĂŶĚ�ůŽĐĂƟŽŶ�
ǁŝůů�ƵŶĚŽƵďƚĞĚůǇ�ƌĞŵĂŝŶ�ƐŝŐŶŝĮĐĂŶƚ�ƚŽ�ƚŚĞ�ĨŽƌŵ�
ĂŶĚ�ƐĐĂůĞ�ŽĨ�ĂŶǇ�ƉƌŽũĞĐƚ͘�DĂƚĞƌŝĂůŝƚǇ�ƉĞƌ�ĐŽŶƚƌĂ�
ŵĂǇ�ĐŚĂŶŐĞ�ĂŶĚ�ƚŚŝƐ�ŝƐ�Ă�ƐŝŐŶŝĮĐĂŶƚ�ĂƐƉĞĐƚ�ŽĨ�Ăůů�
ĚĞƐŝŐŶƐ�ĞƐƉĞĐŝĂůůǇ�ƚŚŽƐĞ�ŽĨ�ƚŚĞ�ǀĞƌŶĂĐƵůĂƌ�ǁŚĞƌĞ�
being true to context is to the fore. In the human 
ĐŽŶƚĞǆƚ�ĨŽƌ�ŽŶĞ�ƚŽ�ĚĞƐŝŐŶ�ŝŶƐƟŶĐƟǀĞůǇ�Žƌ�ƌĂƚŚĞƌ�
ƉƌĂĐƟĐĂůůǇ͕ �ŝƚ�ŝƐ�ƵŶĚĞƌƐƚĂŶĚĂďůĞ�ƚŽ�ƵƐĞ�ƚŚĞ�ŵŽƐƚ�
ĞĂƐŝůǇ�ĂĐƋƵŝƌĞĚ�ƌĂǁ�ŵĂƚĞƌŝĂůƐ�ŚŽǁĞǀĞƌ�ŝŶ�ƌĞƐƉŽŶĚ-
ing to the natural context the choice of materials 
becomes important. The success of a building and 
ĞǀĞŶ�ƚŚĞ�ĚĞǀĞůŽƉŵĞŶƚ�ŽĨ�ĂŶ�ĂƌĞĂ�ŵĂǇ�ƉŝǀŽƚ�ŽŶ�
ŵĂƚĞƌŝĂůŝƚǇ͘

dŚĞ�ǀĞƌŶĂĐƵůĂƌ�ŽĨ�ĂŶǇǁŚĞƌĞ͕�ƚŚĂƚ�ŝƐ�ƚŽ�ƐĂǇ�
ƚŚĞ�ĞǀĞƌ�ĚĞǀĞůŽƉŝŶŐ�ƐƚǇůĞ�ŽĨ�ďƵŝůĚŝŶŐ�ĂŶĚ�ĚĞƐŝŐŶ�
ǁŚŝĐŚ�ĚĞĮŶĞƐ�ƚŚĂƚ�ƉůĂĐĞ�ĂƐŝĚĞ�ĨƌŽŵ�ŝƚƐ�ĞĐŽůŽŐǇ͕ �
ĐůŝŵĂƚĞ�ĂŶĚ�ŶĂƚƵƌĂů�ďĞĂƵƚǇ͕ �ŝƐ�ǁŚĂƚ�ŐŝǀĞƐ�ůĂŶĚ�

2  Friedrich Ragette, Traditional 
Domestic Architecture of the 
Arab Region. (China: Everbest, 
2006), 10.
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character. This is something that man has

ƐƚƌŽǀĞ�ƚŽ�ĚŽ�ƐŝŶĐĞ�ƚŚĞ�ǀĞƌǇ�ĮƌƐƚ�ƉĞƌƐŽŶ�
ĚĞĐŝĚĞĚ�ƚŽ�ĞǆƉůŽƌĞ�ǁŚĂƚ�ůĂǇ�ďĞǇŽŶĚ�ƚŚĞ�ŚŽƌŝǌŽŶ͘�
:͘�͘�:ĂĐŬƐŽŶ�ǁƌŝƚĞƐ�ŽŶ�ƚŚŝƐ�ƚŚĞŽƌǇ�ŝŶ�͞�ŝƐĐŽǀĞƌ-
ing the Vernacular Landscape”. He states that 
there is something deep within us all to fence and 
ŶĂŵĞ�ĞǀĞƌǇ�ƉĂƚĐŚ�ŽĨ�ůĂŶĚ�ǁĞ�ĞŶĐŽƵŶƚĞƌ͘ ���ĐƵƌŝŽƵƐ�
ŝŶƐƟŶĐƚ�ĐŽŶƐŝĚĞƌŝŶŐ�ǁĞ�ǇĞĂƌŶ�ĨŽƌ�ŶĞǁ�ƵŶƚŽƵĐŚĞĚ�
ůĂŶĚ�ƋƵŝƚĞ�ŽŌĞŶ͘���ŵĂũŽƌ�ĞǆĂŵƉůĞ�ŽĨ�ƚŚŝƐ�ŝƐ�ƚŚĞ�
ŐƌŝĚ�ŽƌŐĂŶŝƐĂƟŽŶ�ŽĨ�ƚŚĞ�hŶŝƚĞĚ�^ƚĂƚĞƐ�ŽĨ��ŵĞƌŝĐĂ͘�
One might argue that it is in our nature to explore 
ǁŚŝůĞ�ŽŶĞ�ŵĂǇ�ĂůƐŽ�ƐĂǇ�ƚŚĂƚ�ŝƚ�ŝƐ�ĚƵĞ�ƚŽ�ŵĂŶ Ɛ͛�
ƵƌŐĞ�ƚŽ�ĐŽŶƋƵĞƌ�ƚŚĂƚ�ƚŚĞƌĞ�ĂƌĞ�ǀĞƌǇ�ĨĞǁ�ƌŽĐŬƐ�ĂŶĚ�
crevices on this planet which have not eluded our 
ƌĂĐĞ�ĂŶĚ�ǁŚŝĐŚ�ŚĂǀĞ�ĂƐ�ŽĨ�ǇĞƚ�ŶŽƚ�ďĞĞŶ�ŶĂŵĞĚ�
and claimed. 

/�ŚĂǀĞ�ǇĞƚ�ƚŽ�ĮŶĚ�Ă�ƐƉŽƚ�ŽŶ�ƚŚŝƐ�ƌĞůĂƟǀĞůǇ�
ƐŵĂůů�ŝƐůĂŶĚ�ŶĂƟŽŶ�ŽĨ�ŽƵƌƐ�ƚŚĂƚ�ĚŽĞƐ�ŶŽƚ�ŚĂǀĞ�Ă�
ŶĂŵĞ�Žƌ�ŵŽƌĞ�ŽŌĞŶ�ƚŚĂŶ�ŶŽƚ�Ă�ŶƵŵďĞƌ�ŽĨ�ƚŚĞŵ�
ĞĂĐŚ�ǁŝƚŚ�ƚŚĞŝƌ�ŽǁŶ�ďĂĐŬ�ƐƚŽƌǇ͘�dŚŝƐ�ŝƐ�ĚƵĞ�ƚŽ�ƚŚĞ�
ǀĂƌŝĞƚǇ�ŽĨ�ƐĞƩůĞƌƐ�ǁŚŽ�ŚĂǀĞ�ƌĞƐŝĚĞĚ�ŚĞƌĞ�ŽǀĞƌ�
ƚŚŽƵƐĂŶĚƐ�ŽĨ�ǇĞĂƌƐ͘�/ƌŝƐŚ�ƉĞŽƉůĞ�ŚŽǁĞǀĞƌ�ŚĂǀĞ�
ƚƌĂŝƚƐ�ǁŚŝĐŚ�Ăůů�ŶĂƟŽŶĂůŝƟĞƐ�ĚŽ�ŶŽƚ�ƉŽƐƐĞƐƐ͕�ǁĞ�
ĂƌĞ�ŵĂĚĞ�ĂǁĂƌĞ�ĨƌŽŵ�Ă�ǀĞƌǇ�ǇŽƵŶŐ�ĂŐĞ�ƚŚĂƚ�ƚŚĞƌĞ�
ŝƐ�ŐƌĞĂƚ�ƉƌŝĚĞ�ĂƩĂĐŚĞĚ�ƚŽ�ĐĂůůŝŶŐ�ŽƵƌ�ůĂŶĚ�ŽƵƌ�
ŽǁŶ͘�tĞ�ĂƌĞ�ƚŽůĚ�ĂŶĚ�ƌĞƚŽůĚ�ŽĨ�ƚŚĞ�ŵĂŶǇ�ƟŵĞƐ�
ƚŚĞ�ĐŽƵŶƚƌǇ�ŚĂƐ�ĐŚĂŶŐĞĚ�ŚĂŶĚƐ�ĂŶĚ�ŽĨ�ŚŽǁ�ŽƵƌ�
land as we are taught was pillaged and robbed 
from us through force and violence.   
tĞ�ĂƐ�Ă�ŶĂƟŽŶ�ŚĂǀĞ�ǀĞƌǇ�ƐƚƌŽŶŐ�ĞŵŽƟŽŶƐ�ƚŽǁĂƌĚ�
the land we come from. For this reason I imagine 
ƚŚĂƚ�ǁŚĞƚŚĞƌ�ƚŚĞǇ�ĂƌĞ�ĂǁĂƌĞ�ŽĨ�ŝƚ�Žƌ�ŶŽƚ͕�Ăůů�/ƌŝƐŚ�
people are passionate about the vernacular archi-
ƚĞĐƚƵƌĞ�ŽĨ�ŽƵƌ�ĐŽƵŶƚƌǇ�ƚŚĂƚ�ŝƐ�ŝĨ�Ă�ƚƌƵĞ�ŽŶĞ�ĞǆŝƐƚƐ͘�



211

�Ŷ�ĞǆĂŵƉůĞ�ŽĨ�ƚŚŝƐ�ĐĂŶ�ďĞ�ƐĞĞŶ�ŝŶ�ŵĂŶǇ�ĞǀĞƌǇĚĂǇ�
peoples’ opinions on the imported architectural 
ŵŽǀĞŵĞŶƚƐ�ƐƵĐŚ�ĂƐ�ƚŚĞ�'ĞŽƌŐŝĂŶ�ďůŽĐŬƐ͘��Ǉ�ƚŚĞ�
ĐŽŵŵŽŶ�ƉĞƌƐŽŶ�ƚŚĞƐĞ�ĂƌĞ�ŽŌĞŶ�ǀŝĞǁĞĚ�ǁŝƚŚ�
ĚŝƐƚĂƐƚĞ�ĂƐ�ƚŚĞǇ�ĂƌĞ�Ă�ƌĞŵŝŶĚĞƌ�ŽĨ�Ă�ĐŽƵŶƚƌǇ�ƵŶĚĞƌ�
ŽĐĐƵƉĂƟŽŶ�ďǇ�Ă�ĨŽƌĞŝŐŶ�ĞŵƉŝƌĞ͘�dŚŽƐĞ�ŽĨ�ƵƐ�ǁŚŽ�
ƐƚƵĚǇ�ƚŚĞ�ƚŽƉŝĐ�ĂĐŬŶŽǁůĞĚŐĞ�ƚŚĞ�ĨĂĐƚ�ƚŚĂƚ�ƐƵĐŚ�
ŵŽǀĞŵĞŶƚƐ͕�ďĞ�ƚŚĞǇ�ĂĐĐĞƉƚĞĚ�Žƌ�ĨŽƌĐĞĚ�ƵƉŽŶ�ŽƵƌ�
ŶĂƟŽŶ�ǁĞƌĞ�ŶŽŶĞƚŚĞůĞƐƐ�ŵĂũŽƌ�ĚĞǀĞůŽƉŵĞŶƚƐ�ŝŶ�
ƚŚĞ�ĨŽƌŵŝŶŐ�ŽĨ�ƚŽǁŶƐ�ĂŶĚ�ĐŝƟĞƐ�ĂŶĚ�ƚŚƵƐ�ŝŶ�ĐƌĞĂƚ-
ŝŶŐ�ǁŚĂƚ�ǁĞ�ŚĂǀĞ�ďĞĐŽŵĞ͘��ŽĞƐ�ƚŚŝƐ�ŶŽƚ�ŵĞĂŶ�
ƚŚĂƚ�ƚŚĞǇ�ƚŽŽ�ĂƌĞ�ƉĂƌƚ�ŽĨ�ƚŚĞ�ǀĞƌŶĂĐƵůĂƌ�ŝĨ�ĂŌĞƌ�
Ăůů�ŝƚ�ŝƐ�Ă�ĚŽĐƵŵĞŶƚĂƟŽŶ�ŽĨ�ŽƵƌ�ĚĞǀĞůŽƉŵĞŶƚ͍��/�
ďĞůŝĞǀĞ�ŝƚ�ƚĂŬĞƐ�ĞǀĞƌǇ�ĂƐƉĞĐƚ�ŽĨ�ŽƵƌ�ĚĞǀĞůŽƉŵĞŶƚ�
to create what is deemed a vernacular architec-
ƚƵƌĞ͘�tŚĞƚŚĞƌ�ŽŶĞ�ĐŚŽŽƐĞƐ�ƚŽ�ĂĐĐĞƉƚ�ŝƚ�Žƌ�ŶŽƚ͕�
ƚŚĞ�ŶĞŐĂƟǀĞ�ĂƐ�ǁĞůů�ĂƐ�ƚŚĞ�ƉŽƐŝƟǀĞ�ŚŝƐƚŽƌǇ�ĐŚĂǀĞ�
ĚĞǀĞůŽƉĞĚ�ŽƵƌ�ŝĚĞŶƟƚǇ͘�
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/ĚĞŶƟƚǇ

WĞƌƐŽŶĂůůǇ�/�ŚĂǀĞ�ĂůǁĂǇƐ�ŚĂĚ�Ă�ƉĂƐƐŝŽŶ�
for vernacular architecture even before I became 
ĂǁĂƌĞ�ŽĨ�ƚŚĞ�ƚĞƌŵ͘�dŚŝƐ�ŚĂƐ�ďĞĞŶ�ĞƐƉĞĐŝĂůůǇ�ƚƌƵĞ�
ǁŚĞƌĞ�ďƵŝůĚŝŶŐƐ�ƌĞƐƉĞĐƚ�ƚŚĞ�ůĂŶĚƐĐĂƉĞ�ǁŚŝĐŚ�ƚŚĞǇ�
Ɛŝƚ�ŝŶ͕�ďĞ�ŝƚ�ƚŚƌŽƵŐŚ�ĨŽƌŵ͕�ĐŽŶĐĞƉƚ�Žƌ�ŵĂƚĞƌŝĂůŝƚǇ͘�
DĂƚĞƌŝĂůŝƚǇ�ƚĞŶĚƐ�ƚŽ�ďĞ�ƚŚĞ�ĮƌƐƚ�ĞůĞŵĞŶƚ�/�ĐŽŶ-
ƐŝĚĞƌ�ǁŚĞŶ�ŝŶǀĞƐƟŐĂƟŶŐ�ĂŶǇ�ďƵŝůĚŝŶŐ�dŚŝƐ�/�ŚĂǀĞ�
ŶŽ�ĚŽƵďƚ�ƐƚĞŵƐ�ĨƌŽŵ�ŵǇ�ƵƉďƌŝŶŐŝŶŐ�ŽŶ��ƌĂŝŶŶ͕�
the largest of the three Aran islands a small 
ĂƌĐŚŝƉĞůĂŐŽ�ǁŚŝĐŚ�ĂƌĞ�ƐŝƚƵĂƚĞĚ�ĂďŽƵƚ�ƚŚŝƌƚǇ�ŵŝůĞƐ�
ǁĞƐƚ�ŽĨ�/ƌĞůĂŶĚ�Ăƚ�ƚŚĞ�ŵŽƵƚŚ�ŽĨ�'ĂůǁĂǇ�ďĂǇ͘�dŚĞ�
ĂƌĞĂ�ŝƐ�ĨĂŵŽƵƐ�ĨŽƌ�ŝƚƐ�ĚŝƐƟŶĐƟǀĞ�ůŝŵĞƐƚŽŶĞ�ůĂŶĚ-
ƐĐĂƉĞ͘�dŚĞƌĞ�ŝƐ�Ă�ĚŝƐƟŶĐƚ�ƐǇŵŵĞƚƌǇ�ƚŽ�ƚŚĞ�ƌŽĐŬ͕�Ăůů�
crevices stretch from north to south and serve as 
ƉĞƌŵĂŶĞŶƚ�ƌĞŵŝŶĚĞƌƐ�ŽĨ�ĂŶĐŝĞŶƚ�ŐůĂĐŝĂů�ŇŽǁƐ�ĂƐ�
well as boundaries for farmers and animals alike. 
/ƚ�ŝƐ�Ă�ƚƌƵůǇ�ƌĞŵĂƌŬĂďůĞ�ƉůĂĐĞ�ŶŽƚ�ƐŝŵƉůǇ�ĨŽƌ�ŝƚƐ�
ŶĂƚƵƌĂů�ďĞĂƵƚǇ�ďƵƚ�ĂůƐŽ�ĨŽƌ�ƚŚĞ�ŚŝƐƚŽƌǇ�ƚŚĂƚ�ŐŽĞƐ�
with it. It is a barren, wind-beaten outcrop which 
ŚĂƐ�ĂƩƌĂĐƚĞĚ�ǀŝƐŝƚŽƌƐ�ĂŶĚ�ƐĞƩůĞƌƐ�ĨŽƌ�ŽǀĞƌ�ƚŚƌĞĞ�
ƚŚŽƵƐĂŶĚ�ǇĞĂƌƐ�ǁŝƚŚ�ĐĞƌƚĂŝŶ�ƐƚƵĚŝĞƐ�ŐĂƵŐŝŶŐ�ŝƚ�
nearer to seven thousand. 

/ƚ�ŝƐ�ƚƌƵĞ�ƚŽ�ƐĂǇ�ƚŚĂƚ�ŝƐůĂŶĚƐ�ŝŶ�ŐĞŶĞƌĂů�ƉŽƐ-
ƐĞƐƐ�Ă�ĚĞŐƌĞĞ�ŽĨ�ŵǇƐƟĐŝƐŵ͘�dŚĞŝƌ�ŐĞŽŐƌĂƉŚǇ�ĂůŽŶĞ�
ĂƉƉĞĂůƐ�ƚŽ�ŵĂŶ Ɛ͛�ŝŶƐƟŶĐƚ�ƚŽ�ĚŝƐĐŽǀĞƌ�ĂŶĚ�ĐŽŶƋƵĞƌ͘ �
dŚŝƐ�ŝƐ�ǁĞůů�ĚŽĐƵŵĞŶƚĞĚ�ƚŚƌŽƵŐŚŽƵƚ�ŚŝƐƚŽƌǇ͘��ĂƐƚĞƌ�
/ƐůĂŶĚ�ĨŽƌ�ĞǆĂŵƉůĞ�ŝŶ�ƚŚĞ�ƐŽƵƚŚ�WĂĐŝĮĐ�ĐŽŶƟŶƵĞƐ�
ƚŽ�ƉƵǌǌůĞ�ĂĐĂĚĞŵŝĐƐ�ĂŶĚ�ĞǆƉůŽƌĞƌƐ�ĂůŝŬĞ͕�ŶŽďŽĚǇ�
ƋƵŝƚĞ�ƵŶĚĞƌƐƚĂŶĚƐ�ŝƚƐ�ŚŝƐƚŽƌǇ�ĞŶƟƌĞůǇ�ŶŽƌ�ĞǀĞŶ�ƚŚĞ�
ŵŽƟǀĂƟŽŶ�ĨŽƌ�ŝƚƐ�ŝŶŝƟĂů�ŝŶŚĂďŝƚĂƟŽŶ�Đ͘�ϯϬϬ��͘�͘�
tŚĂƚ��ĂƐƚĞƌ�/ƐůĂŶĚ�ĚŽĞƐ�ƵŶĨŽƌƚƵŶĂƚĞůǇ�ƉŽƌƚƌĂǇ�
aside from its claim to fame (the lines of stone 
statues), is the failings of man and the failings of 
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Ă�ƌĂĐĞ�ƚŽ�ůŝǀĞ�ŝŶ�ŚĂƌŵŽŶǇ�ǁŝƚŚ�ƚŚĞŝƌ�ƐƵƌƌŽƵŶĚŝŶŐƐ͘�
Two major factors in the demise of Easter islands 
ƉŽƉƵůĂƟŽŶ�ǁĞƌĞ�ƐůĂǀĞ�ƌĂŝĚƐ�ĂŶĚ�ĚŝƐĞĂƐĞ�ŚŽǁĞǀĞƌ�
ƉƌŝŽƌ�ƚŽ�ƚŚŝƐ�ƚŚĞ�ƌĞĂů�ĐĂƚĂůǇƐƚ�ǁĂƐ�ƚŚĞ�ĨĂĐƚ�ƚŚĂƚ�
ƚŚĞ�ƚƌŝďĞƐ�ŽĨ�ƚŚĞ�ƐŵĂůů�ƌŽĐŬ�ĐŽŵƉůĞƚĞůǇ�ƌĂǀĂŐĞĚ�
ƚŚĞ�ůĂŶĚƐĐĂƉĞ͘��ǀĞƌǇ�ƐĐƌĂƉ�ŽĨ�ǁŽŽĚ�ĂǀĂŝůĂďůĞ�ǁĂƐ�
ƵƐĞĚ�ĂŶĚ�ĂůŵŽƐƚ�ĞǀĞƌǇ�ĂŶŝŵĂů�ĨŽƵŶĚ�ǁĂƐ�ĞĂƚĞŶ͘�
There was a complete lack of control regardless 
ŽĨ�ƚŚĞ�ŽƌĚĞƌ�ǁŝƚŚŝŶ�ƚŚĞ�ƐŽĐŝĞƚǇ�ǁŚŝĐŚ�Ăƚ�ŽŶĞ�ƉŽŝŶƚ�
ďŽĂƐƚĞĚ�ĂďŽƵƚ�ϭϱ͕ϬϬϬ�ŝŶŚĂďŝƚĂŶƚƐ͘�

It is stories such as this of failed civilisa-
ƟŽŶƐ�ƚŚĂƚ�ŵĂŬĞ�ƚŚĞ�ƐƚŽƌǇ�ŽĨ��ƌĂŶ�ŝŵƉƌĞƐƐŝǀĞ͕�ƚŚĞ�
fact that people have lived and thrived on such a 
small patch of inhospitable land for such an exten-
sive period. Of course there is the argument that 
ŝƚ�ŚĂƐ�Ă�ĐůŽƐĞƌ�ƉƌŽǆŝŵŝƚǇ�ƚŽ�ƚŚĞ�ŵĂŝŶůĂŶĚ�ŚŽǁĞǀĞƌ�
ŝĨ�ƚŚŝƐ�ǁĞƌĞ�ƐĞĞŶ�ĂƐ�Ă�ƉŽƐŝƟǀĞ�ƚŚĞŶ�ƐƵƌĞůǇ�ĨĂƌ�ŵŽƌĞ�
inhabitants would have immigrated long ago. It is 
ǁĞůů�ĚŽĐƵŵĞŶƚĞĚ�ƚŚĂƚ�ƚŚĞ�/ƐůĂŶĚ�ŚĂƐ�ĂƩƌĂĐƚĞĚ�ƚŚĞ�
ĂƩĞŶƟŽŶ�ŽĨ�ŵĂŶǇ�ŐƌĞĂƚ�ƚŚŝŶŬĞƌƐ�ŽǀĞƌ�ƟŵĞ�ĂŵŽŶŐ�
ƚŚĞŵ�^ĂŝŶƚƐ͕�ǁƌŝƚĞƌƐ�ĂŶĚ�ĂƌƟƐƚƐ͘�dŚĞƌĞ�ĐĞƌƚĂŝŶůǇ�ŝƐ�
a draw to the place and it is for this reason that 
/�ďĞůŝĞǀĞ�ĂŶǇ�ĚĞǀĞůŽƉŵĞŶƚƐ�ƵƉŽŶ�ƚŚĞ�ůĂŶĚƐĐĂƉĞ�
ŵƵƐƚ�ďĞ�ŐŝǀĞŶ�ĐŽŶƐŝĚĞƌĂďůĞ�ƚŚŽƵŐŚƚ�ĨŽƌ�ƚŚĞǇ�ƚĞŶĚ�
ƚŽ�ďĞ�ƉĂŝŶĨƵůůǇ�ŽďǀŝŽƵƐ�ĂƐ�ǁĞůů�ĂƐ�ůŽŶŐ�ƐƚĂŶĚŝŶŐ͕�
not least in the form of housing.

 The true vernacular architecture of this 
ĂƌĞĂ�ŝƚ�ŵĂǇ�ďĞ�ƐĂŝĚ�ŝƐ�ƐĞĞŶ�ŝŶ�ƚŚĞ�ďĞĞŚŝǀĞ�ƐŚĂƉĞĚ�
ŚƵƚƐ�ǁŚŝĐŚ�ŽŶĐĞ�ĚŽƩĞĚ�ƚŚĞ�ůĂŶĚƐĐĂƉĞ͘�dŚĞƐĞ�ǁĞƌĞ�
ĐƌĞĂƟŽŶƐ�ŽĨ�ƚŚĞ�ĮƌƐƚ�ƐĞƩůĞƌƐ�ĂŶĚ�ŶŽ�ŵŽƌĞ�ƚŚĂŶ�ƚŚĞ�
cave dwellings of Pantalica nor the underground 
ǀŝůůĂŐĞ�ŽĨ�>ŽǇĂŶŐ͕��ŚŝŶĂ͕�ƚŚĞƐĞ�ǁĞƌĞ�Ă�ƉƌĂŐŵĂƟĐ�
ƌĞƐƉŽŶƐĞ�ƚŽ�ƚŚĞŝƌ�ƐŝƚĞ͘�dŚĞǇ�ǁĞƌĞ�ƉƌŝŵŝƟǀĞ�ĚǁĞůů-
ings, corbel domed structures constructed of the 
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ƐƵƌĨĂĐĞ�ƐƚŽŶĞ�Ăƚ�ŚĂŶĚ�ĚĞǀŽŝĚ�ŽĨ�ĂŶǇ�ǁŝŶĚŽǁƐ͘�
dŚĞǇ�ǁĞƌĞ�ƐŝŵƉůǇ�ĨŽƌ�ƐƵƌǀŝǀĂů�ŝŶ�ƚŚĞ�ĞůĞŵĞŶƚƐ͘�
^ƵƌǀŝǀĂů�ŚŽǁĞǀĞƌ�ŝƐ�Ă�ĨĂƌ�ĐƌǇ�ĨƌŽŵ�ĂŶ�ĞŶũŽǇĂďůĞ�
standard of living. This is a would-be argument of-
ƚĞŶ�ƉƵƚ�ĨŽƌƚŚ�ďǇ�ĂƌĐŚŝƚĞĐƚƐ�ƐƵĐŚ�ĂƐ�ZŽŶĂůĚ��ƌƵŶƐŬŝůů�
who stated of the vernacular: 

“...Ă�ďƵŝůĚŝŶŐ�ĚĞƐŝŐŶĞĚ�ďǇ�ĂŶ�ĂŵĂƚĞƵƌ�
ǁŝƚŚŽƵƚ�ĂŶǇ�ƚƌĂŝŶŝŶŐ�ŝŶ�ĚĞƐŝŐŶ͖�ƚŚĞ�ŝŶĚŝǀŝĚƵĂů�ǁŝůů�
ŚĂǀĞ�ďĞĞŶ�ŐƵŝĚĞĚ�ďǇ�Ă�ƐĞƌŝĞƐ�ŽĨ�ĐŽŶǀĞŶƟŽŶƐ�ďƵŝůƚ�
ƵƉ�ŝŶ�ŚŝƐ�ůŽĐĂůŝƚǇ͕ �ƉĂǇŝŶŐ�ůŝƩůĞ�ĂƩĞŶƟŽŶ�ƚŽ�ǁŚĂƚ�
ŵĂǇ�ďĞ�ĨĂƐŚŝŽŶĂďůĞ͘�dŚĞ�ĨƵŶĐƟŽŶ�ŽĨ�ƚŚĞ�ďƵŝůĚŝŶŐ�
ǁŽƵůĚ�ďĞ�ƚŚĞ�ĚŽŵŝŶĂŶƚ�ĨĂĐƚŽƌ͕ �ĂĞƐƚŚĞƟĐ�ĐŽŶƐŝĚ-
ĞƌĂƟŽŶƐ͕�ƚŚŽƵŐŚ�ƉƌĞƐĞŶƚ�ƚŽ�ƐŽŵĞ�ƐŵĂůů�ĚĞŐƌĞĞ͕�
being quite minimal. Local materials would be 
ƵƐĞĚ�ĂƐ�Ă�ŵĂƩĞƌ�ŽĨ�ĐŽƵƌƐĞ͕�ŽƚŚĞƌ�ŵĂƚĞƌŝĂůƐ�ďĞŝŶŐ�
ĐŚŽƐĞŶ�ĂŶĚ�ŝŵƉŽƌƚĞĚ�ƋƵŝƚĞ�ĞǆĐĞƉƟŽŶĂůůǇ͟ϯ

It was with the arrival of tools and bet-
ter knowledge of materials that these conical 
ƐƚƌƵĐƚƵƌĞƐ�ďĞĐĂŵĞ�ǀĞƌƟĐĂů�ĂŶĚ�ƚŚĞ�ƌŽŽĨƐ�ďĞĐĂŵĞ�
ƚŚĂƚĐŚĞĚ�ďĞĨŽƌĞ�ĞǀĞŶƚƵĂůůǇ�ďĞŝŶŐ�ĂďĂŶĚŽŶĞĚ�ĨŽƌ�
ƚŚĞ�͞ƚƌĂĚŝƟŽŶĂů�ƚŚĂƚĐŚĞĚ�ĐŽƩĂŐĞ͘͟ �dŚĞƐĞ�ĂůƐŽ�
ĞŵďƌĂĐĞĚ�ƚŚĞ�ǀĞƌŶĂĐƵůĂƌ�ŵĞƚŚŽĚŽůŽŐǇ͘�dŚĞǇ�ƚŽŽ�
ƉŽƐƐĞƐƐĞĚ�Ă�ƐĞŶƐĞ�ŽĨ�ƉůĂĐĞ�ŶŽƚ�ŵĞƌĞůǇ�ĨŽƌ�ƚŚĞ�ĨĂĐƚ�
ƚŚĂƚ�ƚŚĞǇ�ǁĞƌĞ�ĐŽŶƐƚƌƵĐƚĞĚ�ĞŶƟƌĞůǇ�ĨƌŽŵ�ůŽĐĂůůǇ�
sourced materials but also due to the manner in 
ǁŚŝĐŚ�ƚŚĞǇ�ƌĞƐƉŽŶĚĞĚ�ƚŽ�ƚŚĞ�ĐůŝŵĂƚĞ͘��ůů�ǁĞƌĞ�
ŽŶĞ�ƐƚŽƌĞǇ�ĚǁĞůůŝŶŐƐ�ǁŝƚŚ�Ă�ůŽŌ͘�dŚĞ�ƉŝƚĐŚ�ŽĨ�ƚŚĞ�
ƌŽŽĨ�ǁĂƐ�ĂůǁĂǇƐ�ŬĞƉƚ�ůŽǁ�ĂŶĚ�ƚŚĞ�ǁĂůůƐ�ƚŚŝĐŬ�ŽŌĞŶ�
up to a metre or more to insulate from the cruel 
�ƚůĂŶƟĐ�ǁŝŶĚƐ͘�DŽƐƚ�ǁŝůů�ŶŽǁ�ĂƌŐƵĞ�ƚŚĂƚ�ƚĞĐŚŶŽů-
ŽŐǇ�ĂŶĚ�Ă�ŐƌĞĂƚĞƌ�ƵŶĚĞƌƐƚĂŶĚŝŶŐ�ŚĂƐ�ŚĞůƉĞĚ�ƵƐ�
to break free from the shackles of our climates 
ǇĞƚ�/�Ăŵ�ŽĨ�ƚŚĞ�ŽƉŝŶŝŽŶ�ƚŚĂƚ�ŽŶĞ�ĐĂŶ�ďĞ�ƌĂĚŝĐĂů�ŝŶ�
architectural design without disregarding nature 

 3 R.W. Brunskill, Illustrated 
Handbook of Vernacular 
Architecture,4th ed. (Lon-
don: Faber and Faber͕ ϮϬϬϬ͕�
1971). 

http://en.wikipedia.org/wiki/Faber_and_Faber
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ĞŶƟƌĞůǇ�ĨŽƌ�ƚŚŝƐ�ŝƐ�Ă�ŵŝƐƚĂŬĞ�ǁŚŝĐŚ�ŵĂŶŬŝŶĚ�ŚĂƐ�
ƌĞŐƌĞƩĞĚ�ŽŶ�ŵŽƌĞ�ƚŚĂŶ�Ă�ĨĞǁ�ŽĐĐĂƐŝŽŶƐ͘�/ƚ�ŝƐ�ƚŚĞ�
most powerful force on Earth and one which all 
ŽƵƌ�ŝŶƚĞƌǀĞŶƟŽŶƐ�ƐŚŽƵůĚ�ŝŶĐŽƌƉŽƌĂƚĞ�ĂŶĚ�ĐŽͲĞǆŝƐƚ�
with, for nature is not one which can be con-
tained.
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�ŚĂŶŐĞ�ĂŶĚ�ƚŚĞ�/ŵƉĂĐƚ�ŽĨ�dĞĐŚŶŽůŽŐǇ

tĞ�ĂƌĞ�ŝŶ�Ă�ǀĞƌǇ�ŝŶƚĞƌĞƐƟŶŐ�ĞƌĂ�ƌŝŐŚƚ�ŶŽǁ�
one where the world has never been so con-
ŶĞĐƚĞĚ͘�&Žƌ�ƚŚĞ�ŵŽƐƚ�ƉĂƌƚ�ƚŚŝƐ�ŝƐ�Ă�ƉŽƐŝƟǀĞ�ĚĞǀĞů-
opment but there are of course issues with this. 
&Žƌ�ƐŽŵĞ�ƟŵĞ�/�ŚĂǀĞ�ďĞĞŶ�ŽĨ�ƚŚĞ�ŽƉŝŶŝŽŶ�ƚŚĂƚ�
ŐůŽďĂůŝƐĂƟŽŶ�ŚĂƐ�ŐŽŶĞ�ĨĂƌ�ĞŶŽƵŐŚ�ƉĞƌŚĂƉƐ�ƚŽŽ�ĨĂƌ͘ �
dĞĐŚŶŽůŽŐǇ�ŝƐ�ĐŽŶƐƚĂŶƚůǇ�ĂĚǀĂŶĐŝŶŐ�ƚŽ�ŽƵƌ�ŐĞŶĞƌĂů�
ĚĞůŝŐŚƚ͕�ŝŶ�ĂƌĐŚŝƚĞĐƚƵƌĞ�ĂůƐŽ͘��ĞƐŝŐŶƐ�ƚŚŽƵŐŚƚ�ƚŽ�
ŚĂǀĞ�ďĞĞŶ�ƚŚĞ�ǁŽƌŬ�ŽĨ�ƐĐŝĞŶĐĞ�ĮĐƟŽŶ�ĂŶĚ�ĨĂŶƚĂƐǇ�
ĂƌĞ�ďĞĐŽŵŝŶŐ�ƌĞĂůŝƟĞƐ�ĂŶĚ�ŶĞǀĞƌ�ŚĂǀĞ�ǁĞ�ŚĂĚ�ƐŽ�
ŵĂŶǇ�ŵĂƚĞƌŝĂůƐ�ŶŽƌ�ĂƐ�ŵĂŶǇ�ŵĞĂŶƐ�ŽĨ�ĐŽŶƐƚƌƵĐ-
ƟŽŶ͘�/ƚ�ŝƐ�ĚƵĞ�ƚŽ�ƐƵĐŚ�ĂĚǀĂŶĐĞŵĞŶƚƐ�ƚŚĂƚ�ĨŽƌ�ƐŽŵĞ�
ƟŵĞ�ƚŚĞ�ŝĚĞĂ�ŽĨ�ǀĞƌŶĂĐƵůĂƌ�ĨŽƌŵƐ�ĂŶĚ�ŵĞƚŚŽĚƐ�
ŚĂǀĞ�ďĞĞŶ�ůĞŌ�ďǇ�ƚŚĞ�ǁĂǇƐŝĚĞ͘�WĞŽƉůĞ�ĚŽ�ŶŽƚ�ǁŝƐŚ�
ƚŽ�ůŝǀĞ�ŝŶ�ŽƵƚĚĂƚĞĚ�ĐŽůŽŶŝĞƐ͕�ŶŽďŽĚǇ�ǁŝƐŚĞƐ�ƚŽ�ďĞ�
ůĞŌ�ďĞŚŝŶĚ�ŝŶ�ƐƵĐŚ�ĞǆĐŝƟŶŐ�ƟŵĞƐ�ĂŶĚ�ƌŝŐŚƞƵůůǇ�
so. The lessons of past trials both successful and 
ĨĂŝůĞĚ�ĂƌĞ�ŽŌĞŶ�ĨŽƌŐŽƩĞŶ�ĨŽƌ�ƚŚŝƐ�ƌĞĂƐŽŶ͘�/ƚ�ŝƐ�ŽŶůǇ�
ŶĂƚƵƌĂů�ƚŽ�ĐŽŶƐƚĂŶƚůǇ�ƉƵƐŚ�ƚŚĞ�ďŽƵŶĚĂƌŝĞƐ�ŝĨ�ǁĞ�
ĚŝĚ�ŶŽƚ�ĚŽ�ƐŽ�ůŝĨĞ�ǁŽƵůĚ�ĐĞĂƐĞ�ƚŽ�ďĞ�ŝŶƚĞƌĞƐƟŶŐ͕�ĂƐ�
would design. 

There is no sense however in ignoring the 
past and this I believe is where the importance of 
ƚŚĞ�ǀĞƌŶĂĐƵůĂƌ�ůŝĞƐ͘��Ǉ�Ăůů�ŵĞĂŶƐ�ŶĞǁ�ŝƐ�ŝŶƚĞƌĞƐƚ-
ŝŶŐ�ǇĞƚ�ǁŚĞƌĞ�ǁĞ�ŚĂǀĞ�ĐŽŵĞ�ĨƌŽŵ�ŝƐ�ŽƵƌ�ƐŽƵƌĐĞ�ŽĨ�
knowledge and without exploring this it is naive 
to even consider designing new forms of archi-
ƚĞĐƚƵƌĞ͕�ƚŚŝƐ�ĞŶƚĂŝůƐ�ŶŽƚ�ŽŶůǇ�ƚŚĞ�ŐƌĞĂƚ�ďƵŝůĚŝŶŐƐ�
ŽĨ�ŽůĚ�ďƵƚ�ĚĞĐŽŶƐƚƌƵĐƟŶŐ�ƚŚĞ�ĨƵŶĚĂŵĞŶƚĂůƐ�ŽĨ�
those buildings and of architecture itself, this is 
ǁŚĞƌĞ�ŽŶĞ�ǁŝůů�ĮŶĚ�ƚƌƵĞ�ƐƵďƐƚĂŶĐĞ�ĂŶĚ�ŐĞŶƵŝŶĞ�
ĐŽŶĐĞƉƚƐ͘��Ɛ�&ƌĂŶŬ�>ůŽǇĚ�tƌŝŐŚƚ�ŽŶĐĞ�ƐƚĂƚĞĚ�ŽĨ�
vernacular architecture:
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͞ĨŽƌ�ƵƐ�ďĞƩĞƌ�ǁŽƌƚŚ�ƐƚƵĚǇ�ƚŚĂŶ�Ăůů�ƚŚĞ�ŚŝŐŚůǇ�
ƐĞůĨͲĐŽŶƐĐŝŽƵƐ�ĂĐĂĚĞŵŝĐ�ĂƩĞŵƉƚƐ�Ăƚ�ƚŚĞ�ďĞĂƵƟĨƵů�
throughout Europe”.4

 The core needs of design lie there. Each 
ĚĞĐŝƐŝŽŶ�ďĞ�ŝƚ�ĂŶ�ŝŶƐƟŶĐƟǀĞ�Žƌ�ĂŶ�ĞĚƵĐĂƚĞĚ�ŽŶĞ�
ǁĂƐ�ĐĂůĐƵůĂƚĞĚ�ĂŶĚ�ƐĞƌǀĞĚ�Ă�ƐƉĞĐŝĮĐ�ƉƵƌƉŽƐĞ͘�dŚĂƚ�
ŝƐ�ŶŽƚ�ƚŽ�ƐĂǇ�ƚŚĂƚ�ĂƌĐŚŝƚĞĐƚƵƌĞ�ŽŶ�ƚŚĞ�ǁŚŽůĞ�ŚĂƐ�
ƐƚƌĂǇĞĚ�ĨƌŽŵ�ŝƚƐ�ŶĂƚƵƌĂů�ĐŽŶƚĞǆƚ�ĚƵĞ�ƚŽ�ƉƌŽƐƉĞƌ-
ŝƚǇ�ĂŶĚ�ƚĞĐŚŶŽůŽŐŝĐĂů�ĂĚǀĂŶĐĞŵĞŶƚƐ�ǇĞƚ�ƚŚĞƌĞ�ŚĂƐ�
ďĞĞŶ�ƵŶŝŵĂŐŝŶĂďůĞ�ĐŚĂŶŐĞ͘�^ƚƌƵĐƚƵƌĞƐ�ǁŚŝĐŚ�ƌĞ-
ƐƉŽŶĚ�ƚŽ�ƚŚĞŝƌ�ĐŽŶƚĞǆƚ�ďŽƚŚ�ŶĂƚƵƌĂůůǇ�ĂŶĚ�ŽŶ�Ă�ŚƵ-
man level are more honest. The architecture tells 
ƚŚĞ�ƐƚŽƌǇ�ŽĨ�ƚŚĞ�ƐŝƚĞ͕�ŝƚƐ�ĐŽŶƚĞǆƚ�ĂŶĚ�ƚŚĞ�ƉĞŽƉůĞ�
who inhabited it much like the manner in which 
Ă�ƉĞƌƐŽŶ Ɛ͛�ĨĂĐĞ�ƚĞůůƐ�ƚŚĞ�ƐƚŽƌǇ�ŽĨ�ƚŚĞŝƌ�ůŝĨĞ͘�DĂŶǇ�
buildings tend to mask such clues, such as struc-
ƚƵƌĞ�Žƌ�ƚƌƵĞ�ŵĂƚĞƌŝĂůŝƚǇ͘�KĨ�ĐŽƵƌƐĞ�ŶĞǁ�ŵĞƚŚŽĚƐ�
ŚĂǀĞ�ƉĂǀĞĚ�ƚŚĞ�ǁĂǇ�ĨŽƌ�ĂŵĂǌŝŶŐ�ƐƚƌƵĐƚƵƌĞƐ�ĂŶĚ�
ƚƌƵůǇ�ŵĂŐŶŝĮĐĞŶƚ�ƐƉĂĐĞƐ͕�ƚŚĞ�ůŝŬĞƐ�ŽĨ�ǁŚŝĐŚ�ŵĂŶ�
ĐŽƵůĚ�ŽŶůǇ�ĚƌĞĂŵ�ŽĨ�ĂƐ�ƌĞĐĞŶƚůǇ�ĂƐ�Ă�ŚĂůĨ�ĐĞŶƚƵƌǇ�
ĂŐŽ͘�KŶĞ�ƐƟůů�ĐĂŶŶŽƚ�ŚĞůƉ�ďƵƚ�ǁŽŶĚĞƌ�ĂƌĞ�ŚĞƌŝƚĂŐ-
ĞƐ�ďĞŝŶŐ�ůŽƐƚ�ŝŶ�ƚŚĞ�ƉƌŽĐĞƐƐ�Žƌ�ŵŽƌĞ�ŝŵƉŽƌƚĂŶƚůǇ�
ŝĚĞŶƟƟĞƐ͍�

 I do not gain a great deal of excitement in 
viewing the same architectural techniques being 
ƵƐĞĚ�ƚŚĞ�ǁŽƌůĚ�ŽǀĞƌ�ŶŽƌ�ĚŽ�/�ĞŶũŽǇ�ƚŚĞ�ŝĚĞĂ�ƚŚĂƚ�
ƚŚĞ�ƉƌŝŵĂƌǇ�ĐŽŶƚĞǆƚ�ǁŚŝĐŚ�ĂƌĐŚŝƚĞĐƚƵƌĞ�ĂĚŚĞƌĞƐ�
to is the economic one. This nonetheless is an un-
fortunate truth and one which is not new either, 
ĞƐƉĞĐŝĂůůǇ�ŝŶ�/ƌĞůĂŶĚ�ĂŶĚ�ŽŶĞ�ŵŝŐŚƚ�ĂƌŐƵĞ�ƚŚĂƚ�ƚŚŝƐ�
ĞǀĞŶ�ŝƐ�ǀĞƌŶĂĐƵůĂƌ�ĨŽƌ�ŝƚ�ƚĞůůƐ�ƵƐ�ŽĨ�ƚŚĞ�ƉƌŽƐƉĞƌŝƚǇ�
of the period in which a building is constructed 
ĂŶĚ�ŝƐ�ĂƉƉƌŽƉƌŝĂƚĞ�ŝŶ�ƐŽ�ĨĂƌ�ĂƐ�ŝƚ�ĐŽŶƟŶƵĞƐ�ƚŽ�ďĞ�Ă�
measure of our development. I believe nonethe-

4 Frank Lloyd Wright *
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ůĞƐƐ�ƚŚĂƚ�ŝĨ�Ă�ďƵŝůĚŝŶŐ�ĚŽĞƐ�ŶŽƚ�ƌĞůĂƚĞ�ŝŶ�ĂŶǇ�ĨŽƌŵ�
to its natural context, that it will forever be con-
sidered a stranger to its surroundings. Perhaps it is 
somewhat acceptable within the great metropo-
ůŝƐĞƐ�ĨŽƌ�ƚŚĞƐĞ�ĂƌĞ�ƉůĂĐĞƐ�ĂůŵŽƐƚ�ǁŝƚŚŽƵƚ�ĂĸůŝĂƟŽŶ�
ƚŽ�ĂŶǇ�ŐƌĞĂƚĞƌ�ƌƵůĞ͕�ƚŚĞǇ�ĂƌĞ�ŵƵůƟĐƵůƚƵƌĂů�ŚƵďƐ�
ŵƵĐŚ�ůŝŬĞ�ĂŝƌƉŽƌƚƐ�Žƌ�ƐƚĂƟŽŶƐ͘�dŚĞǇ�ĂƌĞ�ƐŽŵĞƟŵĞƐ�
ƌĞĨĞƌƌĞĚ�ƚŽ�ĂƐ�ŶŽŶͲƉůĂĐĞƐ�ĨŽƌ�ƚŚĞǇ�ŚĂǀĞ�ŶŽ�ƚƌƵĞ�
ŝĚĞŶƟƚǇ͘�,ĞƌĞ�ĂŶĚ�ŽŶůǇ�ŝŶ�ƐƵĐŚ�ƉůĂĐĞƐ�ƚŽ�/�ďĞůŝĞǀĞ�ŝƚ�
ŝƐ�ŵŽĚĞƌĂƚĞůǇ�ƉĞƌŵŝƐƐŝďůĞ�ƚŽ�ǀŝĞǁ�ƚŚĞ�ĐŽŶƚĞǆƚ�ĂƐ�Ă�
blank canvas, for such places create their own con-
ƚĞǆƚ͘�dŚĞ�ŶĂƚƵƌĂů�ĐŽŶƚĞǆƚƐ�ƚŚĞǇ�ŽŶĐĞ�ŚĂĚ�ĂƌĞ�ůŽŶŐ�
ĨŽƌŐŽƩĞŶ�Žƌ�ŚŝĚĚĞŶ�ďĞŶĞĂƚŚ�ĐĞŶƚƵƌŝĞƐ�ŽĨ�ĐŽŶĐƌĞƚĞ��
ǇĞƚ�ĂƐ�ǁŝƚŚ�ƚŚĞ�ĞǆĂŵƉůĞ�ŽĨ�ƚŚĞ��ĠŝĚĞ�ĮĞůĚƐ�ŝƚ�ŵĂǇ�
ŽŶĞ�ĚĂǇ�ƌĞͲĂŶŶŽƵŶĐĞ�ŝƚƐĞůĨ͘

  To be good it is said is to change while to 
ďĞ�ŐƌĞĂƚ�ŝƐ�ƚŽ�ĐŚĂŶŐĞ�ŽŌĞŶ͕�ŝĨ�ƚƌƵĞ�ƚŚĞŶ�ĨŽƌ�ĂŶ�Ăƌ-
ĐŚŝƚĞĐƚ�ƚŽ�ďĞ�ƐƵĐĐĞƐƐĨƵů�ĂŶĚ�ƚŽ�ďĞ�ƚƌƵĞ�ƚŽ�ƚǇƉĞ�ŽŶĞ�
must be capable of change, the context of a given 
ƉůĂĐĞ�ŚŽǁĞǀĞƌ�ŝƐ�ŶŽƚ�ĂŶǇ�ŽŶĞ�ŵĂŶƐ�ƚŽ�ĐŚĂŶŐĞ͕�ĨŽƌ�
ƚŚŝƐ�ƌĞĂƐŽŶ�/�ďĞůŝĞǀĞ�ŽŶĞ�ƐŚŽƵůĚ�ďĞ�ƐĞŶƐŝƟǀĞ�ƚŽ�ƚŚĞ�
vernacular landscape and not ignore the merits of 
ƉƌŝŵŝƟǀĞ�ƚĞĐŚŶŝƋƵĞƐ�ĂŶĚ�ůĞĂƐƚ�ŽĨ�Ăůů�ŽŶĞƐ�ŝŶƐƟŶĐƚƐ͘�
/ƚ�ŝƐ�ĂĚŵŝƌĂďůĞ�ƚŽ�ŚĂǀĞ�Ă�ĚŝƐƟŶĐƟǀĞ�ƐƚǇůĞ�ŝƚ�ŝƐ�ŶŽƚ�
ŚŽǁĞǀĞƌ�ƚŽ�ĨŽƌĐĞ�ƚŚĂƚ�ƐƚǇůĞ�ƵƉŽŶ�Ăůů�ĐƵůƚƵƌĞƐ�ĂŶĚ�
Ăůů�ůĂŶĚƐĐĂƉĞƐ͕�ŝƚ�ŝƐ�ŶŽƚ�ƉƌĂĐƟĐĂů�ĞŝƚŚĞƌ͘ ���ƐƚǇůĞ�
can be adapted. Le Corbusier is a prime example 
ŽĨ�ƚŚŝƐ͘�dŚĞƌĞ�ǁĞƌĞ�ŽĨ�ĐŽƵƌƐĞ�ŚŝƐ�ƌĞŶŽǁŶĞĚ�ĮǀĞ�
ƉŽŝŶƚƐ�ŚŽǁĞǀĞƌ�ƚŚĞǇ�ǁĞƌĞ�ĂƉƉůŝĞĚ�ǁŝƚŚ�Ă�ƐĞŶƐŝƟǀ-
ŝƚǇ�ƚŽ�ĐŽŶƚĞǆƚ�ĂƐ�ĐĂŶ�ďĞ�ƐĞĞŶ�ŝŶ�Ă�ŶƵŵďĞƌ�ŽĨ�ŚŝƐ�
ďƵŝůĚŝŶŐƐ͕�ŝŶ�ƉĂƌƟĐƵůĂƌ�ƚŚĞ�>ĞŐŝƐůĂƟǀĞ��ƐƐĞŵďůǇ�
at Chandigarh where the natural context was 
given great thought as well as the human even to 
the extent of the manner in which the construc-
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ƟŽŶ�ǁĂƐ�ƵŶĚĞƌƚĂŬĞŶ�ŝ͘Ğ͘�ƚŚĞ�ƵƐĞ�ŽĨ�ĚŽŶŬĞǇƐ�ĂƐ�
ŽƉƉŽƐĞĚ�ƚŽ�ŵŽƌĞ�ĞīĞĐƟǀĞ�ĚĞǀĞůŽƉŝŶŐ�ƚĞĐŚŶŽůŽ-
ŐŝĞƐ�ŽĨ�ƚŚĞ�ƟŵĞƐ͘�/ƚ�ŝƐ�ǀĞƌǇ�ŵƵĐŚ�Ă�ϮϬth�ĐĞŶƚƵƌǇ�
ĂƉƉƌŽĂĐŚ�ƐƚƌƵĐƚƵƌĂůůǇ͕ �ĐŽŶƐƚƌƵĐƚĞĚ�ŝŶ�Ă�ƉƌŝŵŝƟǀĞ�
manner. It embraced the heritage both of the area 
and of the people. This I believe is the most appro-
ƉƌŝĂƚĞ�ŵĞĂŶƐ�ŽĨ�ƉƌŽŐƌĞƐƐŝŽŶ͕�ďǇ�Ăůů�ĂĐĐŽƵŶƚƐ�ŵŽǀĞ�
forward but never ignore what has gone before 
ŶŽƌ�ƵŶĚĞƌĞƐƟŵĂƚĞ�ŝƚƐ�ƐŝŐŶŝĮĐĂŶĐĞ͘�
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dŚĞ�>ĞŐĂĐǇ�ŽĨ�ƚŚĞ�sĞƌŶĂĐƵůĂƌ�ZĞƐƉŽŶƐĞ

��ƌĞŶŽǁŶĞĚ�ĂƌĐŚŝƚĞĐƚ�ƌĞĐĞŶƚůǇ�ƐƚĂƚĞĚ�ƚŚĂƚ�͞ĂƐ�
architects we wish to create landmarks”.5 This of 
course means we do not wish for our designs to 
fade into the oblivion of their context, an admi-
rable statement as most people are fearful of ut-
ƚĞƌŝŶŐ�ƐƵĐŚ�ǁŽƌĚƐ͘�DĂŶǇ�ĚĞƐŝŐŶĞƌƐ�ĂƌĞ�ƵŶĚĞƌ�ƚŚĞ�
impression that to do so one must create some-
ƚŚŝŶŐ�ƐŝŐŶŝĮĐĂŶƚůǇ�ĚŝīĞƌĞŶƚ͕�Ă�ďŽůĚ�ŝŶƚĞƌǀĞŶƟŽŶ�
ǁŚŝĐŚ�ĂŶŶŽƵŶĐĞƐ�ŝƚƐĞůĨ�ĚƌĂŵĂƟĐĂůůǇ�ƚŚƌŽƵŐŚ�ĨŽƌŵ�
ĂŶĚ�ŵĂƚĞƌŝĂůŝƚǇ͘�dŚŝƐ�ĐŽƵůĚ�ŶŽƚ�ďĞ�ĨƵƌƚŚĞƌ�ĨƌŽŵ�ƚŚĞ�
ƚƌƵƚŚ͘�tŚĂƚ�ƚĞŶĚƐ�ƚŽ�ďĞ�ŽǀĞƌůŽŽŬĞĚ�ƋƵŝƚĞ�ŽŌĞŶ�ŝƐ�
that it is the more subtle architectural feats, those 
ǁŚŝĐŚ�ƌĞƐƉŽŶĚ�ƚŽ�ƚŚĞŝƌ�ůĂŶĚƐĐĂƉĞƐ�ĂĐĐŽƌĚŝŶŐůǇ�
ĂŶĚ�ƚŚŽƐĞ�ǁŚŝĐŚ�ĂƌĞ�ƐĞŶƐŝƟǀĞ�ƚŽ�ƚŚĞ�ĞŶĐŽŵƉĂƐƐ-
ing contexts, which become landmarks. It is these 
ǁŚŝĐŚ�ƐƚĂŶĚ�ƚŚĞ�ƚĞƐƚƐ�ŽĨ�ƟŵĞ�ŶŽƚ�ƐŝŵƉůǇ�ďĞĐĂƵƐĞ�
ƚŚĞǇ�ĂƌĞ�ĚĞƐŝŐŶĞĚ�ǁŝƚŚ�ƚŚĞŝƌ�ĐůŝŵĂƚĞƐ�ŝŶ�ŵŝŶĚ�ďƵƚ�
ďĞĐĂƵƐĞ�ƚŚĞǇ�ĂƌĞ�ƐƵŝƚĞĚ�ƚŽ�ƚŚĞŝƌ�ƐƉĞĐŝĮĐ�ĂƌĞĂ�ŝŶ�
the world. 

� :͘�͘�:ĂĐŬƐŽŶ�ƐƚĂƚĞƐ�ƚŚĂƚ�͞tĞ�ŚĂǀĞ�ƚŽ�ůĞĂƌŶ�
that we can no longer aspire to permanence in 
ŽƵƌ�ĐŽŵŵƵŶŝƟĞƐ͕�ďƵƚ�ƚŽ�ƚŚĞŝƌ�ĐŽŶƟŶƵŝƚǇ͘͟ �dŚŝƐ�/�
ďĞůŝĞǀĞ�ŝƐ�ƉĂƌĂŵŽƵŶƚ�ƚŽ�ƚŚĞ�ƐƚƵĚǇ�ŽĨ�ǀĞƌŶĂĐƵůĂƌ�
architecture if not to architecture on the whole. 
One cannot keep hold of the past for that will not 
lead to a successful future or to further develop-
ment however we must embrace the lessons of 
those which have gone before us and use them to 
a certain degree, this is as true with architecture 
ĂƐ�ǁŝƚŚ�ƉĞŽƉůĞ͘�:ĂĐŬƐŽŶ�ŐŽĞƐ�ŽŶ�ƚŽ�ƐĂǇ͗

͘͞ ͘͘tĞ�ĐůŝŶŐ�ƚŽ�ŽůĚ�ďƵŝůĚŝŶŐƐ�ĂŶĚ�ŽůĚ�ƵƌďĂŶ�
ĨŽƌŵƐ�ĞǀĞŶ�ǁŚĞŶ�ƚŚĞǇ�ŚĂǀĞ�ŶŽ�ĂƌƟƐƟĐ�Žƌ�ƌĞůŝŐŝŽƵƐ�

5 Emilio Ambasz, “Green Over 
Grey” (lecture, SAUL, University 
of Limerick, Limerick, March 27, 
2012).
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Žƌ�ƉŽůŝƟĐĂů�ƐŝŐŶŝĮĐĂŶĐĞ͘�dŚĞ�ƌĞƐƚŽƌĂƟŽŶ�ŽĨ�ŶŽŶ-
ĚĞƐĐƌŝƉƚ�ŽůĚ�ŚŽƵƐĞƐ�Žƌ�ŽůĚ�ƌĞƐŝĚĞŶƟĂů�ŶĞŝŐŚďŽƵƌ-
hoods is pleasant enough in prosperous communi-
ƟĞƐ�ǁŝƚŚ�Ă�ŚŝƐƚŽƌǇ�ŽĨ�ƚŚĞŝƌ�ŽǁŶ͕�ďƵƚ�ŝƐ�ƚŚŝƐ�ƚŚĞ�ǁĂǇ�
ŽĨ�ƉƌŽǀŝĚŝŶŐ�ĐŽŶƟŶƵŝƚǇ�ĨŽƌ�ĐŽŵŵƵŶŝƟĞƐ�ǁŚŝĐŚ�
ĂƌĞ�ƉŽŽƌ�Žƌ�ƚŽŽ�ŶĞǁ�ƚŽ�ŚĂǀĞ�Ă�ŚŝƐƚŽƌǇ͍�tŚĂƚĞǀĞƌ�
ǁĞ�ůŝŬĞ�ƚŽ�ƚŚŝŶŬ�ŝŶ�ŚĂƌĚ�ƟŵĞƐ�;ǁŚŝĐŚ�ĞǀĞŶƚƵĂůůǇ�
ĐŽŵĞ�ƚŽ�ĞǀĞƌǇ�ĐŽŵŵƵŶŝƚǇ�ŶŽ�ŵĂƩĞƌ�ǁŚĂƚ�ŝƚƐ�
ƐŝǌĞ�Žƌ�ǁĞĂůƚŚͿ�ǁŚĂƚ�ŵĂŬĞƐ�ƐƵƌǀŝǀĂů�ƉŽƐƐŝďůĞ�ĂŶĚ�
ĚĞƐŝƌĂďůĞ�ŝƐ�ŶŽƚ�ŝƚƐ�ĂƌĐŚĂĞŽůŽŐŝĐĂů�ŝĚĞŶƟƚǇ�ďƵƚ�ŝƚƐ�
ĂďŝůŝƚǇ�ƚŽ�ĐŽŶƟŶƵĞ͕�ĂŶĚ�ŝƚ�ĐŽŶƟŶƵĞƐ�ďĞĐĂƵƐĞ�ƐŽŵĞ�
ƐƚƌƵĐƚƵƌĞƐ͕�ƐŽŵĞ�ŝŶƐƟƚƵƟŽŶƐ�ĂŶĚ�ĨĂĐŝůŝƟĞƐ�ƉƌŽǀŝĚĞ�
ĐŽŶƟŶƵŝƚǇ͘�dŚĞƐĞ�ĂƌĞ�ƚŚĞ�ůĂŶĚŵĂƌŬƐ͘͟ 6

� dƌĂĚŝƟŽŶĂůůǇ�ƐƵĐŚ�ůĂŶĚŵĂƌŬƐ�ǁĞƌĞ�ƚŚĞ�
ĐŚƵƌĐŚ͕�ƚŚĞ�ƚŽǁŶ�ƐƋƵĂƌĞ͕�ƚŚĞ�ŚŽƵƐĞ�ŽĨ�ũƵƐƟĐĞ�ĂŶĚ�
ƚŚĞ�ƐĐŚŽŽůƐ͘�dŚŝƐ�ŝƐ�ƐƟůů�ƚŚĞ�ĐĂƐĞ�ŵŽƐƚůǇ�ǇĞƚ�ŶŽǁĂ-
ĚĂǇƐ�ĂƌĞĂƐ�ĂƌĞ�ŽŌĞŶ�ĚŝƐƟŶŐƵŝƐŚĞĚ�ďǇ�ŽƚŚĞƌ�ƐƚƌƵĐ-
ƚƵƌĞƐ�ƐƵĐŚ�ĂƐ�ƐƉŽƌƚƐ�ƉŝƚĐŚĞƐ͕�ĂƌĞŶĂƐ�ĞǀĞŶ�ĐĂƌ�ĮůůŝŶŐ�
ƐƚĂƟŽŶƐ�Žƌ�ƐƵƉĞƌŵĂƌŬĞƚƐ͘�dŚĞƐĞ�ŚŽǁĞǀĞƌ�ĚŽ�ŶŽƚ�
;ŝŶ�ƚŚĞŝƌ�ĂƌĐŚŝƚĞĐƚƵƌĞͿ�ůĞŶĚ�ƚŚĞŵƐĞůǀĞƐ�ƚŽ�ĐŽŶƟŶƵ-
ŝƚǇ�ƚŚĞǇ�ƚĞŶĚ�ƚŽ�ďĞ�ƐƚƌƵĐƚƵƌĞƐ�ǁŝƚŚ�ƐŚŽƌƚ�ůŝĨĞ�ƐƉĂŶƐ�
ǁŝƚŚ�ůŝƩůĞ�Žƌ�ŶŽ�ƌĞůĂƟŽŶ�ƚŽ�ƚŚĞŝƌ�ĐŽŶƚĞǆƚƐ͕�ƚŚĞǇ�ĂƌĞ�
ďƌĂŶĚƐ�ŐĞŶĞƌĂůůǇ�ĞƌĞĐƚĞĚ�ƐǁŝŌůǇ�ǁŝƚŚ�ĐŽƐƚ�ŝŶ�ŵŝŶĚ�
ĂƐ�ŽƉƉŽƐĞĚ�ƚŽ�ĚĞƐŝŐŶ͘�^Ž�ǁŚĂƚ�ǁŝůů�ďĞ�ƚŚĞƌĞ�ĨŽƌ�
ƚŚĞ�ĨƵƚƵƌĞ�ŐĞŶĞƌĂƟŽŶƐ�ƚŽ�ůĞĂƌŶ�ĨƌŽŵ�Žƌ�ǁŝůů�ƚŚŝƐ�
ĞƌĂ�ďĞ�ƐĞĞŶ�ĂƐ�Ă�ďůĞŵŝƐŚ�Žƌ�Ă�ůĞƐƐŽŶ�ŶŽƚ�ƚŽ�ůŝǀĞ�ďǇ�
similar to the unfortunate inhabitants of the fore 
ŵĞŶƟŽŶĞĚ��ĂƐƚĞƌ�/ƐůĂŶĚ͍�KŶĞ�ŽĨ�ƚŚĞ�ŬĞǇ�ƋƵĞƐ-
ƟŽŶƐ�ƌĞůĂƟŶŐ�ƚŽ�ǀĞƌŶĂĐƵůĂƌ�ĂƌĐŚŝƚĞĐƚƵƌĞ�ŝƐ�ǁŚĞƌĞ�
ĚŽ�ǁĞ�ĮŶĚ�ƚŚĞ�ŵĞĚŝƵŵ͍�tŚĂƚ�ŝƐ�ĂŶ�ĂƉƉƌŽƉƌŝĂƚĞ�
response which both caters for our future needs 
ĂŶĚ�ŝƐ�ƐĞŶƐŝƟǀĞ�ƚŽ�ƚŚĞ�ƉĂƐƚ�ĂŶĚ�ƚŚĞ�ƐƵƌƌŽƵŶĚŝŶŐ�
ĐŽŶƚĞǆƚ͍�

 

6 John Brinckerhoff Jackson, 
Discovering the Vernacular 
Landscape, (London and New 
Haven, Yale University Press, 
1984), 111.
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 Looking at protected buildings which 
ŐĞŶĞƌĂůůǇ�ĂƌĞ�ŽƵƌ�ůĂŶĚŵĂƌŬƐ�ŽŶĞ�ŵƵƐƚ�ŶŽƚĞ�ƚŚĂƚ�
ŵŽƌĞ�ŽŌĞŶ�ƚŚĂŶ�ŶŽƚ�ƐƵĐŚ�ƐƚƌƵĐƚƵƌĞƐ�ƚĞŶĚ�ƚŽ�
contain a vernacular response, be it through form 
Žƌ�ŵĂƚĞƌŝĂůŝƚǇ�ĂƐ�ŝƐ�ƚŚĞ�ĐĂƐĞ�ŝŶ�/ƌĞůĂŶĚ͘���ďƵŝůĚ-
ŝŶŐ�ŽĨ�ƐŝŐŶŝĮĐĂŶĐĞ�ǁĂƐ�ĂůǁĂǇƐ�ďƵŝůƚ�ĨƌŽŵ�ůŽĐĂůůǇ�
ƐŽƵƌĐĞĚ�ŵĂƚĞƌŝĂůƐ͕�ƚŚĞǇ�ƉĞƌƚĂŝŶ�Ă�ĚŝƐƟŶĐƚ�ƋƵĂůŝƚǇ�
ǁŚŝĐŚ�ĐĂŶŶŽƚ�ďĞ�ŵĂƚĐŚĞĚ�ďǇ�ŚǇďƌŝĚ�ŵĂƚĞƌŝĂůƐ�ŽĨ�
ƚŚĞ�ŵŽĚĞƌŶ�ĞƌĂ͘�dŚĞǇ�ǁŝƚŚƐƚĂŶĚ�ƚŚĞ�ĞůĞŵĞŶƚƐ�ĂŶĚ�
ĮŶĚ�Ă�ƉůĂĐĞ�ŝŶ�ƚŚĞ�ƉƵďůŝĐ�ŚĞĂƌƚƐ�ĂƐ�ƚŚĞǇ�ƚĞŶĚ�ƚŽ�
Įƚ�ĞǀĞŶ�ŝŶ�ŵŽĚĞƌŶ�ƐŽĐŝĞƚǇ͘�sĞƌŶĂĐƵůĂƌ�ďƵŝůĚŝŶŐƐ�
ĚŽ�ŶŽƚ�ƐŝŵƉůǇ�ŐƌĂď�Ăƚ�ŽŶĞƐ�ĂĞƐƚŚĞƟĐ�ŶĞĞĚƐ�ƚŚĞǇ�
ĞĂƌŶ�Ă�ƉůĂĐĞ�ǁŝƚŚŝŶ�ƐŽĐŝĞƚǇ͘�KŶ�ƚŚĞ�ŽƚŚĞƌ�ŚĂŶĚ�ŽŶĞ�
ŵƵƐƚ�ƚƌĞĂĚ�ĐĂƌĞĨƵůůǇ�ǁŚĞŶ�ĂŶĂůǇƐŝŶŐ�ƚŚĞ�ďƵŝůĚ-
ŝŶŐƐ�ŽĨ�ďǇ�ŐŽŶĞ�ĞƌĂƐ͕�ŝƚ�ŝƐ�ĨĂƌ�ƚŽŽ�ĞĂƐǇ�ƚŽ�ďĞĐŽŵĞ�
trapped in one mind set and believe that it is the 
ŽŶůǇ�ǁĂǇ�ƚŽ�ĚĞƐŝŐŶ͘�>ĂŶĚŵĂƌŬ�ďƵŝůĚŝŶŐƐ�ĂƌĞ�ƐƟůů�
ƚŚƵƐ�ďĞĐĂƵƐĞ�ƚŚĞǇ�ĂƌĞ�ƌĂƌĞ�ŝŶ�ƚŚĞ�ďŝŐŐĞƌ�ƐĐŚĞŵĞ͘�

� tĞ�ĂƌĞ�ĞƐƉĞĐŝĂůůǇ�ŐƵŝůƚǇ�ŝŶ�/ƌĞůĂŶĚ�ŽĨ�ďĞ-
ůŝĞǀŝŶŐ�ƚŚĂƚ�ƚŚĞƌĞ�ĂƌĞ�ŽŶůǇ�ĐĞƌƚĂŝŶ�ǁĂǇƐ�ŽĨ�ďƵŝůĚŝŶŐ�
ĂƐ�ǁĞůů�ĂƐ�ďĞŝŶŐ�ŚŝŐŚůǇ�ĐƌŝƟĐĂů�ŽĨ�ŝŶŶŽǀĂƟǀĞ�ĐŽŶ-
cepts. Evidence of this can be found throughout 
the stringent planning laws which govern our state 
ǁŚĞƌĞ�ŽŌĞŶ�ƟŵĞ�ĐƌĞĂƟǀŝƚǇ�ĞǀĞŶ�ǁŚĞŶ�ƐĞŶƐŝƟǀĞ�
ƚŽ�ƚŚĞ�ůĂŶĚƐĐĂƉĞ�ŝƐ�ďĂƌĞůǇ�ĐŽŶƐŝĚĞƌĞĚ͘�dŚĞƐĞ�ŚĂǀĞ�
resulted in box form bungalow dwellings which 
ĨŽƌ�ƚŚĞ�ŵŽƐƚ�ǁŚŝĐŚ�ůĂĐŬ�ĂŶǇ�ƌĞĂů�ƚŚŽƵŐŚƚ�Žƌ�ĚĞƐŝŐŶ�
ĂŶĚ�ŵĞƌĞůǇ�ĨĂůů�ŝŶƚŽ�ůŝŶĞ�ǁŝƚŚ�ŽŶĞ�ĂŶŽƚŚĞƌ�ĂŶĚ�
ďĂƌĞůǇ�ĚĞǀĞůŽƉ�ǁŝƚŚ�ƉĂƐƐŝŶŐ�ĚĞĐĂĚĞƐ�ŽīĞƌŝŶŐ�ǀĞƌǇ�
ůŝƩůĞ�ƚŽ�ƚŚĞ�ŝŵĂŐŝŶĂƟŽŶ�ŶŽƌ�ƚŽ�ƚŚĞ�ĞǇĞ͘�
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�ŽŶĐůƵƐŝŽŶ

�/�ďĞůŝĞǀĞ�ƚŚĂƚ�ƚŚĞ�ǁĂǇ�ĨŽƌǁĂƌĚ�ŝƐ�ƚŽ�ďĞ�ŵŽƌĞ�
ůĞŶŝĞŶƚ�ƚŽǁĂƌĚƐ�ƐƉĂƟĂů�ŝĚĞĂƐ͕�ƚŽ�ĂůůŽǁ�ŽƵƌ�Ăƌ-
ĐŚŝƚĞĐƚƐ�ƚŽ�ĞǆƉƌĞƐƐ�ƚŚĞ�ĂƌƟƐƟĐ�ŝŶ�ƐŽĐŝĞƚǇ�ďƵƚ�ƚŽ�
encourage vernacular thought.  All buildings must 
ƌĞůĂƚĞ�ƐŽŵĞŚŽǁ�ŝŶ�ŵǇ�ŽƉŝŶŝŽŶ�ƚŽ�ƚŚĞŝƌ�ĐŽŶƚĞǆƚ�
ĂŶĚ�ƌĞŇĞĐƚ�ƚŚŝƐ͘�,ŽǁĞǀĞƌ�ƚŚĞƌĞ�ƐŚŽƵůĚ�ŶŽƚ�ďĞ�
ƐƉĞĐŝĮĐ�ƌƵůĞƐ�ďǇ�ǁŚŝĐŚ�ǁĞ�Ăůů�ŵƵƐƚ�ĂďŝĚĞ͘��Ɛ�ŝƚ�
ƐƚĂŶĚƐ�ƉůĂŶŶŝŶŐ�ƌĞŐƵůĂƟŽŶƐ�ĚŽ�ŶŽƚ�ŐƵŝĚĞ�ŽŶĞ�ŝŶ�
ĚĞƐŝŐŶ�ďƵƚ�ƌĂƚŚĞƌ�ĚŝĐƚĂƚĞ�ǁŚĂƚ�ŽŶĞ�ŝƐ�ƉĞƌŵŝƩĞĚ�
ĂŶĚ�ŝƐ�ƉƌŽŚŝďŝƚĞĚ�ĨƌŽŵ�ĐƌĞĂƟŶŐ͘��Ŷ�ĞǆĂŵƉůĞ�ŽĨ�
ƚŚŝƐ�ĐĂŶ�ďĞ�ĨŽƵŶĚ�ŽŶ�ƚŚĞ�^ƉĂŶŝƐŚ�ŝƐůĂŶĚ�ŽĨ�>ĂŶ-
ǌĂƌŽƚĞ�ǁŚĞƌĞ�Ăůů�ƌƵƌĂů�ĚǁĞůůŝŶŐƐ�ŵƵƐƚ�ƌĞŇĞĐƚ�ƚŚŽƐĞ�
of the past. All are whitewashed with the inhabit-
ants choosing between three colours of paint for 
the woodwork of the openings one to represent 
ƚŚĞ�ƐŽŝů͕�ŽŶĞ�ƚŚĞ�ƐĞĂ�ĂŶĚ�ƚŚŝƌĚůǇ�ƚŚĞ�ǀŽůĐĂŶŽ�ŵƵĐŚ�
ůŝŬĞ�ƚŚĞ�ƚŚƌĞĞ�ĞůĞŵĞŶƚƐ�ĞĂƌƚŚ͕�ǁŝŶĚ�ĂŶĚ�ĮƌĞ͘�dŚĞƌĞ�
are also laws against high rise buildings in order to 
ƉƌĞƐĞƌǀĞ�ƚŚĞ�ŶĂƚƵƌĂů�ƋƵĂůŝƟĞƐ�ŽĨ�ƚŚĞ�ĂƌĞĂ͘�dŚĞƐĞ�
ƌĞŐƵůĂƟŽŶƐ�ǁĞƌĞ�ŵĂũŽƌůǇ�ŝŶŇƵĞŶĐĞĚ�ďǇ�ƚŚĞ�ĂƌĐŚŝ-
ƚĞĐƚ��ĠƐĂƌ�DĂŶƌŝƋƵĞ�ǁŚŽ�ďĞůŝĞǀĞĚ�ŝŶ�ƐǇŵƉĂƚŚĞƟĐ�
ĚĞǀĞůŽƉŵĞŶƚ�ŚĂǀŝŶŐ�ƌĞĂůŝƐĞĚ�ƚŚĞ�ƚŽƵƌŝƐƟĐ�ƉŽƚĞŶ-
ƟĂů�ŽĨ�ƚŚĞ�ĂƌĞĂ͘�dŚĞ�ƉƌŝŶĐŝƉůĞƐ�ŽĨ�ƐƵĐŚ�ůĂǁƐ�ŵĂǇ�ďĞ�
ĐŽŵŵĞŶĚĂďůĞ�ŚŽǁĞǀĞƌ�ƚŚĞǇ�ĂƌĞ�ĞǆƚƌĞŵĞ�ŝŶ�ƚŚĞŝƌ�
enforcement. 

 If one could not express their own nature 
in architecture then the profession would cease 
ƚŽ�ĞǆŝƐƚ�ŚŽǁĞǀĞƌ�ǁŝƚŚŽƵƚ�ŽƌĚĞƌ�ĂŶĚ�ŝŶ�ŵǇ�ŽƉŝŶŝŽŶ�
Ă�ƌĞƐƉŽŶƐĞ�ƚŽ�ƚŚĞ�ĐŽŶƚĞǆƚƐ�ǁŚŝĐŚ�ĚĞĮŶĞ�Ă�ůĂŶĚ-
scape we are taking a step backward. Vernacular 
ĂƌĐŚŝƚĞĐƚƵƌĞ�ĂƐ�/�ďĞůŝĞǀĞ�ŝƐ�ǀĞƌǇ�ŵƵĐŚ�ĂŶ�ĞǀĞƌ�
ĚĞǀĞůŽƉŝŶŐ�ĚŽĐƵŵĞŶƚĂƟŽŶ�ŽĨ�ŵĂŶŬŝŶĚ�ĂŶĚ�ŽƵƌ�
ƌĞůĂƟŽŶƐŚŝƉ�ǁŝƚŚ�ǁŚĞƌĞ�ĂŶĚ�ǁŚĞŶ�ǁĞ�ůŝǀĞ͕�ĨŽƌ�ƚŚŝƐ�
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reason I believe we should respect our contexts 
ĂŶĚ�ƌĞƐƉŽŶĚ�ĂƉƉƌŽƉƌŝĂƚĞůǇ�ŝŶ�ŽƵƌ�ĚĞƐŝŐŶƐ͘�WƵďůŝĐ�
guidelines however as seen in planning are not 
ƚŚĞ�ǁĂǇ�ŽĨ�ĞŶĐŽƵƌĂŐŝŶŐ�ƌĞƐƉŽŶƐŝǀĞ�ĚĞƐŝŐŶ�ĂŶĚ�ĂƌĞ�
ĐĞƌƚĂŝŶůǇ�ŶŽƚ�ƚŚĞ�ŵĞĂŶƐ�ŽĨ�ĞŶĐŽƵƌĂŐŝŶŐ�ĐƌĞĂƟǀĞ�
ones. For this I reason I believe that other than 
ĞĚƵĐĂƟŶŐ�ƐƚƵĚĞŶƚƐ�ĂĐĐŽƌĚŝŶŐůǇ�ŝŶ�ŵŽƌĞ�ĨƌĞĞ�
environments there are not a great deal of solu-
ƟŽŶƐ�ƚŽ�ƚŚĞ�ŵĂƩĞƌ͘ �/Ŷ�ŵĂŶǇ�ƌĞƐƉĞĐƚƐ�ƚŚĞ�ŽŶůǇ�ǁĂǇ�
ĨŽƌǁĂƌĚ�ŝƐ�ƚŽ�ĐŽŶƟŶƵĞ�ĂƐ�ǁĞ�ĂƌĞ�ĂŶĚ�ƉĞŽƉůĞ�ǁŝůů�
learn from what is created around them. 

� �ƵƌŝŶŐ�ƚŚĞ�ĂŐĞ�ŽĨ�ůĂŶĚƐĐĂƉŝŶŐ�ŝŶ��ƌŝƚĂŝŶ�ŝƚ�
ǁĂƐ�ĮƌŵůǇ�ďĞůŝĞǀĞĚ�ƚŚĂƚ�Ăůů�ŐƌĞĂƚ�ĐŝƟĞƐ�ŚĂĚ�ƌƵŝŶƐ͘�
tŚĞŶ�ǁĞ�ĚƌĂǁ�ƚŚĞ�ƌƵŝŶƐ�ŽĨ�ŽƵƌ�ĚĞƐŝŐŶƐ�ǁŚĂƚ�ĂƌĞ�
ǁĞ�ůĞŌ�ǁŝƚŚ͍��ƐƐƵŵŝŶŐ�ƚŚĂƚ�ǁĞ�ĂƌĞ�ĨŽƌƚƵŶĂƚĞ�
for enough for them to become ruins one would 
ŚŽƉĞ�ƚŚĂƚ�ŝƚ�ǁŽƵůĚ�ďĞ�ƚŚĞ�ďĞƐƚ�ƉĂƌƚ͕�ƚŚĂƚ�ƚŚĞ�ŬĞǇ�
ĞůĞŵĞŶƚƐ�ǁŝůů�ƌĞŵĂŝŶ�ƐƚĂŶĚŝŶŐ͘�WĞƌŚĂƉƐ�ƚŚĞǇ�
ŵŝŐŚƚ�ďĞĐŽŵĞ�ƚŚĞ�ďŽŶĞƐ�ŽĨ�Ă�ŶĞǁ�ƉƌŽũĞĐƚ�ĞŶƟƌĞůǇ�
Žƌ�ƉĞƌŚĂƉƐ�ƚŚĞǇ�ǁŝůů�ŝŶƐƉŝƌĞ�ĂŶ�ĞǀĞŶ�ďĞƩĞƌ�ŽŶĞ͘�
dŚŝƐ�ŝŶ�ŵĂŶǇ�ƌĞƐƉĞĐƚƐ�ŝƐ�ƚŚĞ�ƚƌƵĞ�ǀĞƌŶĂĐƵůĂƌ�ŽĨ�
ĂŶǇǁŚĞƌĞ͘�dŚĞ�ĚĞƐŝŐŶƐ�ǁŚŝĐŚ�ƌĞƐƉŽŶĚ�ƚŽ�ƚŚĞŝƌ�
ĐŽŶƚĞǆƚ�ǁŝůů�ďĞ�ĐůĞĂƌ�ĂŶĚ�ƵůƟŵĂƚĞůǇ�ƐŚŽƵůĚ�ŐĂŝŶ�
ƌĞƐƉĞĐƚ�ƚŚƵƐ�ĐŽŶƟŶƵŝŶŐ�ŽƵƌ�ĚĞǀĞůŽƉŵĞŶƚ�ĂŶĚ�ƚŚĞ�
ƉƌŽŐƌĞƐƐŝŽŶ�ŽĨ�ƐŽĐŝĞƚǇ͘
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0. Introduction

Is there still art left in architecture? Or has the computer with its 
complex curves and 3D modelling made it a thing of the past. In 
nearly all modern architectural practices computer hardware and 
software are present at nearly every stage of the design process. The 
ONLY�STAGE�LEFT�RELATIVELY�UNTOUCHED�IS�THE�INITIAL�ONE��THE�lRST�MOVE��
WHERE�THE�PENCIL�CONNECTS�WITH�THE�PAPER�AND�MAKES�THE�lRST�MARK��
4HIS�MARK�IS�THE�MOST�IMPORTANT��IT�INmUENCES�EVERYTHING�THAT�COMES�
after. The pencil is an extension of the artist’s hand, an important 
tool, and one most architects would struggle without. It is how we 
EXPRESS�OUR�INTUITION�OF�WHAT�THE�DESIGN�WILL�BE��&ROM�THAT�lRST�
move, the computer may be introduced and may even take control, 
but in most cases a hybrid development of the sketches is the next 
step. 

By using computer programmes, designed to assist and testing 
THRU�MODELS�AT�THE�SAME�TIME��MOST�ARCHITECTS�lND�A�BALANCE�BE-
tween the real and the virtual worlds. Toyo Ito said ‘we of the mod-
ern age are provided with two types of body. The real body which is 
LINKED�TO�THE�REAL�WORLD�BY�MEANS�OF�mUIDS�RUNNING�INSIDE�AND�THE�
VIRTUAL�BODY�LINKED�WITH�THE�WORLD�BY�THE�mOW�OF�ELECTRONS��1. Unless 
we exist in complete isolation we are connected in some way to 
both worlds. Architecture exists very strongly in both; in the virtual 
world we are able to design complex objects or even completely new 
CIVILISATIONS��7E�THEN�STARTED�TO�ASK�COMPUTERS�TO�lGURE�OUT�HOW�WE�
could build complex curved objects and forms in the real world. The 
boundaries of construction technology and material manufacture ad-
vanced to make this possible. Architecture should use both real and 
virtual tools to progress. It is easy to get wowed by fancy graphics of 
digital media, but in some cases a simple hand drawing may tell the 
story just as well.

1 Antoine Picon, Digital culture in architecture, (Basel, 2010) 57
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1. Imagination to physical
What we design is part of us, there is a connection to it. We give 

it a little part of ourselves every time we create something, and we 
CONSIDER�IT�OURS��4HE�lRST�MOVE�IS�USUALLY�ALWAYS�MADE�WITH�A�PEN�
OR�PENCIL�ON�PAPER��!CCORDING�TO�'EHRY�THE�lRST�MARK�ON�THE�PAGE�
IS�@THE�MOMENT�OF�TRUTH���A�CRUCIAL�lRST�STROKE�TRIGGERING�A�DECISION�
that determines all the subsequent steps2���)T�IS�IN�THIS�lRST�MOMENT�
than the design becomes real, and not just something in a de-
signer’s imagination, it is a moment full of potential. Because this 
lRST�MOVE�IS�SO�IMPORTANT��IT�MAY�EXPLAIN�WHY�THERE�IS�NOTHING�MORE�
frightening to a designer or artist than a blank piece of paper. But if 
YOU�ARE�TOO�SCARED�OF�MAKING�A�MISTAKE�WITH�THIS�lRST�MOVE�YOU�MAY�
never put anything on the paper. To overcome this, they must trust 
in intuition and be less self-conscious, give the hand and the mind 
the freedom they need to create. 

Juhani Pallasmaa says: ‘The pencil in an architect’s hand is a 
bridge between the imagining mind and the image that appears 
on the sheet of paper.....or perhaps it is the hand that imagines 
AS�IT�EXISTS�IN�THE�mESH�OF�THE�WORLD��THE�REALITY�OF�SPACE��MATTER�
and time, the very condition of the imagined object’3. He suggests 
that it is not only the mind that imagines, but the hand thinks for 
itself ‘that the capacity of the imagination does not hide in our 
brains alone’4 . We do not have to think about telling the hand 
how to write; it has already learnt that skill and remembers it, as 
have other limbs other skills like how to walk or cycle a bike, we 
no longer think about these things our bodies do them automati-
cally. Pallasmaa believes that ‘The use of the computer has broken 
the sensual and tactile connection between imagination and the 
object of design’ 5 There is a physical connection with the paper, 

2 Mark Rappolt, Gehry Draws, (London, 2004) 11
3 Juhani Pallasmaa, The thinking hand, (Chichester, 2009)017
4 Juhani Pallasmaa, The thinking hand, (Chichester, 2009)017
5 Juhani Pallasmaa, The thinking hand, (Chichester, 2009)065

Frank Gehry --Guggen-
heim Museum, Bilbao.
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Zaha Hadid - Phaeno Sci-
ence Center, Wolfsburg.

compared with the alienation of the screen. A click of the mouse is 
not the same as the pen or pencil marking the page. Every architect 
has a different way of working, just as they have a different way of 
thinking. If we compare two architects who are considered archi-
tects of the digital age Zaha Hadid and Frank Gehry, both of who’s 
buildings relies heavily on computer technology; Hadid uses 10-15 
computer monitors tosee all of the aspects of a building at the same 
time, but Gehry is the opposite he can only ‘look at some terrible 
image on a screen....for a few minutes at a time. Then I have to run 
out the room screaming’ 6.

A hand drawing speaks to all the senses, it is possible to feel 
other sensations like temperature, noise or even smell from a 
sketch, the smudges can become part of the atmosphere. While the 
artist is drawing an object they touch it, not in a physical way, but 
with their other senses. Pallasmaa said ‘As I sketch a contour of an 
OBJECT��HUMAN�lGURE�OR�LANDSCAPE��)�ACTUALLY�TOUCH�AND�FEEL�THE�SUR-
face of the subject of my attention, and unconsciously I sense and 
internalise its character’7 . By doing this the artist can remember 
what they have seen and experienced better. If you compare how 
much you remember of a building once you have sketched it or one 
you have just photographed, the amount of information you are able 
to recall at a later date is very different. In my own experience this 
is due to the fact that you really study a building to be able to rep-
resent it on paper, with a photograph it’s a snap shot of a moment 
that perhaps does not portray the full sensory experience like a 
sketch could. If we look for example at architect Karl Friedrich 
Schinkel, he probably wouldn’t have absorbed as much detail as he 
did on his English journey, if he had the use of a camera rather than 
his sketch book.

6 Mark Rappolt, Gehry Draws, (London, 2004) 92
7 Juhani Pallasmaa, The thinking hand, (Chichester, 2009)089

3. The Menai Bridge, Karl 
Friedrich Schinkel
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Drawing is not the only medium that the designer can make 
use of, model making is an important tool in visualising a design. 
Once you make a model, you can better understand the spaces you 
are creating. You get a better feel for it, and if the model is large 
enough you can experience those spaces. Even though computer 
can create quick 3D models that give the designer a glimpse of 
what the spaces are like, it is the physical act of making that space 
that the designer is missing out on. The feel of the card, paper, 
metal or wood can inform the designer what material the building 
wants to be made out of, not want value can be inputted into the 
MATERIAL�lELD�BOX��4HE�LATEST�ADVANCEMENT�IN�MODEL�MAKING�WOULD�
be the 3D printer; with this the designer is removed to at best the 
ROLE�OF�OBSERVER��MORE�OFTEN�THAN�NOT�THE�lNISHED�MODEL�WILL�JUST�BE�
delivered to him. This technology has been around for a while but is 
now becoming more and more affordable, with printers costing less 
than what we might imagine, we may in the not too distant further 
be able to hit the print button and a few hours later have a scaled 
model on the desk, again having been remove from the process by 
THE�COMPUTER��4AKE�FOR�EXAMPLE�WE�NEED�A�HARD�TO�lND�PART�OF�A�
machine, the long drawn out process of having the part painstaking-
ly moulded and manufacture maybe no more with the development 
of 3D scanners and printers8 . These advancements have revolution-
ised the prototyping of products, but their use in architecture may 
prove costly to the skills of the architect and the development of 
his designs. Their only advantage would be in the manufacture of a 
lNAL�PRESENTATION�MODEL�FOR�THE�PURPOSE�OF�EXPLAINING�THE�BUILD-
ing to the client or public, thus putting it outside the realm of the 
design process.

The profession of architecture will never return to the pre-comput-
er way of doing things, this we all know; the computer has made the 
production of technical architectural drawings faster, more detailed 
and easier to amend and reproduce if required. It is the complete 
computerisation that makes me uneasy, the lost of contact between 
the artist and their medium, and the art of architecture being re-
duced to a series of 0’s and 1’s.The distance of the screen from the 
hand, not being able to touch, limits one of the senses important 
to design and should not be undervalued or ignored. The freedom 
of the pen or pencil on the paper is not the same as the cursor on 
the screen, the architect gets a feeling or an idea from doodling or 
absent minded sketching on a piece of paper.

8 The Economist, Difference Engine: Making it, Los Angeles, 2011
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2. Development of computers      
in the developed world
 

A computer is a machine; it is the software that controls it which 
is important. Boolean algebra was development by George Boole in 
1850, and in 1937 binary numbers 0 and 1 was combined with 
this type of algebra to produce binary code. Digital computers are 
controlled by binary code, which is the different between 1 and 0 
(on/ off or true/false).
7HAT�WAS�THE�lRST�COMPUTER��4HE�'REEK�!NTIKYTHERA�MECHANISM�

or the Roman abacus, are these computers? Or does computer 
history begin which Babbage in 1871 with a machine he called an 
analytical engine that was designed to produce mathematical tables. 
From here on the computer was continuously asked to do more and 
more complicated tasks. In 1890 the census for America was held 
using one punched card per person of the population. The problem 
was not the gathering of the information, but how to compute this 
information into something usable or at least readable. The tabulat-
ing machine was developed using this punched card system, it was 

able to correlate the information gathered.
7ORLD�7AR�))�HAD�A�GREAT�INmUENCE�IN�PUSHING�COMPUTER�TECH-

nology forward. Code breaking became important, cryptography 
and communication was a major factor of the war, for example the 
development of such machines as the Enigma, Bombe and Colos-
sus by the British led to advances. These in turn where instrumental 
IN�THE�DEVELOPMENT�OF�-+�)��THE�lRST�DIGITAL�BINARY�COMPUTER�IN�THE�
modern sense, it also had internal electronic storage. On the other 
side of the Atlantic the Eniac machine was being developed, it was 
lNISHED�TOO�LATE�FOR�77))�AND�DID�NOT�HAVE�ANY�INTERNAL�STORAGE��BUT�
WAS�USED�IN�THE�DEVELOPMENT�OF�THE�!BOMB���4HE�lRST�COMMERCIAL�
computer was for the catering company Lyons, it was called Leo; it 

5. Babbage’s analytical 
engine

6. Enigma
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4. Development of computer technolgy since 1875
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was used to help manage the inventories and distributions. 
The Cold war bought about the development of Sage, a missile 

early warning system. Which in itself was outdated by the time it 
WAS�lNISHED��BUT�IT�DID�CONTRIBUTE�TO�THE�DEVELOPMENT�OF�REAL�TIME�
messaging. It was at this point, that how we interacted with these 
machines became more important. The graphic interface was devel-
oping; Ivan Sutherland created Sketchpad, a drawing program using 
a light pen to input instructions.

The next big move may not have been in the computer itself but 
in a way to link multiple machines together in a network. ARPANET 
was the starting point for our now networked society; it had four 
nodes each in a different university. Computers were reducing in 
size, they were no longer taking up whole buildings or even rooms, 
but had been reduced to single workstation. In the 1970’s the PC 
(personal computer) was introduced, this was a general purposed 
machine; they were designed to do many different tasks depending 
on the software programmes that were installed. Other area of com-
PUTING�WERE�DEVELOPING�AT�THE�SAME�TIME�LIKE�!RTIlCIAL�INTELLIGENCE�
(AI) and robotics with the Stanford arm, software development with 
the computer language Basic, graphics with computer games like 
PONG��$EVELOPMENTS�IN�ALL�OF�THESE�lELDS�FED�OFF�EACH��ONE�USING�THE�
other to push forward. The 1980’s saw the introduction of the Apple 
I, game consoles, Cad for the PC, internal and external storage got 
physically smaller but their capacity increased and Tron was the 
GROUND�BREAKING�lLM�OF�THE�DECADE�IN�RELATION�TO�ITS�SPECIAL�EFFECTS��
From here on computer got faster, could do more things and was 
more widely available to the general public. The 1990’s bought the 

���,EO��lRST�COMMERCIAL�
computer

8. Sketchpad

9. Apple l
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10. Facebook

World Wide Web (WWW), Photoshop, laptops, Play station I and 
eBay was invented. The 2000’s this rapid development continued: laptops 
outsold desktops, the iphone was introduced which revolutionised the 
mobile phone market and social networking sites such as Facebook and 
MySpace grew to global proportions.

Where will computing go next? It maybe a world run by comput-
ers than can learn and no longer need to be told what to do....the 
lLM�!�)��DOES�COME�TO�MIND��7E�ARE�AFRAID�OF�THIS�SCENARIO��WHAT�
HAPPENS�IF�THE�CONTROL�IS�TAKEN�AWAY�FROM�US��4HE�SCIENCE�lCTION�
INDUSTRY�HAS�BEEN�PRODUCING�BOOKS�AND�lLMS�THAT�TELL�US�THAT�THIS�
will restrict our freedom and eventually we will work for the robot 
and not the other way round. In 2007 Scientists and engineers were 
experimenting with robots that they don’t programme, they may 
simple tell it to move forward, but they don’t tell them how to do 
it, the robot learns how to move itself. At the same time, even with 
some of the same engineers the self replicating robot was other area 
of research, with this robot as long as new material within reach 
they will continue to built. The advances in robotics have moved on 
TO�mYING�AGILE�ROBOTS�THAT�ARE�CAPABLE�OF�SCANNING�THEIR�SURROUND-
ings and moving thru a space, they are not pre-programmed with 
information about the space, they also send back the information 
that they collect to a computer the robot moves can be tracked and 
all information viewed on a 3d image that the robot is making.

Architecture exists in Virtual worlds as well, but here it does not 
have to abide by the same rules. Microsoft employs architects to 
design virtual worlds, with some of the same issues. The character 
travels thru a sequence of spaces, interacting with other characters 
along the way, much like the way people in the real world do. The 
main different being that virtual architects don’t need to consider 
codes and regulations their buildings do not leak due to a misplaced 
membrane. But they could consider climate if the designer wants 
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them to, for example overhangs to create shade, therefore chang-
ing the atmosphere of the virtual building. The care been employed 
in the design of this virtual world illustrates how important digital 
space has become. 

What happens when you take digital technology away for a 
person for a day? There is a feeling disconnection and loss. They 
feel like they’re missing something either in the virtual or real world. 
Is it a fear of being un-contactable, they ask themselves what if 
someone needs me or I need someone else. The feeling of helpless-
ness increases if a question is asked and you are unable to access 
the limitless amount of information normally available thru a smart 
phone. Will it be possible to be outside the information network in 
the future? Is it possible now? Only if you chose to live in isolation 
NO�PHONE�NO�46�NO�COMPUTER��AND�ARE�SELFSUFlCIENT��BUT�EVEN�THEN�
there a record of you, someone has your name and linked to that 
there is a number, your location has at some stage been mapped via 
satellite. What has this done to society?  Take for example the mo-
bile phone, what did we do before everyone one had one? We were 
on time. Messages were simply left for us and we received them 
when we arrived. There was no sense of impatience with others if 
they did not return calls or messages instantly.

How has computers and CAD changed architecture? Quite 
dramatically, not only did it make drawings easier to develop and 
change without having to redraw the entire sheet, but it made 
digital architecture possible. Some of the buildings we have seen 
built in the last decade could only have been realised because of 
advances in 3d modelling software has become more available. 
Without the computer these NURBS (Non-uniform rational basis 
SPLINE	�WOULD�HAVE�BEEN�EXTREMELY�DIFlCULT�TO�CALCULATE��BUT�NOW�

11. AutoCAD
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easy to use computer programmes will do it for you. That is not the 
only use for 3d software, it is used by architects to try and envision 
the spaces that they are designing. Programmes like Sketchup make 
it easier for the architect to imagine the spaces they are designing; 
it also makes it easier for them to present these spaces to others.

3d modelling software has become much more intuitive and easier 
to use, the early versions were complex, limited and required an extensive 
amount of man hours and the most technologically advanced computers. 
But you could say architects have been envisioning and pre senting space 
in this way since the invention of perspective drawings. You could ask how 
is 3D modelling different, like with 2D drawings it is easier to change views 
or details, it is also faster to construct, giving the designer instant results 
and gratification. 

12. Sketchup
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3. Digital space
In the present culture the computer and other digital develop-

MENTS�HAVE�CREATED�mATNESS�OR�A�SHRINKING�OF�OUR�PERCEPTION�OF�
distance. For example it is now possible to be virtually present in 
one place while actually being somewhere on the other side of the 
world. Most of us have used such software as Skype to connect in 
a professional situation or just to talk to family and friends abroad. 
This has closed the distance that miles create, letting us feel that 
people and places on the other side of the screen aren’t that far 
way.  It has made the world small, but what has it done to differ-
ent cultures? Are all developed countries cultures merging into 
one type? There are fewer and fewer cultural differences in today’s 
world, larger cultures smothering out smaller ones; or the smaller 
ones aspiring to be more like the larger ones, wanting what they 
have, being it at the expense of the indigenous cultural traits.

Another feature of the digital culture and space time relation-
ship is the zoom-able world, for example gps and the global map-
ping. The gps device (for example a smart phone) locates you in the 
world and can then inform you about the area you’re in. The wealth 
OF�INFORMATION�THAT�YOU�CAN�ACCESS�IS�EXTENSIVE��FROM�TRAFlC�CONDI-
tions to its history, or any photographs that have been uploaded of 
the area. So you are able to zoom from the universal scale to the 
square meter in which we inhabit. This has changed the global 
practice of architecture. It is now possible to design a building 
anywhere in the world without actually ever being to the site, (even 
though this is not to be recommended). The architect no longer 
needs to move to be near the development because technologies 
allow them to control the design from quite a distance away.

Being constantly connected to the information network has its 
draw backs. Is the imagination limited by digital culture, being 
constantly entertained and stimulated, we no longer have to imagine 
for ourselves. Children no longer make believe, why would they? 
When they can access an elaborate magical world, which can be 
HELD�IN�THEIR�HAND��AND�WITH�A�mICK�OF�A�SWITCH�THEY�CAN�BE�TRANS-
ported into this world, be any character they wish and have amazing 
adventures. Even in some cases like the Xbox kinetic, you don’t 
even need to hold the controller, because your body is the controller 
and the magical world is your television screen. We are surrounded 
by digital devices everywhere we go; we are able to access limitless 
amounts of information from anywhere about anything. The software 
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13. Zoomable world
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that controls these devices is actually more important than the 
devices themselves; constantly evolving and updating at an incred-
IBLE�SPEED��)N�THE�lELD�OF�ARCHITECTURE�A�NEW�BREED�OF�ARCHITECTS�
programmers are emerging. In his book Antoine Picon points out: 
‘scripting has developed only in the past few years, fostered by 
the growing computer literacy of young architectural students and 
architects that are now able to write code instead of relying on 
PREDElNED�SOFTWARE�FUNCTIONS�@9���4HERE�MAYBE�A�lNE�LINE�BETWEEN�
developing new software for the architect to use and developing 
software that looks to replace him. Architecture is about the experi-
ence of the spaces, I don’t know if you can programme a computer 
to feel or experience. It may go a ways to towards aiding design but 
a designer must be able to judge the spaces that are created. In 
2004 Marcus Novak said architects will have ’to learn designing 
by algorithms, then learn to design the algorithms themselves and 
lNALLY�LEARN�HOW�TO�LET�ALGORITHMS�DESIGN�THEMSELVES�10 .  I don’t 
think this has happened on the scale that he envisioned, actually 
has there been a reaction against this thinking? And is the popular-
ity of this computer designed ‘blobatecture’ is waning.

9 Antoine Picon, Digital culture in architecture, (Basel, 2010) 95
10 Mark Rappolt, Gehry Draws, (London, 2004) 37
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 4. Seductive, but.......cold
Forms that curve, roll, blend or gently fold are seductive and 

pleasing to the eye, and have most people wanting to touch them 
and other wonder how they are constructed or how they manage 
to even remain standing. The smoothness of the form and of its 
SURFACE�WAS�IMPORTANT��7HEN�THESE�DESIGNS�lRST�STARTED�TO�APPEAR�
the reception was cool, some believing they could not be realised, 
but a few were built and delivered on what they had promised. The 
interested spaces inside were so different to what had come before. 
Blob architecture was what this style was called (even though not all 
of the buildings were bulging forms). 

BLOB (Binary Large Object), are forms that trying to mimic 
FORMS�FOUND�IN�THE�NATURAL�WORLD��4HE�lRST�FULL�BLOB�BUILDING�WAS�THE�
Water Pavilion in the Netherlands by NOX architects, this design 

used computer aided drawing programme to help produce the form. 
Another well know supporter and designer of this style is Greg 

Lynn, whose designs went far beyond the discipline of architecture.  
This type of architecture was in style from around the mid nine-

14. Water Pavilion, 
Netherlands, NOX 
Architecture

15. Kunsthaus in Graz, 
Austria, Peter Cook and 
Colin Fournier
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ties, but like most fashions it lost its shine after a relatively short 
amount of time. Sculpted forms at times do feel alien from there 
landscape for example Peter Cooks and Colin Fournier Kunsthaus in 
Graz, Austria, this building looks more like a space ship has landed 
rather than an organic form that may have grow there. This may to 
contribute to the way it was designed, but computer which is itself 
a very different world. If you compare this to a building designed by 

hand for example Falling Water by Frank Lloyd Wright which does 
NOT�CONTAIN�ANY�CURVES�OR�.52"3�IT�lTS�INTO�ITS�LANDSCAPE��

This Blob style had developed further as more abstract art than 
architecture, with a lot of these types of designers venturing in to 
the realm of sculptural forms. This gave them freedom, without the 
restrictions of function. 

They no longer seem like impossible forms to build, computers 
have reduced the calculations required and the manufacturing of 
smart materials has made these designs more feasible. Although 
most of these types of designs remain unrealised their impact on 
the architecture can still be seen. Architects are not as apprehen-
sive about pushing the boundaries and using complex curves, thou 
maybe not to create a complete form but as an element of one. 

Architecture took the importance of surface from the blob and 
developed it, it was no longer just a barrier between inside and out 
but it now ‘challenges the distinction exterior and interior’11 . The 
surface- ornamental facades focused on how the building or its ar-
chitecture interacted with its surroundings, the landscape. Is digital 
culture and technology making the architecture invisible? Architects 
are now using the facades of the buildings that they are designing 
to give the individual a sensory experience. ‘digital architecture is 
THE�RECONlGURATION�OF�THE�CITY�IN�TERMS�OF�SENSORY�STIMULATION��A�
renewed interest  in  textures and colours with its tactile appeal to 
the passer by  digital design is clearly geared towards the satisfac-
tion of the senses’12 . The use of digital technologies in the facade 

11 Antoine Picon, Digital culture in architecture, (Basel, 2010) 89
12 Antoine Picon, Digital culture in architecture, (Basel, 2010) 180

16. Falling Water by 
Frank Lloyd Wright 

17. Early sketch of Fall-
ing Water
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system themselves is getting more common, for example projec-
tions and other lighting effects, so even when the building may be 
closed it still has an active presence in the environment. Herzog & 

de Meuron Architects use their facades to evoke a reaction from the 
passer by, as shown in the examples below. The Lanban centre for 
dance in London tells a very different story compared to the one it 
tells during the day. At night you can see the life within, during the 
day this is hidden from view.

With Herzog & de Meuron Architects, they rely on computers to 
help them design their buildings, but they also use scaled model to 
test their ideas, this hybridization is the current approach to archi-
TECTURAL�DESIGN��IN�DESIGN�LEAD�OFlCES�

18. Basel museum

19. CaixaForum, Madrid,

20. Prada store, Aoyama, 
Tokyo

21. Lanban Centre, 
London, Herzog & de 
Meuron Architects
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5. Best of both worlds
Gehry says ‘the computer is a tool, not a partner, an instrument 

for catching the curve, not for inventing it’13 . Hybrid design is the 
TAKING�THE�BEST�OF�WHAT�BOTH�TECHNIQUES�HAVE�TO�OFFER�AND�lNDING�A�
way to mesh them together and make it work for you. In most cases 
this will start with the pencil but after that the individual architect 
will have his own way of working. Computers do make even the 
largest projects manageable; projects like the Yokohama Interna-
TIONAL�0ORT�4ERMINAL�BY�&/!�WOULD�HAVE�BEEN�INCREDIBLY�DIFlCULT�
without the use of advanced computer software. This architecture 
may not have even had happened, ‘the complex forms of the build-
ing are widely understood to be the outcome of an experiment with 
computers’14 . Is this hybrid way of designing just the resistance to 
complete computerisation? Some architects are afraid of these ad-
vancements because they see it as taking some of the control away 
from them and giving to a machine or it could be that they just 
don’t understand how they work. The advantages of computer aided 
design greatly outweigh the disadvantages; architectural practice 
will never revert back to a pre-computer way of doing things. 

As mentioned before each architect has his or her own way of 
visualising, developing and expressing their designs, an example 
would be Zaha Hadid. She always starts with a sketch develops it 
on the computer, then ‘prefers to look at drawing on screen rather 
than on paper. The screen has luminosity. Computer renderings are 
lacking a layer compared to hand renderings or paintings’ 15. Her 
OFlCE�USES�COUNTLESS�NUMBER�OF�MODELS�WHEN�DESIGNING��ALLOWING�
them to look at building differently, in a way that you would not be 
able to with a computer model; this may change with the availability 
of 3d printing.

13 Mark Rappolt, Gehry Draws, (London, 2004) 30
14 Irénée Scalbert, The Yokohama International Port Terminal, CICA,   
2008
15 Patrick Schumacher, Digital Hadid, (Basel, 2004)10

22. Sketch, Sendai Me-
diatheque, Toyo Ito.

23. Sendai Mediatheque, 
Toyo Ito
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Algorithms being used to solve problems, are they bringing ar-
chitecture closer to the forms of the natural world? Toyo Ito believes 
so; he starts with a sketch, believes in algorithms, experiments with 
materials and pushes engineering solutions to their limits. He says: 
‘An algorithmic architectural order thus closely approximates the 
order of the natural world.......they will generate spatial structures 
that have little to do with those of the grid of the twentieth century. 
There is equally no doubt that if architecture comes to approximate 
the system of living organisms in the natural world even slightly, 
peoples basic bodily sensations would be awakened’ 16.

Materiality plays an important role in evoking sensations in the 
individual, but it is also the way of linking a building to the real 
world.  Picton states that ’we solve more and more problems at the 
level of material design rather than at structural design’17 . Complex 
facades may look like nothing more than decoration, but in fact 
they incorporate other features that deal with issues like structure, 
environmental conditions or the long term sustainability of the 
building. Ito believes ‘Magic is the art of concealing when appar-
ently revealing, shyly distracting with an elegant gesture in an area 
unrelated to the most important action’18 . Computer programs and 
design advancements in the area of manufacturing smart materials 
are now making this magic possible. 
-AYBE�IT�IS�NOT�THE�COMPUTER�THAT�SOME�DESIGNER�lND�ALIEN�BUT�

the way in which we interact with it. Below shows Sandscape one 
of many new ways of computer-human interaction that are being 
DEVELOPED��)T�USES�A�BOX�lLLED�WITH�SAND�TO�REPRESENT�THE�LANDSCAPE�
and blocks of wood to represent buildings or forms. With the use of 
a real time 3d scanner any changes the designer makes are picked 
up immediately and are projected on to a screen for him to review.

16 Toyo Ito, Toyo Ito, (London, 2009)09
17 Antoine Picon, Digital culture in architecture, (Basel, 2010) 145
18 Toyo Ito, Toyo Ito, (London, 2009)24

24. Sandscape, MIT



250

6. Conclusion 
The development of more computer generated designs will con-

tinue, but is this development costing us? Will the art of architec-
ture survive? Digital based architect is battling for freedom from the 
pen and paper, while the paper architect struggles to keep control 
of his design but at the same time is trying to keep up with archi-
tectural develops and trends.

The way we visualise things in this digital world is changing, and 
so is the way we represent them. In some cases the skill of drawing 
is being replaced by computer programs that can generate views 
and form buildings for the programmer. Are we devaluating the de-
sign and creative process by allowing mathematically derived design 
methods to take over from genuine inspiration. I think the ideal 
solution is a combination of these two forms of architecture and not 
a choice between the two. There will still be the two extremes but 
with the majority sitting in the middle, taking advantage of both. 
Frank Gehry says: ‘The machine has been used as a tool; it has 
changed a lot of things but has left the core of architectural think-
ing still totally dependent upon the designer’s intuition’19 

19 Antoine Picon, Digital culture in architecture, (Basel, 2010) 94
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 The further trends of architecture
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�� 7KH�PDWHULDO�XVH�IRU�KLJK�ULVH�EXLOGLQJ
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7KLV�LV�WKH�WZHQW\�¿UVW�FHQWXU\��WKH�FRQFHSW�RI�VSDFH�DQG�EXLOGLQJ�
KDV�FKDQJHG�DQG�GHYHORSHG� IRU�KXQGUHGV�RI�\HDUV��:H�QHHG�
WR�VWDUW�WR�UHWKLQN�ZKDW�WKH�UHDO� OLYLQJ�VSDFH�LV��DQG�ZKDW�ZLOO�WKH�
IXUWKHU�WUHQGV�RI�DUFKLWHFWXUH�EH��7KH�UHDVRQ�ZK\�ZH�WU\�WR�FUHDWH�
VRPHWKLQJ�QHZ� LV�EHFDXVH�ZH�KDYH�H[SHULHQFHG� WKH�GLIIHUHQW�
SHULRGV�RI�YDULRXV�VW\OHV�RI�DUFKLWHFWXUH��:H�VWDUW�WR�ORRN�DW�HDFK�
RI�WKHVH�SHULRGV��LQ�D�ZD\��WKH\�DUH�DFWLQJ�OLNH�WKH�IDVKLRQ�YDQH��
7KHVH�SHULRGV�FRQWURO� WKH� WKLQNLQJ�DQG� OLPLW� WKH�FUHDWLYLW\�RI�
DUFKLWHFWXUH�DQG�WKH�EHKDYLRU�RI� WKH�XVHU��1RZ�DV�ZH�DUH�PRUH�
WHFKQRORJLFDOO\�DGYDQFHG� WKDQ�HYHU�EHIRUH�� LW� LV� WLPH� WR�PRYH�
RQ�DQG�WR� ILQG�ZKDW� WKH�QH[W�VWHS� LV��DQG�FUHDWH�D�QHZ�VW\OH�RI�
DUFKLWHFWXUH�GHVLJQ�WKDW�UHSUHVHQWV�FRQWHPSRUDU\�VRFLHW\��%XLOGLQJ�
LV�WKH�EDVLF�QHHG�RI�KXPDQLW\��LWV�GHYHORSPHQW�FRQWULEXWHV�WR�WKH�
VRFLDO��HFRQRPLF��HQYLURQPHQWDO�DQG�WHFKQRORJLFDO�GHYHORSPHQW��
DQG�WKH\�KDYH�D�VWURQJ�UHODWLRQVKLS�EHWZHHQ�WKHP��,�ZLOO�DQDO\]H�
IXUWKHU� DUFKLWHFWXUDO� GHVLJQ� WUHQGV�E\� FRPELQLQJ� LW�ZLWK� WKH�
SXEOLF�SRLQW�RI�YLHZ�DQG� WKH�FKDQJH� WKDW�KDSSHQV� LQ�VRFLHW\��
7KH�VN\VFUDSHU� LV� WKH�QHZ�IRUP�RI�EXLOGLQJ�ZKLFK�FUHDWHV�KXJH�
RSSRUWXQLWLHV�LQ�DUFKLWHFWXUH��)XUWKHUPRUH��WKH�VN\VFUDSHU�ZLOO�EH�
WKH�IRUP�RI�EXLOGLQJ�ZKLFK�VWDQGV�DURXQG�ZRUOG�LQ�WKH�IXWXUH�

'XULQJ�����V��PDQ\� WDOO� EXLOGLQJV�DSSHDUHG� LQ�&KLFDJR������
��������DQG����VWRULHV��7KH\�VHW� WRJHWKHU� LQ� WKH�FLW\��DQG� WKH\�
DOO�KDG� WKHLU�RZQ�QDPHV��EXW�SHRSOH�GLG�QRW� WKLQN� WKH\�ZHUH�
QLFH�EXLOGLQJV�� �DQG�WKLV� LV� WKH�EHJLQQLQJ�RI� WKH�VN\VFUDSHU�� WKH�
WDOO�RIILFH�EXLOGLQJ1�� ,Q������� WKHUH�ZDV�QR�FLW\�PRUH�EHDXWLIXO�
WKDQ�1HZ�<RUN2�� �$OO� WDOO�EXLOGLQJV�VWDQG� LQ� WKH�FLW\�FHQWHU�� WKH\�

1  Carl W. Condit, "The Chicago School of Architecture", (Chicago, The University of Chicago 
Press, 1964), 368
2  Sarah Bradford Landau and Carl W. Condit, "Rise Of The Skyscraper", (London, Yale University 
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DSSHDUHG�OLNH�WRZHUV��ZLWK�KHDY\�PDVRQU\�DQG�FODVVLF�GHWDLO��DQG�
WKHVH�EXLOGLQJV�UHSUHVHQWHG�WKH�HFRQRPLFV�RI�1HZ�<RUN��$W� WKH�
VDPH�WLPH��DV�WKH�EXLOGLQJV�JUHZ�WDOOHU�� WKHUH�ZHUH�PDQ\�LVVXHV�
WKDW�ZH�KDG�WR�FRQTXHU��$V�WKH�KHLJKW�RI� WKH�EXLOGLQJ� LQFUHDVHG��
WKH�SOXPELQJ�V\VWHP�EHFDPH�YHU\�LPSRUWDQW��LW�FDQ�VXSSO\�ZDWHU�
WR�WKH�XSSHU�OHYHO�RI�EXLOGLQJ��DQG�WKH�HOHYDWRU�LV�DOVR�LPSRUWDQW�WR�
WKH�WDOO�EXLOGLQJ��+\GUDXOLF�HOHYDWRUV�ZHUH�XVHG�DW�VWDUW��DQG�WKHQ�
DV� WKH� WHFKQRORJ\�GHYHORSHG��DIWHU�2WLV�EURWKHU
V�H[SHULPHQW��
HOHFWULF�HOHYDWRU�UHSODFHG�WKHP�

7KHUH�DUH�D� ORW�RI�GLIIHUHQW� W\SHV�RI�EXLOGLQJ�PDWHULDOV��VWRQH� LV�
WKH�PDLQ�RQH��EXW�VWRQH�FDQ�RQO\� UHVLVW�FRPSUHVVLRQ��VR� LW� LV�
YHU\�KDUG� WR�EXLOG�D� IODW� URRI�ZLWK�VWRQH��RQO\� WKH�PRVW�H[WUHPH�
LQYHQWLYHQHVV�DOORZV� LW� WR�DFKLHYH�D�KXJH�DUFK�URRI��'XULQJ�WKH�
����V��ZURXJKW� LURQ�ZDV�XVHG� LQ�DOO�GLIIHUHQW�SDUWV�RI�EXLOGLQJ��
ÀRRU��IUDPH��DQG�FROXPQ��7KH�XVH�RI�LURQ�LV�VHSDUDWHO\�UDSLG��,URQ�
FDQ�EH�VWUHWFKHG�DQG�GUDZQ�WRJHWKHU��LW�UHVLVWV�ERWK�FRPSUHVVLRQ�
DQG�WHQVLRQ3���VR�LI�D�EXLOGLQJ�LV�XVLQJ�DQ�LURQ�VWUXFWXUDO�IUDPH��DOO�
VLGHV�RI�URRP�FDQ�FRYHU�E\�JODVVHV��WKLV�FDQ�DOORZ�WKH�PD[LPXP�
OLJKW�JHW�LQ�WR�WKH�LQWHULRU�VSDFH��7KHQ�VWHHO�VWDUWHG�WR�UHSODFH�LURQ�
DV�LW�GRHV�QRW�VWUDLQ�DV�IDVW�DV�LURQ��DQG�LW�LV�PRUH�YXOQHUDEOH�WKDQ�
FDVW�LURQ�WR�FRUURVLRQ��$OO�PHWDO�VWUXFWXUHV�DUH�YHU\�ZHDN�DJDLQVW�
ILUH4�� �ZKHQ� WKH� WHPSHUDWXUH� LQFUHDVHV�� WKH�VWUHQJWK�RI�PHWDO�
GHFUHDVHV��VR�LW�LV�YHU\�LPSRUWDQW�WKDW�RQH�DOZD\V�NHHS�WKH�PHWDO�
SDUW�RI�VWUXFWXUH�KLGGHQ�IURP�H[SRVHG�SRVLWLRQV��WR�DYRLG�GLUHFWO\�

Press, 1996), 168
3  Sigfried Giedion, "Building In France Building In Iron Building In Ferroconcrete", (Canada, The 
Getty Center for the History of Art and the humanities, 1995), 101
4  Sarah Bradford Landau and Carl W. Condit, "Rise Of The Skyscraper", (London, Yale University 
Press, 1996), 173
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FRQQHFWLQJ�ZLWK� ILUH�ZKHQ�DQ�DFFLGHQW�KDSSHQV��7KHUH�ZDV�DQ�
H[DPSOH�RI�D�EXLOGLQJ�ZKLFK�ZDV�FRQVLGHUHG�¿UHSURRI��EHFDXVH�LW�
KDG�PDVRQU\�EHDULQJ�ZDOOV�DQG�LQWHULRU� LURQ�IUDPH��2QO\�D�VPDOO�
SDUW� LQ� WKH�ERWWRP�ZDV�H[SRVHG� WR� WKH�DLU��ZKLFK�FDXVHG� WKH�
EXLOGLQJ¶V�FROODSVH5���

$V� WKH�EXLOGLQJ�JHWV�KLJKHU�� WKH�ZDOO� WKLFNQHVV� LV� UHGXFHG��6R�
WKDW� LW�FDQ�UHGXFH�WKH� ORDG�DW� WKH� ORZHU� OHYHO��+LJK�EXLOGLQJV�DUH�
DOZD\V�GHVLJQHG� IRU�PD[LPXP� OLJKW��7KH�TXDOLW\�RI� OLJKW� LQ� WKH�
VSDFH� LV�GLUHFWO\� UHODWHG� WR� WKH� UHQW�DELOLW\�RI� WKH�EXLOGLQJ��7KH�
IDFDGH�RI�WKH�VN\VFUDSHU� LV�PDLQO\�FRYHUHG�E\�JODVV�ZLQGRZV��,W�
JLYHV�WKH�EHVW�OLJKW�IRU�WKH�LQWHULRU�VSDFH��$QG�LW�LV�EHWWHU�WR�EXLOG�
LQ�D�VPDOO�DUHD��EHFDXVH� LW�FDQ�VDYH� WKH�VSDFH�RQ� WKH�JURXQG�
DV�ODQG�LV�H[SHQVLYH��DQG�DOVR�VPDOO�DUHD�EXW�D�WDOO�EXLOGLQJ�FDQ�
KDYH�VDPH�YROXPH�EXW�EHWWHU� OLJKW� IRU� WKH� LQWHULRU�VSDFH��6R�WKH�
EXLOGLQJ�FDQ�HDUQ�JUHDW�SUR¿W� IRU� WKH� LQYHVWRU�DV�SHRSOH�ZLOO�SD\�
PRUH�PRQH\�WR�UHQW� WKH�RI¿FH��7KH�EHVW�RI¿FH�VSDFH�VKRZV�WKH�
SRZHU�RI� WKH�SHUVRQ�XVLQJ� LW��)RU�H[DPSOH�� OLNH�WKH�RI¿FH� LQ� WKH�
FRUQHU�RU�KDYH�DW�OHDVW�RQH�H[WHULRU�ZLQGRZ6���

7R�GHVLJQ�D�VN\VFUDSHU��ZH�VWDUW�IURP�WKH�VPDOOHVW�XQLW��QRUPDOO\�
LW� LV� WKH�VL]H�RI�DQ�RIILFH��$�QLQH� IRRW�ZLGH�RIILFH� LV�FRQVLGHUHG�
GHVLUDEOH�E\�WKH�JUHDWHVW�QXPEHU�RI� WHQDQWV7�� �6R�WKH�ZLGHQHVV�
RI� WKH�RIILFH� LQIOXHQFHV� WKH�VSDFLQJ�EHWZHHQ�FROXPQV�DQG� WKH�
VL]H�RI�HDFK�SDUNLQJ�VSDFH��7KH�ÀRRU�EHORZ�JURXQG�LV�QRUPDOO\�D�
ÀRRU�ZKLFK�FRQWDLQV�WKH�VHUYLFHV�IRU�SRZHU��VXFK�DV�ERLOHUV�DQG�

5  Sarah Bradford Landau and Carl W. Condit, "Rise Of The Skyscraper", (London, Yale University 
Press, 1996), 180
6  Carol Willis, "Forms Follows Finance", (New York, Princeton Architectural Press, 1995), 27
7  Carol Willis, "Forms Follows Finance", (New York, Princeton Architectural Press, 1995), 81
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HQJLQHV��7KHQ�WKH�JURXQG�ÀRRU�LV�QRUPDOO\�XVH�IRU�EDQNV��VWRUHV�
RU�RWKHU�IXQFWLRQV�ZKLFK�UHTXLUH� ODUJH�DUHD��DQG�DOVR�KDYH�JUHDW�
DFFHVVLELOLW\��7KLV�LV�WKH�PRVW�LPSRUWDQW�ÀRRU��DQG�ZH�KDYH�WR�JLYH�
LW�D�EHDXWLIXO�HQWUDQFH�WR�DWWUDFW�WKH�H\HV�WR�LWV�ORFDWLRQ��7KH�¿UVW�
ÀRRU��XVXDOO\�FRQWDLQV�PDQ\�VWDLUZD\V�DQG�HOHYDWRUV�DQG�WKH\�DOO�
GLYLGH�LQWR�GLIIHUHQW�VHFWLRQV��$ERYH�¿UVW�ÀRRU��WKHUH�DUH�LQGH¿QLWH�
QXPEHUV�RI�VWRULHV�RI�RI¿FHV�VWDFN�XS�RQH�E\�RQH��)LQDOO\��WKH�WRS�
RI� WKH�EXLOGLQJ� LV� ILOOHG�ZLWK� WDQNV��SLSHV��YDOYHV��VKHDYHV��DQG�
PHFKDQLFDO�HWFHWHUD�ZKLFK�ZRUN�ZLWK�WKH�VHUYLFHV�IRU�SRZHU�LQ�WKH�
EDVHPHQW8��

7KH�VN\VFUDSHU� LV�WKH�XOWLPDWH�DUFKLWHFWXUH�RI�FDSLWDOLVP9�� � LW�FDQ�
UHIOHFW� WKH� ILQDQFH�VLWXDWLRQ�RI� WKH�FLW\��7KHUH�ZDV�D�TXHVWLRQ�
DERXW�ZKDW� LV� WKH� YDOXH�RI� ODQG�� DQG� WKH�DQVZHU� IRU� WKDW� LV�
ZKDWHYHU� VRPHRQH� LV�ZLOOLQJ� WR�SD\10�� �*DVV�*LOEHUW� JDYH�D�
GH¿QLWLRQ�WR�VN\VFUDSHU��ZKLFK�LV�
D�PDFKLQH�WKDW�PDNHV�WKH�ODQG�
WR�SD\
�� ,Q������� WKH�FXUUHQW�$PHULFDQ�DUFKLWHFWXUH� LV�DERXW�DUW��
EXW�DOO�DERXW�EXVLQHVV��D�EXLOGLQJ�VKRXOG�FUHDWH�DV�PXFK�SUR¿W�DV�
LW�FDQ��RWKHUZLVH�QR�LQYHVWRU�ZLOO�KDYH�WKH�HQRXJK�PRQH\�WR�PHHW�
LWV�FRVW��7KH�SURILW�RI�D�VN\VFUDSHU�FDQ�HDUQ� LV�GLUHFWO\� UHODWHG�
WR�WKH�KHLJKW�DQG�WKH�OLJKW�TXDOLW\�RI�LWVHOI��,I�WKH�EXLOGLQJ�LV�WDOO��LW�
FDQ�KDYH�PRUH�RI¿FH�VSDFH�WR�UHQW�RXW��DQG�LW�FDQ�DFKLHYH�EHWWHU�
DGYHUWLVHPHQW�DV� LW�ZLOO�EH�QRWLFH�HDVLHU��7KH�TXDOLW\�RI� OLJKW� IRU�
WKH� LQWHULRU�VSDFH� LV�GHSHQGHQW�RQ� WKH� IDFDGH�RI� WKH�EXLOGLQJ��
WKH�KHLJKW�RI�FHLOLQJ�DQG�WKH�GHSWK�RI�WKH�EXLOGLQJ��WKH�EHWWHU�OLJKW�
TXDOLW\�LQVLGH�EXLOGLQJ��WKH�KLJKHU�UHQW�\RX�FDQ�JHW��$QG�WKLV�LV�ZK\�

���/RXLV�6XOOLYDQ���7KH�7DOO�2I¿FH�%XLOGLQJ�$UWLVWLFDOO\�&RQVLGHUHG��.LQGHUJDUWHQ�&KDWV�
9  Carol Willis, "Forms Follows Finance", (New York, Princeton Architectural Press, 1995), 181
10  Carol Willis, "Forms Follows Finance", (New York, Princeton Architectural Press, 1995), 157
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DOO� WKH�DUFKLWHFWXUH� LQ�$PHULFD�VHHPV�WR�VWULYH�IRU�KHLJKW��$V�DQ�
RI¿FH�EXLOGLQJ
V�SULPH�DQG�RQO\�REMHFW� LV� WR�DFKLHYH�WKH�JUHDWHVW�
SURILW� IRU� WKH�RZQHU��$OWKRXJK� WKH�EXLOGLQJ�KDV�EHFRPH� WDOOHU��
WKHUH�DUH�D� ORW�RI�SUREOHPV�FRPH�ZLWK� LW��3HRSOH�VWDUW�TXHVWLRQ�
WKH�VN\VFUDSHU�IRU�LWV�KHLJKW�DQG�DWPRVSKHULF�SROOXWLRQ��7KHUH�DUH�
PDLQO\�IRXU�SUREOHPV�ZKLFK�DUH� LPSRUWDQW��)LUVWO\��KLJK�EXLOGLQJV�
EORFN� WKH�VXQOLJKW�DW� ORZHU� OHYHO�� LW�FDXVHV� WKH�RIILFH�DW� ORZHU�
OHYHO� WR�EH�UHQWHG�RXW�DW�D�FKHDSHU�SULFH��6HFRQGO\�� WKH�ULVN�RI�
HDUWKTXDNHV�LV�YHU\�KLJK��WKDW�PDNHV�WKH�SHRSOH�XVH�WKH�EXLOGLQJ�
DW�KLJKHU� OHYHO�XQZLOOLQJ� WR�SD\�KLJKHU�UHQW��7KLUGO\�� LW� LV�GLIILFXOW�
WR�SXPS� WKH�ZDWHU� WR� WKH�KLJKHU� OHYHOV��VR�ZKHQ� ILUH�DFFLGHQW�
KDSSHQ�DW�KLJKHU�OHYHO�LW�ZLOO�FDXVH�WKH�EXLOGLQJ�KDUG�WR�GHDO�ZLWK�
LW��)RXUWKO\��DV� WKH�EXLOGLQJ� LV�GHVLJQHG� IRU�RIILFH�XVH��DQG� WKH�
HQWLUH�ORDG�DSSOLHG�DW�WKH�ORZHU�OHYHO��VR�LW�LV�YHU\�KDUG�WR�FRQYHUW�
WKH�IXQFWLRQ�WR�DQRWKHU�SXUSRVH11���$OO�WKHVH�TXHVWLRQ�DUH�JLYHQ�E\�
WKH�ORZHU�VWRULHV�XVHU��EHFDXVH�WKH�VN\VFUDSHU�WRRN�WKH�EXVLQHVV�
RSSRUWXQLW\� IURP� WKHP��$IWHU�DOO� WKHVH�� ILQDOO\� WKHUH�DUH� ODZV�
FUHDWH�IRU� WKH�KHLJKW�RI�VN\VFUDSHU��)LUVWO\�� WKH�KHLJKW�RI�EXLOGLQJ�
FDQ�EH�QR�PRUH�WKDQ����WLPHV�WKH�VTXDUH�URRW�RI�WKH�VWUHHW�ZLGWK��
EXW� LI� WKH�VWUHHW� LV�ZLGHU� WKDQ����� IHHW�� WKH�KHLJKW� LV� OLPLWHG� WR�
����IHHW��6HFRQGO\��LI�WKH�EXLOGLQJ�LV�VHW�EDFN�IURP�WKH�VWUHHW��WKH�
KHLJKW�RI�EXLOGLQJ�FDQ�ULVH�XS�WZLFH�WKH�GHSWK�LW�VHWEDFN��7KLUGO\��LI�
WKH�EXLOGLQJ�LV�ORFDWHG�DW�FRUQHUV�RU�DYHQXHV�ZLGHU�WKDQ�����IHHW��
WKH�EXLOGLQJ�FDQ�UDLVH�DERYH�WKH� OLPLW��%XW�DUFKLWHFW�&�+�%ODFNDOO�
GLVDJUHHV�ZLWK�WKHVH�ODZV��KH�WKLQNV�WKHUH�LV�D�EXVLQHVV�QHHG�IRU�
WKH�VN\VFUDSHU��+H�IHHOV�WKHUH� LV�QR�UHDVRQ�IRU�ZK\�ZH�QHHG�WR�
UHGXFH�WKH�KHLJKW�RI�WKH�EXLOGLQJ��IRU�WKH�HQYLURQPHQWDO�SUREOHP��

11  Sarah Bradford Landau and Carl W. Condit, "Rise Of The Skyscraper", (London, Yale 
University Press, 1996), 187
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ZH�VKRXOG� VROYH� LW� WKURXJK�DUFKLWHFWXUH�� QRW� MXVW� E\� VLPSO\�
UHGXFLQJ� WKH�KHLJKW�RI� WKH�EXLOGLQJ�� ,W� LV� LPSRUWDQW� WR�PDNH� WKH�
EXLOGLQJ�DV� WDOO�DV� WKH�SULFH�RI� WKH� ODQG� LV�H[SHQVLYH��$UFKLWHFWV�
PXVW�WU\�KDUGHU�WR�DQVZHU�WKH�TXHVWLRQV12���%XW�QRW�RQO\�SUREOHPV��
WKHUH�DUH�DOVR�PDQ\�DGYDQWDJHV�WKDW�FRPH�ZLWK�WKH�VN\VFUDSHU��
6N\VFUDSHUV�FRQWDLQ�D� ORW�RI�RIILFHV��DQG�RIILFHV�DUH�QHFHVVDU\�
IRU� WKH� WUDQVDFWLRQ�RI�EXVLQHVV�� WKH� LQYHQWLRQ�RI� WKH�KLJK�VSHHG�
HOHYDWRU�PDNHV�YHUWLFDO�WUDYHO�IDVW�DQG�FRPIRUWDEOH��EHIRUH�LW�ZDV�
RQFH� WHGLRXV�DQG�SDLQIXO��7KH�GHYHORSPHQW�RI�VWHHO�VWUXFWXUH�
PDNHV�VKRZQ�WKH�ZD\�WR�VDIH��WKH�VWUHQJWK�RI�VWHHO�FRQVWUXFWLRQ�
LQFUHDVH� WKH�KHLJKW�RI� WKH�EXLOGLQJ�E\�D� ORW��$QG�GXH� WR� WKH�
LQFUHDVH�RI� WKH�SULFH�RI� WKH� ODQG�ZKHQ�SRSXODWLRQ�JHWV�KLJKHU��
EXLOG�WKH�EXLOGLQJ�WDOOHU�FDQ�VROYH�WKH�SRSXODWLRQ�SUREOHP13��

$W� WKH�VWDUW�RI� WKH� WZHQW\�ILUVW�FHQWXU\�1HZ�<RUN�DQG�&KLFDJR�
ZHUH�WKH�RQO\�WZR�PHWURSROLV�FLWLHV14�� � ,Q�1HZ�<RUN��WKH�KHLJKW�RI�
D�VN\VFUDSHU�ZDV�XQUHVWULFWHG��DIWHU������ZKHQ�PHWDO�VNHOHWRQ�
FRQVWUXFWLRQ�ZDV�DOORZ�E\�WKH�EXLOGLQJ�FRGH��'XULQJ�WKH�YHUQDFXODU�
SHULRG�� IURP�����V� WR�����V�\HDUV� WKH�YROXPHV�RI�RIILFH�VSDFH�
DUH�PRUH�WKDQ�GRXEOH�LQ�ERWK�FLWLHV��7KH�DYHUDJH�KHLJKW�RI�PDMRU�
1HZ�<RUN�RI¿FH�EXLOGLQJ�ZDV�LQFUHDVHG�WKURXJKRXW�WKH�WZHQWLHV��
DURXQG�������ODUJH�SURMHFWV�ZHUH�JHQHUDOO\�EHWZHHQ�WKLUW\�WR�IRUW\�
VWRULHV15�� �$V�WKH�IXQGDPHQWDO� IXQFWLRQV�DQG�HFRQRPLFV�ZHUH�WKH�
VDPH�IRU�DOO� WDOO�EXLOGLQJV��ZKLFK�PDNHV�WKH�VN\VFUDSHUV�DOO�XVH�
VLPLODU� IRUPV��$W� WKH�¿UVW�SHULRG�DOO�VN\VFUDSHU�IRUPV� OLNH�WRZHU��

12  Sarah Bradford Landau and Carl W. Condit, "Rise Of The Skyscraper", (London, Yale 
University Press, 1996), 190
����/RXLV�6XOOLYDQ���7KH�7DOO�2I¿FH�%XLOGLQJ�$UWLVWLFDOO\�&RQVLGHUHG��.LQGHUJDUWHQ�&KDWV�
14  Carol Willis, "Forms Follows Finance", (New York, Princeton Architectural Press, 1995), 9
15  Carol Willis, "Forms Follows Finance", (New York, Princeton Architectural Press, 1995), 85
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,Q�����V�WKH�EXLOGLQJ� IRUPV� LQ�ERWK�FLWLHV�FKDQJHG�GUDPDWLFDOO\�
HVSHFLDOO\� WKH�FRQWUDVWLQJ�DSSHDUDQFH�EHWZHHQ�0DQKDWWDQ�DQG�
&KLFDJR
V�VN\OLQH��&KLFDJR
V�VN\OLQH� ORRNV� OLNH�D� IODW� URRI��DOO�
EXLOGLQJV�DUH�HQG�YHUWLFDOO\�DW�D�VLPLODU�KHLJKW�� ,Q�0DQKDWWDQ�
WKH�VN\OLQH� LV� ORZHU��EXW� WKHUH�DUH� IHZ�RXWVWDQGLQJ�VN\VFUDSHUV�
EURNHQ�WKH�VN\OLQH�� LW� ORRNV�PXFK�EHWWHU� WKDQ� MXVW�D� IODW�VN\OLQH��
7KH�HPSLUH�VWDWH�EXLOGLQJ� LV�JUHDW�EHFDXVH� LW� LV�QRW�GHVLJQHG�
E\�JUHDW�DUFKLWHFWV��EXW� LQWHOOLJHQWO\�ZLWKLQ�D� IRUPDO�ZLWK� LWV�RZQ�
EHDXWLIXO�HFRQRP\��,W�ZDV�RSHUDWLQJ�LQ�������EXW�LW�GLG�QRW�WXUQ�DQ�
DQQXDO�SUR¿W�XQWLO�����16�� � ,W� LV� WKH� ODQGPDUN�RI�1HZ�<RUN�DV�WKH�
VWDWXH�RI�OLEHUW\��

7KH�(PSLUH�6WDWH�%XLOGLQJ�KDV�����VWRULHV�� ,W� LV� ORFDWHG� LQ�1HZ�
<RUN�&LW\�DW�WKH�LQWHUVHFWLRQ�RI�)LIWK�$YHQXH�DQG�:HVW���WK�6WUHHW��
7KH�URRI�KHLJKW�RI�WKH�(PSLUH�6WDWH�%XLOGLQJ�LV�����PHWHUV��LI�\RX�
LQFOXGH�WKH�KHLJKW�RI�WKH�VSLUH��WKH�KHLJKW�UHDFKHV�D�WRWDO�RI�������
PHWHUV��7KH�EXLOGLQJ�RI�WKH�(PSLUH�6WDWH�%XLOGLQJ�VWDUWHG�LQ�������
DQG�¿QLVKHG�DW������� ,W�RQO\�WRRN�����GD\V��7KH�PDWHULDOV�XVHG�
LQ�WKH�(PSLUH�6WDWH�%XLOGLQJ�ZHUH�WKH�OLJKWHVW�PDWHULDOV��WKH�WRWDO�
ZHLJKW� LV�DERXW��������� WRQV�� WKH�EXLOGLQJ�KDV�D� WRWDO�RI������
ZLQGRZV�����HOHYDWRUV�DQG�WKHUH�ZHUH�WRWDO�RI������VWHSV�LQ�WKH�
EXLOGLQJ�� ,W�ZDV�EXLOW�GXULQJ� WKH�ZHVWHUQ� ILQDQFLDO�FULVLV�SHULRG��
,W� LV�FRQVLGHU�DV� WKH�V\PERO�RI�$PHULFDQ�HFRQRPLF�UHFRYHU\�� ,W�
ZDV�WKH�WDOOHVW�EXLOGLQJ�IRU����\HDUV��DQG�RQH�RI� WKH�ZRQGHUV�RI�
WKH�ZRUOG
V�VHYHQ�SURMHFWV��8QWLO�������WKH�KHLJKW�ZDV�H[FHHGHG�
E\�WKH�:RUOG�7UDGH�&HQWHU��7KH�ZRUOG� WUDGH�FHQWHU�EHFDPH�WKH�
ZRUOG¶V�QHZ�WDOOHVW�EXLOGLQJ��,Q�WKH�QH[W�IHZ�GHFDGHV��WKHUH�ZHUH�
DOVR�PDQ\�QHZ�EXLOGLQJV� WDOOHU� WKDQ� WKH�(PSLUH�6WDWH�%XLOGLQJ��

16  Carol Willis, "Forms Follows Finance", (New York, Princeton Architectural Press, 1995), 90
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$IWHU� WKH�FROODSVH�RI� WKH�:RUOG�7UDGH�&HQWHU� LQ�6HSW����������
WKH�(PSLUH�6WDWH�%XLOGLQJ�FRQWLQXHV�WR� WDNH�RYHU� WKH�WLWOH�RI� WKH�
WDOOHVW�EXLOGLQJ� LQ�1HZ�<RUN�XQWLO� WKH�)UHHGRP�7RZHU� LV�EXLOW��
7KH�LQWHULRU�ZDOO�RI�WKH�(PSLUH�6WDWH�%XLOGLQJ�LV�FODG�ZLWK�PDUEOH�
VWRQHV�ZKLFK�FRPH�IURP�GLIIHUHQW�FRXQWULHV�DQG�WKH�JURXQG�ÀRRU��
DV�D�VSDFH��FRQWDLQV�PDQ\�GLIIHUHQW� W\SHV�RI�DUW��7KHVH�IDFWRUV�
FUHDWH�D�QREOH�DWPRVSKHUH�ZLWKLQ�WKH�EXLOGLQJ��7KH�(PSLUH�6WDWH�
%XLOGLQJ� LV�VLWXDWHG� LQ� WKH�PRVW�SURVSHURXV�KHDUW�RI�0DQKDWWDQ��
ZKHUH�RI¿FH�VSDFH�LV�KLJKO\�YDOXDEOH��%HFDXVH�WKH�(PSLUH�6WDWH�
%XLOGLQJ�LV�YHU\�IDPRXV��D�ORW�RI�YDULDEOH�FRPSDQLHV�LQWHQG�WR�UHQW�
RI¿FH� LQ� WKLV�EXLOGLQJ��%\�GRLQJ�WKLV�� LW�FDQ� LQFUHDVH�WKH�YLVLELOLW\�
DQG�FUHGLELOLW\�RI� WKH�FRPSDQ\�� ,W�DOVR�VKRZV�WKDW� WKH�FRPSDQ\�
KDV�FRQVLGHUDEOH�VWUHQJWK��6LQFH������� WKHUH� LV�D�VWDLU�FOLPELQJ�
FRPSHWLWLRQ� WKDW�KDSSHQV�HYHU\�\HDU��3HRSOH�ZKR�HQWHU� WKH�
FRPSHWLWLRQ�KDYH�WR�FOLPE�IURP�WKH�JURXQG�ÀRRU�WR�WKH�HLJKW\�VL[WK�
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ÀRRU��7KHUH�DUH������VWHSV�DOO� WRJHWKHU��6LQFH�������WKH�(PSLUH�
6WDWH�%XLOGLQJ
V� WRS� IORRU�EHFDPH�D�ZHGGLQJ�SODFH� IRU�\RXQJ�
SHRSOH��DQG�DOVR�EHFDPH�WKH�SODFH�WR�FHOHEUDWH� WKH�9DOHQWLQH
V�
'D\��$Q\RQH�ZKR�KDG�ZHGGLQJ�LQ�WKHUH�ZRXOG�DEOH�WR�EHFRPH�D�
PHPEHU�RI�WKH�(PSLUH�6WDWH�%XLOGLQJ��7KLV�DOORZV�IRU�IUHH�UHWXUQ�
WR� WKH�EXLOGLQJ�HYHU\�9DOHQWLQH
V�'D\��7KURXJK�DOO�RI� WKH�DERYH��
ZH�FDQ�VHH�WKDW�WKH�VN\VFUDSHU��WKDW�LV�WKH�(PSLUH�6WDWH�%XLOGLQJ��
LV�PRUH� WKDQ�1HZ�<RUN
V� ILQDQFLDO� ORJR�� ,W� LV�DOVR� WKH�V\PERO�RI�
URPDQWLF�DQG�\RXWKIXO�YLJRU���

6N\VFUDSHUV�DUH�QRW�RQO\�XVHG�VROHO\� IRU�RIILFH�EXLOGLQJV�� WKH\�
DUH�DOVR�XVHG�DV�DSDUWPHQWV�� ,Q����������\HDUV�DIWHU�0LVH�9DQ�
'HU�5RKH
V�VWXG\�IRU�VN\VFUDSHU17���KH�EXLOW�D�WDOO�DSDUWPHQW�EORFN�
DORQJ�WKH�0LFKLJDQ�/DNH��7KH�YLHZ�IURP�WKH�KXJH�JODVV�ZLQGRZ�
LV� OLPLWOHVV�� ,W� LV�D� WZHQW\�VWRULHV�EXLOGLQJ�ZLWK�D� IHUURFRQFUHWH�
VNHOHWRQ�� ,W� LV�8�VKDSH�SODQ�� WZR�XQLWV� MRLQ�DV�RQH��DQG�HDFK�
KDV� DQ� HOHYDWRU� DQG� VWDLUZD\�� ,W� LV� FDOOHG� WKH�3URPRQWRU\�
$SDUWPHQWV��/DNH�6KRUH�'ULYH�$SDUWPHQWV�DUH�WZR�WDOO�EXLOGLQJV�
SODFHG� WRJHWKHU��7KHVH�DUH�NQRZQ�DV� WKH� WZLQ�EXLOGLQJV�DQG�
LW� KDV�EHFRPHV� IDVKLRQDEOH� LQ� WKH�8QLWHG�6WDWHV��7KLV� WLPH�
WKH� WUDGLWLRQ�RI� WKH�&KLFDJR�VFKRRO�RI� WKH�����
V� WKLQN� LW� LV� WKH�
FRPELQH�EHWZHHQ� WKH�FUHDWLYH�SRZHU�RI�DQ�DUWLVW�DQG�JLJDQWLF�
RUJDQL]DWLRQ�RI�PRGHUQ�EXLOGLQJ� LQGXVWULDOL]DWLRQ18�� �0LHV
V�ZRUN�
JUHDWO\� LQFUHDVHG�IRU� WKH�HDUO\�¿IWLHV�RQ��$QG�DIWHU�D�GHFDGH�KLV�
ZRUN�ZDV�UHFRJQL]HG� LQ�*HUPDQ\��$QG� LQ� WKH�HDUO\�VL[WLHV�KH� LV�
DOUHDG\�DFFHSWHG�LQWHUQDWLRQDOO\��,Q�WKH�HDUO\�WZHQWLHV��0LHV�¿QGV�

17  Sigfried Giedion, "space, time & architecture the growth of a new tradition", (London, Harvard 
University Press, 2008), 603
18  Sigfried Giedion, "space, time & architecture the growth of a new tradition", (London, Harvard 
University Press, 2008), 607
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WKH�FRPELQDWLRQ�RI�JODVV�DQG�VWHHO�VNHOHWRQ� LV�D�QHZ� IRUP�RI�
H[SUHVVLRQ�RI�DUW��$QG�KH�IHHOV� LW� LV� LPSRUWDQW� WR�GHYHORS�WKLV� WR�
IXUWKHU�VWHS19��

7KH�ZRUGV� 
OHVV� LV�PRUH
�DUH�WKH�NH\�ZRUGV�WR� WKH�GHYHORSPHQW�
RI�DUFKLWHFWXUH�� ,W� LV�VDLG�E\� IDPRXV�$UFKLWHFW�/XGZLJ�0LHV�YDQ�
GHU�URKH��+H�WKRXJKW� WKDW�EXLOGLQJ�VKRXOG�QHHG� OHVV�GHFRUDWLRQ�
DQG�VKRZ� WKH�QDWXUH�RI� WKH�EXLOGLQJ� LQ�D�JHQHURXV�ZD\��+H�
GHVFULEHG�KLV�EXLOGLQJ�DV� 
VNLQ�DQG�ERQHV
��7KLV� UXOH� LV�DSSOLHG�
RQ�PRVW�RI�RXU�PRGHUQ�EXLOGLQJV��HVSHFLDOO\� LQ� WKH�VN\VFUDSHU��
$V�WKH�VN\VFUDSHU� LV�YHU\�WDOO�� WKH�¿UVW�FKRLFH�RI�PDWHULDO�ZH�ZLOO�
XVH�LV�VWHHO��EHFDXVH�LW�LV�OLJKW��%HFDXVH�WKH�GHSWK�RI�VN\VFUDSHU�
LV� ODUJH��ZH�QHHG�PD[LPL]H� WKH� OLJKW�DOORZHG� LQWR� WKH�EXLOGLQJ��
+HQFH��JODVV�ZLOO�EH�WKH�PDWHULDO�WKDW�ZH�ZLOO�XVH�IRU�WKH�IDFDGH��
$QG�VWHHO�SOXV�JODVV�DUH�WKH�VDPH�DV�WKH�LGHD�RI�
VNLQ�DQG�ERQHV
��
7KH\�FDQ�FUHDWH�WKH�IHHOLQJ�RI�WLGLQHVV�DQG�JLYH�D�QDWXUDO�DXUD�WR�
WKH�EXLOGLQJ����

7KH�VN\VFUDSHU� LV�FRQVLGHUHG�DV�WKH�PRVW� LPSRUWDQW�HOHPHQW�RI�
WKH�V\PERO�RI�WKH�PRGHUQ�FLW\��,W�LV�DOVR�WKH�HOHPHQW�WKDW�FUHDWHV�
WKH� VN\OLQH�RI� WKH�PRGHUQ�FLW\��%XW� LQ� WKH� UHFHQW� \HDUV�� WKH�
FRPSDULVRQV�RI�KLJK�ULVH�EXLOGLQJ�DUH�H[WUHPHO\�VWURQJ��0DQ\�RI�
WKH�VN\VFUDSHUV�KDYH�QRW�\HW�VWDUWHG�WR�EH�EXLOW��EXW�WKH�KHLJKW�LV�
FRQVWDQWO\�EHHQ�UHIUHVKHG��7KH�KLJKHU�WKH�EXLOGLQJ�JHWV�LV�QRW�WKH�
VDPH�DV�WKH�EHDXW\� LW�FDQ�JHW��7KH\�DUH�WZR�GLIIHUHQW�FRQFHSWV��
%XW� LQ� VRPH�SRLQW� RI� YLHZ�� WKH�KLJKHU� FRQVWUXFWLRQ�JHWV� WKH�
VWURQJHU�WKH�LFRQLF�DQG�PRQXPHQWDO�HIIHFW� LW�FDQ�KDYH��7KH�FRVW�

19  Sigfried Giedion, "space, time & architecture the growth of a new tradition", (London, Harvard 
University Press, 2008), 616
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RI� �D�VN\VFUDSHU� LV�QRW�FKHDS��EXW� IRU�D�FRXQWULHV�JRYHUQPHQW��
WKLV�W\SH�RI�FRQVWUXFWLRQ�FDQ�UHÀHFW�WKH�LPDJH�RI�WKH�FLW\�LQ�XUEDQ�
VWUHQJWK��,I�WKH�RSHUDWLRQ�RI�WKH�VN\VFUDSHU�LV�JRRG��LW�FDQ�FUHDWH�
JUHDW�HFRQRPLF�DQG�WD[�UHWXUQ�IRU�WKH�FLW\�

7KH�EXLOGLQJ
V�H[WHULRU�PDWHULDO�KDV�PDQ\�YDULDEOHV�FKRVHQ� WR�
VXLW� WKH�XOWUD�KLJK�ULVH�EXLOGLQJV��6R�WKH�JODVV�FXUWDLQ�ZDOO� LV�QRW�
WKH�RQO\�RSWLRQ��,W�VWLOO�GHSHQGV�RQ�KRZ�WKH�EXLOGLQJ� LV�GHVLJQHG��
0DWHULDOV�VXFK�DV�VWRQH��DOXPLQXP��WLWDQLXP��]LQF�SODWHV��FHUDPLF�
SODWH�FDQ�DOVR�EH�XVHG�IRU� WKH�H[WHULRU�PDWHULDO�RI� WKH�XOWUD�KLJK�
ULVH�EXLOGLQJ��2I�FRXUVH�� WKH�VDIHW\�RI� WKH�KLJK� ULVH�EXLOGLQJ� LV�
DOZD\V�D�YHU\� LPSRUWDQW� LVVXH��&KRLFH�RI� WKH�PDWHULDO� LV�QRW�
RQO\�DERXW� WKH�EHDXW\��EXW�DOVR�PXVW�JLYH� IXOO� FRQVLGHUDWLRQ�
WR� WKH� VDIHW\�RI� FRQVWUXFWLRQ�� ,Q�DGGLWLRQ� WR� VHFXULW\� LVVXHV��
HQYLURQPHQWDO�SURWHFWLRQ�DQG�HQHUJ\�VDYLQJ�DUH�DOVR� LPSRUWDQW�
WR� WKH�VN\VFUDSHU��0DQ\�SHRSOH�ZLOO� DVN� WKH�TXHVWLRQ�DERXW�
OLJKW�SROOXWLRQ��)LUVW�RI�DOO�� WKH�VN\VFUDSHU�ZLOO�FDXVH� WKH�XUEDQ�
FDQ\RQ�HIIHFW��KLJK�ULVH�EXLOGLQJV�KDYH�D�KXJH�VXUIDFH�DUHD��WKH�
JODVV�FXUWDLQ�ZDOO�ZLOO�DEVRUE�� UHIOHFW� ORWV�RI�VXQOLJKW� WR�FDXVH�
WKH� WHPSHUDWXUH�RI� WKH�VXUURXQGLQJ�DUHD�KLJKHU� WKDQ� LQ�RWKHU�
DUHDV��/LJKW�SROOXWLRQ� LV�QRW�RQO\�DERXW� WKH�ULVH� LQ� WHPSHUDWXUH��
,W� LV�DOVR�D�GHVWUXFWLRQ�RI� WKH�EHDXWLIXO�QLJKW�VN\�� LW�ZLOO�FDXVH�
JODUH�WR�SHRSOH�ZKR�GULYH��7KH�XVH�RI�GLIIHUHQW�W\SHV�RI�PDWHULDOV�
RQ� WKH�H[WHULRU�DUH�YHU\� LPSRUWDQW��0DQ\�SHRSOH�GR�QRW�DJUHH�
ZLWK� WKH� LGHD�RI�³DOO�JODVV�EXLOGLQJ´��6N\VFUDSHUV�ZLOO�DOVR�DIIHFW�
KXPDQ� OLYLQJ�HQYLURQPHQW�� WKH� IDFWRUV� LQFOXGH� OLJKW�� VKDGRZ��
VRXQG�DQG�YDULHW\�RI�QDWXUDO�SKHQRPHQRQ��7KH�VN\VFUDSHU�ZLOO�
FDXVH�D� ODUJH�VKDGRZ��7KH� ORZHU�ÀRRU�ZLOO�EH�XQDEOH�WR�UHFHLYH�
VXI¿FLHQW�DPRXQW�RI� OLJKW��0RUHRYHU�� WKH�ZLQG�VSHHG�KLJKHU�WKDQ�
���PHWHUV�DERYH�WKH�JURXQG�ZLOO� LQFUHDVH�JUHDWO\��)RU�H[DPSOH��
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DW�����PHWHUV�KLJK�� WKH�VSHHG�RI�ZLQG�ZLOO� LQFUHDVH� WKUHH� IROG�
WKDQ�WKH�VSHHG�DW����PHWHUV��%HFDXVH�RI� WKLV��QRLVH�SROOXWLRQ� LV�
D�IDFWRU�WR�FRQVLGHU��$W�WKH�VDPH�WLPH��WKH�VN\VFUDSHU�ZLOO�FDXVH�
FKDQQHO�HIIHFWV��$�F\FORQH�LV�IRUPHG�LQ�WKH�FRUQHU�RI�WKH�EXLOGLQJ��
,W�LPSDFWV�WKH�SHGHVWULDQ�ZLWK�VWURQJ�ZLQGV�ZKLOH�WKH\�ZDON�SDVV�
WKH�EXLOGLQJV��$V� WHFKQRORJ\� LPSURYHV��ZH� ILQG�PDQ\�ZD\V� WR�
VROYH�WKHVH�SUREOHPV��VXFK�DV�WKH�SKRWRYROWDLF�FXUWDLQ�ZDOO�DQG�
WKH�XVH�RI�ZLQG�SRZHU��%HFDXVH�RI� WKH�KHLJKW�RI�VN\VFUDSHUV��
WKH\�FDQ�IXOO\�DEVRUE�WKH�VRODU�SRZHU��DQG�VDYH�D� ORW�RI�HQHUJ\��
6R�LW�FDQ�PDNH�VN\VFUDSHUV�EHFRPH�DQRWKHU�VRXUFH�RI�SRZHU��WR�
KHOS�WKH�FLW\�LQ�ZD\V�RWKHU�WKDQ�EXVLQHVV��

7RGD\�WKH�VN\VFUDSHUV�DUH�QR�ORQJHU�MXVW�DERXW�WKH�XVH�RI�XUEDQ�
ODQG�HIIHFWLYHO\��7KH\�DUH�EXLOGLQJV�ZKLFK��FRPELQHG�ZLWK�QHZ�
WHFKQRORJLHV��FDQ� UHSUHVHQW� WKH�VRFLDO�FXOWXUH�RI� WKH�FLW\��%\�
ORRNLQJ�DW� WKH�EXLOGLQJV�RI� WKH�FLW\�� WKH\�FDQ� WHOO�\RX�DERXW� WKH�
KLVWRU\�RI�WKH�SODFH�WR�OHW�\RX�EHFRPH�SDUW�RI�WKH�FLW\�IDVWHU��7KH�
WDOO�RIILFH�EXLOGLQJV�FDQ� OHW�\RX�NQRZ�WKH�HFRQRPLFV�RI� WKH�FLW\�
DQG� OHW�\RX� ILQG� WKH�EXVLQHVV�RSSRUWXQLWLHV�HDVLO\��)RU� WKH� WDOO�
DSDUWPHQWV��WKH\�FDQ�JUHDWO\�KHOS�WKH�FLW\�ZKLFK�KDV�KLJK�GHQVLW\�
SRSXODWLRQV�WR�VROYH�WKH�KRXVLQJ�SUREOHP��,W�LV�KDUG�WR�XQGHUVWDQG�
ZK\�DOO� LQWHUQDWLRQDO�FLWLHV�GR�QRW�KDYH�DQ\�LFRQLF�VN\VFUDSHUV�� ,�
ILQG�WKDW�DV� WHFKQRORJ\� LV� LPSURYHG�� WKH�SUREOHPV�VXFK�DV� OLJKW�
SROOXWLRQ��ZLQG� LPSDFW�DQG�QRLVH� LVVXH�RQ�VN\VFUDSHUV�ZLOO�EH�
VROYHG�HDVLO\��7KH�VN\VFUDSHUV�FDQ�DOVR� WXUQ� LQ� WR�D�VRXUFH�RI�
HQHUJ\�DQG�PDNH�WKHP�PRUH�HQYLURQPHQWDO�WR�WKH�FLW\��7KHUHIRUH�
,�EHOLHYH�WKDW�6N\VFUDSHUV�ZLOO�¿QDOO\�VWDQG�HYHU\ZKHUH��WKH\�DUH�
WKH�IXWXUH�IRU�DUFKLWHFWXUH�
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6JG�5MGVEJ��������������������� � � �

� � � � � 'ZRNQTCVKQP� �

� � � � � &GUETKRVKQP

� � � � � (WUKQP�

� � � � � 2NGCUWTG

�

6JG�/KPF�� � � �

� � � � � +OCIKPCVKQP

�� � � � � 4GCNKUKPI�KFGCU�

� � � � � %QPEGPVTCVKQP

� � � � � 5GPUQT[�GOQVKQP

6JG�*CPF

� � � � � $GKPI

� � � � � 2GTHQTOCPEG�

� � � � � /QOGPV�

� � � � � 6JG�CWVJQT�U�JCPF�

6JG�'[G

� � � � � 5GGKPI�

� � � � � (N[KPI�UMGVEJGU�

� � � � � /GOQT[
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#�UMGVEJ�KU�OQTG�VJCP�C�TGRTGUGPVCVKQP�QH�KVU�UWDLGEV�

RGTEJGF�QP�VJG�KPVGTHCEG�QH�C�RCIG��+V�KU�EQPUVTWEVGF�

VJTQWIJ� C� URKTCN� QH� GPGTI[� TGSWKTKPI� UGPUQT[� GOQÄ

VKQPU�CPF�VJG�JWOCP�CPCVQO[�VQ�RGTHQTO�UKOWNVCPGÄ

QWUN[��+V�FGOCPFU�C�OQOGPV�KP�VKOG�CPF�KU�FTCYP�KP�C�

UV[NG�VJCV�KU�WPKSWG�VQ�KVU�CWVJQT��'CEJ�NKPG�ETQQMGF�QT�

UVTCKIJV�CU�KV�OKIJV�CRRGCT��KU�RKEMGF�WR�D[�VJG�G[G��+V�KU�

VJGP�RTQEGUUGF�D[�VJG�DTCKP�CPF�DTQWIJV�VJTQWIJ�VJG�

PGTXQWU�U[UVGO�VQ�VJG�JCPF�YJKEJ�KU�VJGP�VTCPUETKDGF�

QPVQ�VJG�RCRGT�D[�YJCVGXGT�OGFKWO�VJG�CWVJQT�UGGU�

HKV��6JG�VKOG�YJKEJ�KU�KPXGUVGF�KP�VJG�EQPUVTWEVKQP�QH�

C�UMGVEJ�PQV�QPN[�ECRVWTGU�C�XKUWCN�CEEQWPV�QH� VJCV�

OQOGPV�QP�RCRGT��DWV� VJG�GPVKTG�GZRGTKGPEG�JQPGU�

VJG� UGPUGU� CPF� IGPGTCVGU� DQVJ� EQIPKVKXG� CPF� CDÄ

UVTCEV� VJKPMKPI��#U� VJG�G[G� TCVKQPCNKUGU�CPF� VJG�GCT�

CPKOCVGU��VJG�DTCKP�RTQEGUUGU�CPF�VJG�JCPF�IWKFGU��

VJG�OQOGPV�KP�VKOG�YJKEJ�GZKUVGF�CV�VJG�DKTVJ�QH�VJG�

UMGVEJ� DGEQOGU� GODGFFGF� KP� VJG� CWVJQT�U� OKPF��

#� VTWG�CPCN[UKU� QH� VJG� UMGVEJ�CPF� KVU� NKPGU� TGSWKTGU�

VJG�RTQEGUU�QH�RGGNKPI�DCEM�C�UWEEGUUKQP�QH�NC[GTU��

6JTQWIJ�C�UGTKGU�QH�ECTGHWN�QDUGTXCVKQPU�VJG�LQWTPG[�

+PVTQFWEVKQP
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DGIKPU��GTQFKPI�VJG�TGRTGUGPVCVKQP�QP�VJG�UWTHCEG�QH�

VJG�RCIG��TGXGCNKPI�VJG�DGCWV[�YKVJKP�VJG�NKPG�EQPÄ

UVTWEVKQP� CU� VJG� UMGVEJ� DGIKPU� VQ� VCMG� HQTO��/QXÄ

KPI�FGGRGT� KPVQ� VJG� TGCNO��QPG�YQPFGTU�CDQWV� VJG�

CWVJQT�U� VJQWIJV� RTQEGUU�� 6JG� RGP� NKPGU� RTGUGPV�

ENWGU��RTQXKFKPI�VJG�QDUGTXGT�YKVJ�VJG�QRRQTVWPKV[�VQ�

ITCUR�VJG�KPVWKVKQP�QH�VJG�QTKIKPCN�VJQWIJV�CU�VJG�KPÄ

PGT�OQVKXCVKQPU�QH�VJG�UMGVEJ�DGEQOG�GXKFGPV��6JG�

NKPG� VGEJPKSWG��EQORQUGF�D[� VJG�JCPF��TGXGCNU�CP�

KPUKIJV�VQ�VJG�CWVJQT�U�RGTUQPCNKV[�CPF�JKU�KOOGFKCVG�

UKVWCVKQP�CV�VJG�VKOG�QH�VJG�UMGVEJ��+V�KU�VJG�HKPCN�NC[GT�

VJCV� KU� VJG�OQUV� FKHHKEWNV� VQ� WPXGKN� CU� VJG� QDUGTXGT�

ECP� QPN[� URGEWNCVG� CU� VQ� VJG� FKTGEV� TGNCVKQPUJKR�

GZRGTKGPEGF� DGVYGGP� VJG� CWVJQT� CPF� VJG� UMGVEJ�

$[� YTKVKPI� O[� FKUUGTVCVKQP� QP� VJKU� UWDLGEV�� O[�

YKUJ� KU� VQ� EQPUVTWEV� C� EQORQUKVKQP� VJCV� YKNN� GNWÄ

EKFCVG� VJG� RTKUO� DGJKPF� VJG� CTV� QH� UMGVEJKPI��

WPEQXGTKPI� VJG� DGCWV[� YKVJKP� VJG� EQPUVTWEVKQP�

NKPGU� YJKNG� CVVGORVKPI� VQ� FKUEQXGT� VJG� KPHNWGPEG�

YJKEJ� VJG� UMGVEJ� KPUVKNNU� QP� VJG� CWVJQT�U� OKPF��

$GPGCVJ�VJG�5MGVEJ
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2756JG�5MGVEJ

9JCV�KU�KV�VJCV�YG�TGCNN[�UGG�YJGP�YG�GPEQWPVGT�C�

UMGVEJ!�5KVWCVGF�QP�VJG�UWTHCEG�QH�C�RCIG�VJG�EQOÄ

RQUKVKQP�QH� NKPGU�IGPGTCVGU�C� HTCIOGPV� QH� KPHQTOCÄ

VKQP�� 6JG� UEQRG� QH� CP[� RCTVKEWNCT� FTCYKPI� EQOGU�

HTQO�C�TGCNO�QH� NKOKVNGUU�DQWPFCTKGU� HQT�GCEJ� KPFKÄ

XKFWCN� UMGVEJ� TGRTGUGPVU� CP� KOCIG� VCMGP� HTQO� CP�

KPHKPKVG�URGEVTWO��6JG� HQTOWNCVKQP�QH� NKPGU�ETQEMGF�

QT�UVTCKIJV�CU�VJG[�OKIJV�CRRGCT�FGRKEVU�UQOGVJKPI�

YJKEJ�GZKUVU�KP�TGCNKV[�QT�KP�HCPVCU[��9JCV�YG�OKIJV�

RGTEGKXG�QP� VJG� KPVGTHCEG�QH�C�RCIG�ECP�FGRKEV�CP�

GZRNQTCVKQP�QH� KVU�UWDLGEV�� +V�OKIJV�CNUQ�DG�FGUETKRÄ

VKXG� KP� PCVWTG� QT� KV� OKIJV� DG� RWTGN[� RNGCUWTCDNG��

#V�C�HKTUV�INCPEG�QPG�UGPUGU�VJG�OCVWTKV[�QH�VJG�RJ[UÄ

KECN�UMGVEJ��6JG�LCIIGF�GFIGU�QH�VJG�RCRGT�CTG�RTGÄ

UGPV�CPF�GXGP�KP�VJG�CDUGPEG�QH�VCEVKNG�EQPVCEV�VJG�

VGZVWTG�UWIIGUVU�C�HKPG�CPF�UWDVNG�HGGNKPI��'XGP�DGÄ

HQTG�VJG�UVQT[�DGJKPF�VJG�FTCYKPI�KU�TGXGCNGF�VJGTG�KU�

C�UGPUG�QH�YKUFQO�CDQWV�KV��CPF�VJG�URGEVCVQT�HGGNU�

VJCV�JG�OWUV�RTGRCTG�KP�JKU�OKPF�DGHQTG�IC\KPI�KPVQ�

VJG�MCNGKFQUEQRKE�URKTCNU�CPF�XQTVKEGU�KP�VJG�UVWFKGU�

QH�YCVGT�HNQYKPI�VWTDWNGPVN[�WPFGTVCMGP�D[�.GQPCTFQ�

5VWFKGU�QH�YCVGT�KP�

OQVKQP�

.GQPCTFQ�FC�8KPEK

E�����

9KPFUQT�%CUVNG��

6JG�4Q[CN�%QNNGEVKQP
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FC�8KPEK��6JG�GPGTIGVKE�FGRKEVKQP�QH�RGP�CPF�KPM�NKPGU�

UGV�KP�OQVKQP�KU�ECRVKXCVKPI�CU�VJG�G[G�KU�VJTWUV�FGGR�

KPVQ� VJG� XQTVGZ� YKVJKP� VJG� IGQOGVTKECN� KOCIG�� 6JG�

F[PCOKUO� QH� VJG� UVWF[� QH�OQXKPI�YCVGT� UWIIGUVU�

VJCV�VJG�UMGVEJ�KU�QH�CP�GZRNQTCVQT[�PCVWTG��#�HQTEGÄ

HWN�HNWKFKV[�QH�NKPGU�TGRTGUGPVU�YCVGT�VWODNKPI�HTQO�CP�

QTKHKEG��KVU�QTKIKPU�WPMPQYP��6JG�NKPGU�VJGP�VCMG�QP�

CP�GTTCVKE�DGJCXKQWT�YJGP�TGEGKXGF�D[�VJG�UVKNN�YCVGT�

DGNQY��+V�KU�QPN[�YJGP�VJG�TGCFGT�NQQMU�DG[QPF�VJG�

EQORGNNKPI�DGCWV[�EQPXG[GF�VJTQWIJ�VJG�OWNVKVWFG�

QH� NKPGU� VJCV� .GQPCTFQ�U� KPVGTGUV� KP� WPFGTUVCPFKPI�

VJG� DGJCXKQWT� QH� OQXKPI� YCVGT� DGEQOGU� GXKFGPV��

6JG� WUG� QH� NKPG� OCUUKPI� KU� OWEJ� OQTG� GEQPQOKÄ

ECN� KP� VJG� FGUETKRVKXG� UMGVEJGU� QH� .G� %QTDWUKGT��

+H�YG�CTG� VQ� KIPQTG� VJG�YQTFU�CPF� HQEWU�UQNGN[�QP�

JKU�FTCYKPIU��KV�KU�GXKFGPV�VJCV�VJG�KPVTKIWKPI�PCVWTG�

QH� JKU� NCPFUECRG� EQORQUKVKQPU� CTG� RQTVTC[GF� D[�

C� TGEGUUKQP� QH� NKPGU�� CPF� UVKNN� QEGCPU� CTG� RTGUGPV�

YKVJQWV� C� UKPING� TKRRNG� FTCYP�� 6JG� UQNKF� CPF� XQKF�

HQTOCVKQP�QH�.GQPCTFQ�U�YCVGT�KP�OQVKQP�KU�PQV�GXKÄ

FGPV�JGTG�[GV�VJGTG�KU�C�TGOCTMCDNG�RQYGT�QH�PCVWTG�

6JG�5MGVEJ
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QP�FKURNC[��6JG�DKTF�UÄG[G�XCPVCIG�RQKPV� UWIIGUVU�

VJCV�VJG�CWVJQT�KU�KP�CP�GNGXCVGF�UVCVWU�CPF�VJCV�VJG�

GFIG�KU�QH�C�RCTVKEWNCT�KORQTVCPEG�VQ�JKO��6JG�EQPÄ

VKPWQWU�ETQQMGF�NKPGU�QH�VJG�EQCUV�OCTM�VJG�DQWPFÄ

CT[�DGVYGGP�YCVGT�CPF�NCPF��6JG�UGEVKQP�QH�NCPF�KP�

VJG� UMGVEJ� KU� YGKIJVGF� D[� VJG� ITCXKV[� QH� NKPG� WUG��

FGRKEVGF� D[� UVTCKIJV� UYGGRU�� QTICPKE� UJCRGU� CPF�

FQWDNG� NKPG� VGEJPKSWGU��CNN�QH�YJKEJ� NGCF�WU� VQ� KOÄ

CIKPG� VJG� PCVWTG� QH� VJG� NCPFUECRG�� 6JG� GEQPQO[�

QH� C� UKPING� NKPG� KU� CNUQ� VTWG� HQT� VJG� TGRTGUGPVCVKQP�

QH�UM[�YJKEJ�JQNFU� NKVVNG�XCNWG� KP� VJG�TGCN�GUVCVG�QH�

VJG�UMGVEJ��TGKPHQTEKPI�VJG�PQVKQP�VJCV�VJG�KOCIG�KU�

VCMGP�HTQO�CDQXG��6JKU�KU�VTWG�HQT�.G�%QTDWUKGT�TGÄ

EQTFGF�VJKU�FGUETKRVKQP�HTQO�VJG�YKPFQY�QH�CP�CGTQÄ

RNCPG� VCMKPI�QHH� QP�C� HNKIJV� HTQO�$QIQVC� VQ�/KCOK���

6JGTG� QHVGP� GZKUVU� C� HWUKQP� QH� V[RQNQIKGU� YKVJKP� C�

UMGVEJ��.QWKU�-CJP�U�FGUETKRVKXG�UVWFKGU�TGRTGUGPV�

DWKNFKPI�HQTOU�QH�C�OQPWOGPVCN�UVCVWU�UWEJ�CU�VJG�

%CVJGFTCN� QH� 5CKPVG� %GEKNG� CV� #NDK� KP� (TCPEG�� 6JG�

DWKNFKPI� QP� RCRGT� CRRGCTU� VQ� DG� WP[KGNFKPI� CPF�

UWIIGUVU� VJCV� KV� KU� QPG� EQORNGVG� WPKV�� #V� C� ENQUGT�
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2796JG�5MGVEJ

KPURGEVKQP� JQYGXGT�� KV� KU� VJG� PCVWTG� QH� VJG� NKPG�

VGEJPKSWG�VJCV�UWIIGUVU�VJG�UMGVEJ�YCU�OQTG�XCNWÄ

CDNG� VQ�-CJP� KP� GZRNQTCVQT[� VGTOU�� 6JG� E[NKPFTKECN�

VQYGTU�YJKEJ� TKUG� HTQO�VJG�DCUG� KP�C� NKIJV�JGCTVGF�

URKTCNNKPI� FCPEG� ECP� DG� TGCF� CU� FGVCEJCDNG� GNGÄ

OGPVU�� KPFGRGPFGPV� QH� VJG� JQTK\QPVCN� RGP� UVTQMGU�

VJCV� FGRKEV� VJG� OCKP� UVTWEVWTG� DGJKPF�� 6JG� HNWKF�

OQXGOGPV� QH� VJG� RGP� UVTQMGU� UWIIGUVU� XKVCNKV[� CU�

KH� VJTQWIJ�VJG�CEV�QH�DQVJ�FGUETKDKPI�CPF�GZRNQTKPI�

C�UGPUG�QH�RNGCUWTG�ECOG�CDQWV�YKVJKP�VJG�CWVJQT�����

������

6Q� UMGVEJ� HQT� VJG� RWTRQUG� QH� RNGCUWTG� ECP� DG� C�

VTWN[� ITCVKH[KPI� GZRGTKGPEG�� 6JKU� V[RG� QH� UMGVEJ� KU�

UQ�QHVGP�CEEQORCPKGF�YKVJ�C�JKPV�QH�GZRNQTCVKQP�CU�

KV� KU� VJG�PCVWTG�QH�JWOCP�DGKPIU� VQ�EQPVKPWCNN[� TGÄ

OCKP� KPSWKUKVKXG�� 6JKU� ECP� DG� UCKF� HQT� VJG� UMGVEJÄ

GU� D[� ,QJP�$GTIGT� CU� JG�GZRNQTGU� VJG� RTCEVKEG� QH�

FTCYKPI�OQFGNNGF�QP�JKU�XKUKQP�HQT�VJG�RJKNQUQRJGT�

$GPVQ�FG�5RKPQ\C�� �$GHQTG� TGCFKPI� VJG� VGZV� +� LQWTÄ

PG[GF� VJTQWIJ� $GTIGT�U� UMGVEJGU�� 5GFWEVKXG� KP�

PCVWTG�CPF� EQORQUGF�YKVJ� TGXGTGPEG�� +� CTTKXGF�CV�

C�FQQT�YJKEJ�YCU�PQV�ENQUGF�PQT�EQORNGVGN[�QRGP��

2QTVCN�VQ�VJG�OKPF�

$GPVQ�U�5MGVEJDQQM�

,QJP�$GTIGT�������

R���
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TGXGCNKPI� C� UNKV� UJTQWFGF� KP� O[UVGTKQWU� UJCFQY��

6JG�FQQT�U[ODQNKUGU�C�FKOGPUKQP�QH� KPHKPKVG�OCVGÄ

TKCN�DGPGCVJ�VJG�UMGVEJ��+V�KU�CP�GNGOGPV�YJKEJ�KU�UQ�

HCOKNKCT�VQ�WU��[GV�UQ�QHVGP�KIPQTGF�CPF�PQY�VJTQWIJ�

$GTIGT�� KV� JCU� DGEQOG� KUQNCVGF� CPF� EQPHTQPVU� VJG�

TGCFGT��&TCYP�KP�RGP�CPF�FTGUUGF�YKVJ�C�NKNCE�YCUJ��

VJKU� VJTGUJQNF� U[ODQNKUGU� VJG� RQTVCN� VQ� VJG� OKPF����

.G�%QTDWUKGT�JCU�UCKF�QH�VJG�JWOCP�OKPF�CU�RQUÄ

UGUUKPI�

�C� EGTVCKP� KPFGRGPFGPEG�� KV� KU� C� DQZ� KPVQ� QPG� ECP�

RNCEG� GNGOGPVU� QH� C� RTQDNGO� DKV� D[� DKV�� 1PG� NGVU�

VJGO� FTKHV�� TKRGP� UNQYN[�� HGTOGPV�� WPVKN� QPG� FC[��

URCTMGF� D[� CP� KPPGT�� URQPVCPGQWU� KORWNUG�� VJG�

NCVEJ� KU� NKHVGF�� 1PG� VCMGU� WR� RGPEKN�� EJCTEQCN� QT�

RCKPV� CPF� FGNKXGTU� QP� RCRGT�� VJG� KFGC� EQOGU� Ä�

VJG�EJKNF�EQOGU� Ä� KV� CRRGCTU�QP�GCTVJ� Ä� KV� KU�DQTP�������������������������

6JG�GNGOGPVU�YJKEJ�.G�%QTDWUKGT�KU�TGHGTTKPI�VQ�CTG�

PGXGT�KUQNCVGF�UKPIWNCT�EQORQPGPVU��KPVGTGUVGF�QPN[�

YKVJ� QPG� KPFKXKFWCN� RTQDNGO��&GGR�YKVJKP� VJG� UWDÄ

6JG�/KPF

9KPHTKGF�0GTFKPIGT��

&KPPGT�HQT�#TEJKVGEVU��

#�%QNNGEVKQP�QH�

0CRMKP�5MGVEJGU�

0GY�;QTM��������R��
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EQPUEKQWU�QWT�VJQWIJVU�CTG�EQPUVCPVN[�CEVKXG��2CUV�

QDUGTXCVKQPU�� GZRGTKGPEGU�� KPHNWGPEGU� CPF�OGOQÄ

TKGU� CTG� VKTGNGUUN[� EQOOWPKECVKPI�YKVJ� GCEJ�QVJGT��

OGTIKPI��TGCUQPKPI�CPF�RTGRCTKPI�HQT�VJG�VKOG�YJGP�

VJG[�YKNN�DG�ECNNGF�WRQP��VQ�VTKIIGT�VJG�KPKVKCN�FGUKIP�

KORWNUG� YKVJKP� VJG� CWVJQT�� 7RQP� NQQMKPI� VJTQWIJ�

VJG� UMGVEJDQQM� QH� .G�%QTDWUKGT� HTQO� VJG� UWOOGT�

QH�������YJKEJ�KU�NCTIGN[�RTGQEEWRKGF�D[�UVWFKGU�QH�

JKU� 7PKVG� F�*CDKVCVKQP� KP�/CTUGKNNG�� +� ECOG� CETQUU�

C� FTCYKPI� VJCV� YCU� KPUVCPVN[� TGEQIPKUCDNG�� 6JG�

FTCYKPI� JQNFU� NKVVNG� TGNCVKQP� VQ� VJG� QXGTCNN� EQPVGZV�

QH�JKU�UMGVEJDQQM��VJG�TGCUQP�YJ[�+�HGNV�EQORGNNGF�

VQ�UVWF[� KV� HWTVJGT��6JG�JKIJN[�CURKTCVKQPCN�FTCYKPI�

EQPUVTWEVGF� D[� C� URGGF[� JCPF� FGUETKDGU� C� NCTIG�

GZRCPUG� QH� URCEG� QRGP� VQ� VJG� UM[�� 6JG� CUEGPFÄ

KPI�RGP�NKPGU�QH�VJG�JQTK\QP�RTQXKFG�C�RNCEG�HQT�VJG�

VJQWIJVÄQWV�GNGOGPVU�YKVJKP�JKU�OKPF��CPF�IKXG�YC[�

VQ�VJG�CTEJKVGEVWTCN�KFGC�VQ�DG�DQTP��+PVGTGUVKPIN[�VJG�

CTEJKVGEV� FTCHVGF� VJKU� UMGVEJ� CHVGT� UGGKPI� VJG� UKVG�

CV�4QPEJCOR�HTQO�C�VTCKP�DGVYGGP�2CTKU�CPF�/CTÄ

UGKNNG�YGGMU�DGHQTG�GXGT�JCXKPI�UVGRRGF�HQQV�VJGTG���
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6JG� KORQTVCPEG� QH� VJG� KPKVKCN� KFGC� VQ� DG� ECTTKGF�

VJTQWIJ� VQ� VJG� TGCNKUCVKQP� QH� C� RTQLGEV� KU� VJG� EJCNÄ

NGPIG� VJCV� HCEGU�CNN�CTEJKVGEVU�YJGP�EQPHTQPVGF�D[�

C�PGY�DTKGH��6Q�UVWF[�VJG�UMGVEJ�D[�#NXCTQ�5K\C�QH�

JKU� FGUKIP� HQT� VJG� /CNCIWGKTC� TGUKFGPVKCN� FKUVTKEV�

KP�'XQTC��2QTVWICN��QPG�UGPUGU�C�SWCNKV[�QH� TGCNKV[�

YKVJKP� VJG� FTCYKPI�� .C[KPI� FQYP� C� HKTO� UGPUG� QH�

YJGTG�� 5K\C� EQPUVTWEVU� VJG� UMGVEJ� KP� C� UYGGRKPI�

DKTF�UÄG[G� XKGY�� GZRQUKPI� VJG� GPVKTG� UKVG� YKVJKP� KVU�

EQPVGZV��1PG�ECP�UGG�VJG�ECTGHWN�EQPUKFGTCVKQPU�QH�

VJG�CTEJKVGEV�CU�JG�FGRQUKVU�GNGOGPVU�HQTOGF�D[�JKU�

OGOQTKGU��RCUV�QDUGTXCVKQPU�CPF� VKTGNGUU�GZRNQTCÄ

VKQPU��RGTEGKXKPI�HQTO�KP�JKU�OKPF�CPF�UJCRKPI�KV�QP�

RCRGT�� 6JG� CTEJKVGEVU�OKPF� KU� CV� YQTM�� HGGNKPI� JKU�

YC[� VJTQWIJ� YKVJ� EQPVKPWQWU� UYGGRKPI� RGP� NKPGU��

VTCEKPI� TQWVGU�YKVJKP�JKU�OKPF�� JCXKPI� VTGCFGF� VJG�

HQQVUVGRU� QH� VJG� NQECN� KPJCDKVCPVU�� JG� OQXGU� KP�

CPF� VCMGU�RQUUGUUKQP�QH� VJG�UKVG��6JKU� KFGC� KP� VJG�

HQTO�QH�C�FTCYKPI�KU�XKVCN� VQ�VJG�CTEJKVGEV��CU� KV�GZÄ

RTGUUGU�JKU� KPPGT�OQVKXCVKQPU�YQTMKPI� VJTQWIJ� VJG�

GORVKPGUU� QH� VJG� RCIG��OQWNFKPI� VJG� NKPGU�� UJCRÄ

KPI� VJG�UMGVEJ�CPF�RTQFWEKPI�C� VQQN� VQ�CKFG� KP� VJG�

6JG�/KPF

'CTN[�UMGVEJ��

/CNCIWGKTC�4GUKFGPÄ

VKCN�&KUVTKEV��

#NXCTQ�5K\C������

#NXCTQ�5K\C��

%QORNGVG�9QTMU��

-GPPGVJ�(TCORVQP��

R����
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RTQEGUU� QH� ETGCVKPI� HQTO� VJTQWIJ� VJG� RQYGTU� QH�

VJG�KOCIKPCVKQP�CPF�VJG�EQPEGPVTCVKQP�QH�VJG�OKPF��

+P�QTFGT�HQT�VJG�KOCIKPCVKQP�VQ�HGCUV�WRQP�VJG�MPQYNÄ

GFIG� EQPVCKPGF� YKVJKP� VJG� OKPF�� VJG� CWVJQT� OWUV�

HKPF�C�UWKVCDNG�RNCEG�YJGTG� KV� KU�RQUUKDNG� VQ�FKUCRÄ

RGCT�KPVQ�QPGU�VJQWIJVU��4GEQNNGEVKQPU�HTQO�O[�QYP�

EJKNFJQQF�QH� JCXKPI�FKUEQXGTGF�C�PGY�UMGVEJ�RCF�

QT�UGV�QH�RGPEKNU�YQWNF� VTCPURQTV�O[�OKPF� HQT� NQPI�

RGTKQFU�QH�VKOG�KPVQ�C�YQTNF�QH�FQQFNGU�CPF�FTCYKPIU�

VCMGP� HTQO� OGOQT[� CPF� KOCIKPCVKQP�� 6JKU� YCU� C�

RTCEVKEG�VJCV�VCWIJV�OG�VQ�EQPEGPVTCVG��+V�YCU�PGXGT�

HQTEGF�CPF�+�CO�TGOKPFGF�QH�JQY�+�YQWNF�FKUCRRGCT��

QHVGP�YKVJQWV�NGCXKPI�VJG�TQQO��KPVQ�O[�FTCYKPI�HQT�C�

RGTKQF�QH�VKOG��6JG�CEV�QH�UMGVEJKPI�JCU�VJG�RQYGT�VQ�

VTCPURQTV�QPG�FGGR�KPVQ�VJG�UWDEQPUEKQWU��1H�EQWTUG�

KV�KU�FGGRN[�RGTUQPCN�VQ�GCEJ�CWVJQT��DWV�VQ�VTWN[�EQPÄ

EGPVTCVG��QPG�OWUV�JCXG�VJGKT�RNCEG�VQ�TGVTGCV��DG�KV�

RJ[UKECN�QT�UWDNKOKPCN��(QT�UQOG��KV�OKIJV�DG�VJG�QTÄ

FKPCT[�CPF�HCOKNKCT�GPXKTQPOGPVU��CU�QVJGTU�UGGM�C�

VTCPUKVQT[�QT�GZVGORQTCN�HGGNKPI��DWV�HQT�CNN��KV�KPXQNXGU�

C�LQWTPG[�QH�GUECRG��VQ�TGVTGCV�CPF�CNNQY�VJG�HTWKVU�QH�

6JG�/KPF
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VJG�OKPF�VQ�GPICIG�KP�VJG�HWNN�RQVGPVKCN�QH�VJG�UMGVEJ��

*CXKPI�GZGEWVGF�JKU�QYP�YKNHWN�GUECRG�HTQO�(TCPEG�

CU�C�[QWPI�OCP��VJG�(TGPEJ�YTKVGT�5VGPFJCN��WUGU�

VJG�RQYGTU�QH�EQPEGPVTCVKQP�VQ�RGTHQTO�CP�GZVTCQTÄ

FKPCT[� YQTM� QH� VJG� KOCIKPCVKQP�� %QPUVTWEVKPI� JKU�

OGOQKT��JG�UMGVEJGU�JKU�YC[�CETQUU�VJG�EQPHKPGU�QH�

VJG�RNCP��VQYCTFU�VJG�GUECRG�CPF�JCRRKPGUU�QH�VJG�

UGEVKQP��#U�JG� VCMGU� VJG�TGCFGT�CNQPIUKFG�JKO��JG�

LQWTPG[U� VJTQWIJ�JKU�OKPF�ECRVWTKPI�JKU�OGOQTKGU�

CPF�KFGCU�DWTKGF�FGGR�YKVJKP�JKU�UWDEQPUEKQWU��6JG�

OGOQKT� KU�C� HWUKQP�DGVYGGP�FTCYKPI�CPF� VGZV�CPF�

KV� EQWNF� DG� CTIWGF� VJCV� VJG� CWVJQT� WUGU� UMGVEJKPI�

VQ�CKFG�JKU�YTKVKPI��6JTQWIJ�C�UGTKGU�QH�URKFGT[�FKCÄ

ITCOU��FTCYP�YKVJ�JCUVG��VJG�[QWPI�5VGPFJCN�LQWTÄ

PG[U�DCEM�VQ�TGETGCVG�VJG�GXGPVU�QH�JKU�EJKNFJQQF��

NQPI�CHVGT�VJG[�JCXG�VCMGP�RNCEG��/KPKOCN�RGP�NKPGU�

KNNWUVTCVG� VJG� RTGEKUG� RTQRQTVKQPKPI� QH� URCEGU� CPF�

VJGKT�QTFGTGF�TGNCVKQPUJKR�YKVJ�GCEJ�QVJGT��CNNQYKPI�

VJG�TGCFGT�VQ�GZRGTKGPEG�HKTUVJCPF�VJG�EQPHKPGOGPV�

QH�JKU�GCTN[�[GCTU��6JGUG�FKCITCOOCVKE�UMGVEJGU��KNÄ

NWUVTCVKPI�VJG�RJ[UKECN�EQPVGZV�QH�JKU�EJKNFJQQF�DTKPI�
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2876JG�*CPF

CDQWV�C�WPKV[�DGVYGGP�VJG�RNCP��VJG�UGEVKQP�CPF�VJG�

JWOCP�DGKPI�� 6JQWIJ� VJG� UMGVEJGU� CTG� CDUGPV� QH�

UGPVKOGPV�� VJG�RTGEKUG�RTQRQTVKQPKPI�QH�URCEGU�CUÄ

UKUV�5VGPFJCN�KP�JKU�EQWTUG�QH�UGNH�GZRNQTCVKQP�CNNQYÄ

KPI�JKO� VQ� TGRTGUGPV�CP� KOCIG� HTQO�YKVJKP��#U�JKU�

OKPF�RGTEGKXGU� VJG�RNCP��JG� HGGNU�JKU�YC[�VJTQWIJ�

VJG� RCUV�� TGNGCUKPI� JKU� KOCIKPCVKQP� CPF� JKU� VJKPMÄ

KPI�CU�VJG[�HNQY�KP�WPKUQP�VJTQWIJ�VJG�JWOCP�DQF[��

�+�JCXG�TGEGKXGF�JCPFHWNU�

#NN�VJKPMKPI�TGNCVGU�VQ�VJG�JWOCP�DQF[��5Q�OWEJ�QH�

VJG�MPQYNGFIG�QH�YJCV�VJG�JWOCP�OKPF�JCU�NGCTPGF�

JCU� DGGP� VCMGP� HTQO� VJG� DQF[� CU� C� HQTO�� 6JGTGÄ

HQTG� KV� EQOGU� CU� PQ� UWTRTKUG� VJCV� VJTQWIJQWV� VKOG�

VJG� UVTWEVWTG� QH� VJG� YJQNG� DGKPI� JCU� WPFGTIQPG�

KPVGPUG�QDUGTXCVKQPU�CPF� VKTGNGUU�CPCN[UKU� VJTQWIJ�

VJG� OGFKWO� QH� FTCYKPI�� CUUKUVKPI� VJG� GXQNWVKQP�

QH� KPXGPVKQP� CPF� FGUKIP�� 6JG�OQUV� RTKOKVKXG� QH� CNN�

UVTWEVWTGU�� VJG� JWOCP� CPCVQO[� RTQXKFGU� UJGNVGT�

HQT� VJG�OKPF�� +VU�UVTWEVWTG�CHHQTFU� VJG� HTCOG�YJKEJ�

JQNFU� VJG� G[G� CPF� KV� TGICTFU� VJG� JCPF� VQ� DG� QPG�

5VWF[�QH�VJG�JCPF�

2GPEKN������

#PFTG�9QIGPUM[��

.G�%QTDWUKGT�U�

*CPFU��2CTKU�������

R���
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QH� KVU�OQUV�EGPVTCN� EQORQPGPVU��#V� VJG�OQOGPV�QH�

TGCNKUCVKQP�� VJG� CWVJQT�U� GPVKTG� DGKPI� DGEQOGU� KOÄ

OGTUGF� KP� VJG� FTCYKPI�� #� UMGVEJ� PQ� OCVVGT� JQY�

ENKPKECN�VJG�NKPGU�OKIJV�CRRGCT�KU�PGXGT�KPFGRGPFGPV�

QH� VJG�DQF[� VJCV�EQPUVTWEVGF� KV��6JG�RTQEGUU� VCMGU�

QP�C�URKTCN�QH�GPGTI[�TGSWKTKPI�VJG�UGPUQT[�GOQVKQPU�

CPF�VJG�JWOCP�CPCVQO[�VQ�RGTHQTO�UKOWNVCPGQWUN[���

#U� KP� C� RGTHQTOCPEG�� VJG� CEV� YJKEJ� VCMGU� RNCEG�

DGVYGGP� VJG� FGRVJU� QH� VJG� OKPF� CPF� VJG� UWTHCEG�

QH� VJG�RCIG� TGXGCN� VJG� VTWG�DGCWV[�YKVJKP� VJG�EQPÄ

UVTWEVKQP�� CU� VJG� UMGVEJ�DGIKPU� VQ� VCMG�QP�C� HQTO��

'CEJ� PGY� NKPG� ETQEMGF� QT� UVTCKIJV�� EQOOCPFU� C�

FKHHGTGPV� OQXGOGPV�� 6JG� URKPCN� UVTWEVWTG�� TKIKF� KP�

PCVWTG��IWCTCPVGGU�UVTGPIVJ�VJTQWIJQWV�VJG�QXGTCNN�

RTQFWEVKQP��#U�VJG�NWPIU�UVGCFKN[�GZRCPF�CPF�EQPÄ

VTCEV�� VJG[� MGGR� KP� TJ[VJO�YKVJ� VJG� DGCVKPI� JGCTV��

CU� VJG�DNQQF� HNQYU�YKVJ� HNWKFKV[� VJTQWIJ� VJG�XCNNG[U�

CPF�TKXGTU�QH�VJG�KPVGTPCN�DGKPI��'NGOGPVU�QH�MPQYNÄ

GFIG� CPF� KPVWKVKQP� TCEG� VJTQWIJ� VJG� PGTXQWU� U[UÄ

VGO��MGGRKPI�KP�VWPG�YKVJ�VJG�JCTOQPKQWU�TGNCVKQPÄ

UJKR�DGVYGGP� VJG�JCPF��G[G�CPF�OKPF��6JG� NKODU��

6JG�*CPF
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NQQUG� CPF� CIKNG�� CNNQY� HQT� VJG� JCPF� VQ� OQXG� YKVJ�

GCUG��CU�KV�UYGGRU�CETQUU�VJG�UWTHCEG�QH�VJG�RCIG��

CFJGTKPI�VQ�VJG�EJQTGQITCRJ[�QH�VJG�OKPF��6JG�TGÄ

CEVKQP�QH�VJG�HQQV�OKIJV�TGUWNV�KP�FCPEG��MGGRKPI�KP�

VKOG�YKVJ� VJG� QXGTCNN� TQWVKPG�� #U� VJG� G[G� TCVKQPCNÄ

KUGU�CPF�VJG�GCT�CPKOCVGU��VJG�DTCKP�RTQEGUUGU�CPF�

VJG�JCPF�IWKFGU��VJG�HKPGN[�VWPGF�UGPUGU�RGTHQTO�KP�

WPKUQP�YKVJ�VJG�TJ[VJO�QH�VJG�UWRRQTVKPI�QTEJGUVTC��

6JG� GPVKTG� DGKPI� KU� CEVKXCVGF�� 6JG� CPKOCVGF� JCPF�

KP� OQVKQP� JCU� DGEQOG� C� VQQN�� NGPIVJGPGF� D[� VJG�

EQPPGEVKQP�KV�JQNFU�YKVJ�VJG�RGP��+V�WPFGTUVCPFU�VJG�

VCEVKNG� UWTHCEG� QH� VJG� ECTDQP� RCRGT�� VJG� DCEMFTQR�

HQT�VJG�UEGPG��/GTIKPI�CU�QPG�GPVKV[��VJG�JCPF�CPF�

RGP� DGEQOG� VJG� HKPCN� EQPVCEV� YKVJ� VJG� DQF[� CU� KV�

FGRQUKVU�GNGOGPVU�HTQO�VJG�OKPF�QPVQ�RCRGT��6JGTG�

KU�RQYGT� KP�VJG�VJQWIJV� VJCV� VJG�CWVJQT�U�JCPF�JCU�

ETGCVGF� VJG�UVTQMGU�D[�IWKFKPI�JKU�RGP�CETQUU� VJG�

RCIG��VJG�KPVKOCE[�QH�VJG�OQOGPV�DGEQOGU�RTGUGPV�

2TQRGNNGF� D[� VJG� JCPF�� GCEJ� UVTKMG� QH� KPM� EQPVTKDÄ

WVGU�VQ�VJG�HQTOWNCVKQP�QH�VJG�GUECNCVKPI�XQTVKEGU�CU�

VJG�GZRNQTCVQT[�UVWF[�QH�VWTDWNGPV�YCVGT�WPFGTIQGU�

6JG�*CPF
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EQPUVCPV� VTCPUHQTOCVKQP�� 6JGTG� KU� C� DTKNNKCPV� UVQTO�

VCMKPI� RNCEG�� 6JG� KPPQEGPEG� QH� VJG� DNCPM� RCIG� KU�

XWNPGTCDNG� VQ� VJG� HNQQFU� QH� KPM� RQWTKPI� FQYP��6JG�

EQPUVCPV� UETCVEJKPI� QH� VJG� VCRGTGF� OGVCN� PKD� XKQÄ

NGPVN[�GPITCXGU�VJG�UWTHCEG�QH�VJG�RCRGT��6JG�HQTEG�

KU�WPHQTIKXKPI�CU�VJG�GPGTIGVKE�UYGGRU�QH�VJG�JCPF�

CEEGNGTCVG��COQWPVKPI� KP� VJG�XCUV�CEEWOWNCVKQP�QH�

URKTCNNKPI� NKPGU�� 4GUGODNKPI� VJG�OCUV� QH� C� UJKR� KP�

FKUVTGUU��VJG�GTTCVKE�DGJCXKQWT�QH�VJG�SWKNN�DGEQOGU�

GPVCPINGF� KP� VJG� G[G� QH� VJG� UVQTO�� 6JG� UQWPF� QH�

UETCVEJKPI� RTGXCKNU� CU� VJG� DNCPMPGUU� UYGNNU� CPF�

GTQFGU�CYC[��6JG�UOGNN�QH�KPM�KU�RQVGPV�CU�VJG�JCPF�

JWTTKGFN[�KPLGEVU�HTQO�VJG�YGNN��FGRQUKVKPI�KPM�URKNNU�

VJTQWIJQWV�VJG�TGIKQP��6JG�F[PCOKUO�QH�VJG�UVWF[�TGÄ

HNGEVU�VJG�XGTXG�RWNUCVKPI�VJTQWIJ�VJG�CWVJQT�U�DGKPI�

CPF�DG[QPF�VQ�VJG�KPVKOCVG�CVOQURJGTG�QH�JKU�/KNCPÄ

GUG�UVWFKQ�CU�VJG�KPVGPUG�HTKEVKQP�DGVYGGP�VJG�OGVCN�

PKD�CPF�VJG�RQTGU�QH�VJG�RCRGT�TGOCKPU�GODTQKNGF���

6JG� SWGUV� VQ� WPNGCUJ� VJG� QTKIKPCN� VJQWIJV� KU� FKUÄ

ENQUGF� CU� VJG�OKPF� GODCTMU� QP� CP� KPVKOCVG� LQWTÄ

PG[� VJTQWIJ� OGOQT[�� (QQVRTKPVU�� VJG� QTKIKPU� QH�

6JG�*CPF
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VJG� FTCYKPI�� TGXGCN� VJG� YCNMKPI� JCDKVU� QH� VJG� PCÄ

VKXGU� CU� VJG[� VTCXGTUG� VJG� DCTQP� UKVG�� 6JG� URTKPVÄ

KPI� OKPF� RTQEGUUGU� GNGOGPVU� HTQO� YKVJKP� DGHQTG�

ECVCRWNVKPI� VJGO� VQ� VJG� CYCKVKPI� JCPF�� YJGTG� VJG�

CPQP[OQWU� OCP� KP� VJG� 2QTVQ� ECHG� VCMGU� RQUUGUÄ

UKQP� QH� VJG� UMGVEJ�� 6JG� RGP� NKPGU� URKPPKPI� QWV� CNÄ

NQY� HQT� VJG� EQPVTQNNGF� JCPF� VQ� OQWNF� VJG� UVTGGVU��

CU� OGCUWTGF� KPVWKVKQP� CPF� HGTOGPVKPI� MPQYNGFIG�

VTCPUHQTO� VJG� RCIG�� 6JG� IGUVWTKPI� JCPF� TGXGCNU�

VJG� XKDTCVKQPU� QH� JKU� KPPGT� UGNH�� TGHNGEVKPI� VJG� EWTÄ

TGPV�DNQQO�QH�JKU�EQWPVT[�U�RQNKVKECN�ENKOCVG��#U�VJG�

RGP�URTKPVU�CETQUU�VJG�RCIG��TCTGN[�UVQRRKPI�VQ�VCMG�

DTGCFVJ��XKVCNKV[�NGCRU�HTQO�VJG�UWTHCEG��6JG�URKTKVGF�

GNGOGPVU�DGIKP�VQ�GOGTIG�CU�DWKNV� HQTOU�QP�RCRGT�

YJKNG�VJG�UMGVEJ�YCKVU�KP�CPVKEKRCVKQP�VQ�DG�TGCNKUGF��

2TGQEEWRKGF�D[�JKU�RGP�CPF�4KEJ�#TV� UMGVEJDQQM��

JKU�JCPFU�EQPVGPF�YKVJ� VJG�XKDTCVKQPU�QH� VJG�OQXÄ

KPI� VTCKP�� 6JG� UJTKGMKPI� HTKEVKQP� QH� UVGGN� CICKPUV�

UVGGN�VQIGVJGT�YKVJ�VJG�UQWPF�QH�VJG�UNKEKPI�DTGG\G��

EQTTGURQPF� YKVJ� VJG� GXGT� EJCPIKPI� GPXKTQPOGPV�

DGVYGGP� 2CTKU� CPF� /CTUGKNNG�� 6JG� OCP� RGGTKPI�

6JG�*CPF
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VJTQWIJ� JKU� INCUUGU� QDUGTXGU� CNN� QH�YJCV� JG� UGGU�

HTQO�VJG�QRGP�YKPFQY�QH�VJG�UVGCO�GPIKPG��)C\KPI�

PQTVJYCTFU�CPF�RQUKVKQPGF�QP�VJG�NGHV��JKU�CPKOCVGF�

JCPF�TGCEVU�KP�JCUVG�YKVJ�VJG�FKCNQIWG�VCMKPI�RNCEG�

DGVYGGP�VJG�G[G�CPF�VJG�OKPF��CU�VJG�UEGPG��PQY�

C�OGOQT[�JCU�DGGP� NGHV�DGJKPF��6JKU�OGOQT[�YKNN�

TKRGP��$WV�HQT�PQY��VJG�MPQYNGFIGCDNG�JCPF�JCU�GZÄ

RQUGF�JKU�KPPGT�OQVKXCVKQP�CPF�YKVJ�HGYGT�VJCP�GKIJV�

NKPGU�FTCYP��VJG�KPVKOCE[�CV�VJG�OQOGPV�QH�EQPEGRÄ

VKQP�KU�TGXGCNGF��6JG�EJCRGN�CV�4QPEJCOR�KU�DQTP��

*G�FTGY�YJCV�YCU�DGHQTG�JKO��6JG� NCTIG�E[NKPFTKÄ

ECN� VQYGTU�GOGTIG�QP�RCRGT� KPVGPFKPI�VQ�TGKPHQTEG�

VJG�UVTWEVWTG�QH�VJG�GPENQUKPI�YCNN�DGJKPF��6JG�JCPF�

KNNWUVTCVKPI�JKU�DTCKP�CV�YQTM� TGXGCNU� VJG� HQTOCN� KPÄ

UVKPEV�QH�JKU�OKPF�QP�VJG�RCIG�CU�VJG�RJ[UKECN�HQTO�

QH�VJG�ECVJGFTCN�TKUGU�HTQO�VJG�ITQWPF��6JG�KPVGPVKQP�

QH�VJG�UVWF[�KU�VQ�UGRCTCVG�VJCV�YJCV�KU�TGNGXCPV�KP�VJG�

CTEJKVGEVU�OKPF��9KVJ�C�OGCUWTGF� TGURQPUG�� ECNO�

CPF� EQPVTQNNGF�OQVKQPU� QH� VJG� JCPF� UYGGR�CETQUU�

VJG�RCIG��FKTGEVGF�HTQO�YKVJKP�VJG�UVTWEVWTGU�QH�VJG�

OKPF��KNNWUVTCVKPI�VJG�OQPWOGPVCN�HQTO��6JG�JCPF�KU�

6JG�*CPF

.C�%JCRGNNG�FG�

4QPEJCOR��HTQO�VJG�

2CTKU�$CUGN�VTCKP�

.G�%QTDWUKGT�

�����

.G�%QTDWUKGT�5MGVEJÄ

DQQMU�������Ä�������

����
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EQPVGPV�HQT�VJG�HKIWTG�DGJKPF�PQY�MPQYU�GZCEVN[�YJCV�

JG�KU�NQQMKPI�HQT��7RQP�GZCOKPKPI�VJG�UMGVEJ��VJG�QDÄ

UGTXGT�JCXKPI�PGXGT�XKUKVGF�VJG�VQYP�QH�#NDK��KOOGÄ

FKCVGN[�RGTEGKXGU�VJG�CVOQURJGTG�QH�RNCEG��6JG�EQPÄ

UVTWEVGF�KOCIG�KPHQTOU�VJG�QDUGTXGT��RTQXKFKPI�JKO�

YKVJ�VJG�HTGGFQO�VQ�OCMG�LWFIGOGPVU�CPF�HQTO�QRKPÄ

KQPU�CDQWV�VJG�GPXKTQPOGPV��FKTGEVN[�KPXQNXKPI�JKO�KP�

VJG�FTCYKPI��6JTQWIJ�VJG�HNWKF�OQXGOGPV�QH�VJG�RGP�

UVTQMGU�VJG�QDUGTXGT�GZRGTKGPEGU�VJG� KPVKOCVG�FKCÄ

NQIWG�DGVYGGP�VJG�JCPF�QH�VJG�CWVJQT�CPF�YJCV�JKU�

G[G�RGTEGKXGF�QP�VJCV�5GRVGODGT�GXGPKPI�KP������

9JCV�VJG�G[G�RGTEGKXGU�KU�FGGRN[�RGTUQPCN�VQ�GCEJ�

CWVJQT��VJGTGHQTG�VJG�QDUGTXGT�ECP�QPN[�CUUWOG�CU�

VQ�YJCV�UKVWCVKQP�OKIJV�JCXG�GZKUVGF�CV�VJCV�RCTVKEWNCT�

OQOGPV�KP�VJG�TGCNKUCVKQP�QH�VJG�UMGVEJ��'XGT[YJGTG�

YG�NQQM�YG�UGG��PQ�OCVVGT�YJGTG��VJGTG�KU�C�XKGY��

CP�GPXKTQPOGPV�CPF�C�PCTTCVKXG��*QYGXGT��KV�KU�JQY�

YG�UGG�VJCV�KU�RKXQVCN��6Q�CUUWOG�YKNN�PQV�UWHHKEG��CU�

VQ� WPFGTUVCPF� VJG� VTWG� TGRTGUGPVCVKQP� QH� CP[VJKPI�

YG�OWUV�OCMG�QDUGTXCVKQPU�VQ�KPHQTO�QWTUGNXGU�QP�

VJG�UWDLGEV�QH�QWT�KPVGTGUV��+V�KU�VJTQWIJ�VJGUG�QDUGTÄ

6JG�'[G
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XCVKQPU�VJCV�YG�CESWKTG�VJG�MPQYNGFIG�VQ�VTWN[�UGG�

CPF�D[�FQKPI�VJKU�YG�YKNN�GXGPVWCNN[�NGCTP�VQ�MPQY�

�

6JG� HQNNQYKPI�RGTUQPCN�CEEQWPVU�JCXG�DGGP� VCMGP�

FKTGEVN[� HTQO� OGOQT[�� %QORCTCDNG� VQ� VJG� �HN[KPI�

UMGVEJGU�� QH� 6JQOCU� ,QPGU�� VJG[� CTG� C� EQNNGEVKQP�

QH� GXGPVU� TGEQTFKPI� VJG� OQOGPV� QH� UGGKPI� KP� VJG�

RTGUGPV� VGPUG�� NKXG�CEVKQP�CU� KV�YGTG��QP�RKGEGU�QH�

NQQUG�RCRGT��.KMG�C�RJQVQITCRJGT�UPCRRKPI�C�OQÄ

OGPV� KP� VKOG� VJTQWIJ� VJG�OGCPU�QH�C�ECOGTC� +�CVÄ

VGORV�YKVJ�TCRKFKV[�VQ�ECRVWTG�VJCV�OQOGPV�DGVYGGP�

VJG� NGCF�QH� C�RGPEKN� CPF�C�RKGEG�QH� ECTDQP�RCRGT��

9JGVJGT� KV� YCU� C� URQPVCPGQWU� JCNV� KP� C� HCOKNKCT�

LQWTPG[��VJG�RGQRNG�YJQ�YGTG�RTGUGPV��VJG�YGCVJGT�

EQPFKVKQP� QT� C� EGTVCKP� EQPXGTUCVKQP�� VJCV� OQOGPV�

KU�VQ�DG�TGNKXGF�GCEJ�VKOG�VJG�UMGVEJ�KU�TGUWTHCEGF���

�����

6JG� CKT� KU� JQV�� +P� VJG� PGCT� FKUVCPEG�� +� UGG� VJG� UKNÄ

JQWGVVG�QH� VJTGG�EJKNFTGP�EJCUKPI�GCEJ�QVJGT�� VJGKT�

OQVJGT�YJQ�UVCPFU�D[��KU�RTGQEEWRKGF�D[�VJG�FQEWÄ

OGPVU� KP� JGT� JCPF��6JG� HTCKN�OCP�QRRQUKVG�SWKGVN[�

QDUGTXGU�CU� JG� UKVU� CPF� UVCTGU� QPVQ� VJG� XCUV� RNCÄ

6JG�'[G
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VGCW�VJCV�NKGU�DGVYGGP�WU�CPF�VJG�FKUVCPV�OQWPVCKPU�

QP� VJG�JQTK\QP�� +�CVVGORV� VQ� TGEQTF� VJG�UGTGPKV[�QH�

VJG� OQOGPV� VJTQWIJ� RGPEKN�� 6JG� UWTHCEG� IGPGTÄ

CVGU�CP�KPVGPUG�UKNXGT�INCTG�KP�VJG�HQTGITQWPF��6JG�

XGTVKECNKV[� QH� VJG� YCNNU� GORJCUKUGU� VJG� GORVKPGUU�

QH�VJG�URCEG��6JGTG�KU�PQ�ETQYF�QT�JWUVNG�� LWUV�VJG�

HCKPV� GEJQ� QH� VJG� EJKNFTGP�U� NCWIJVGT�� 6JG�OQOGPV�

KU� JCTF� VQ� ECRVWTG� QP� RCRGT�� 6JG� RCRGT� KU� OQKUV�

CPF� VJG� NGCF� DGEQOGU� UVKEM[�� +� RCEM� O[� UMGVEJÄ

DQQM� CYC[�� +V� KU� PGY� CPF� C� IKHV� HTQO� UQOGDQF[�

XGT[� URGEKCN�� +� UVGR� QPVQ� VJG� DCTTGP� CURJCNV� CPF�

DQCTF�C�UOCNN�CKTETCHV��+V�KU�O[�NCUV�OGOQT[�QH�.CQU�����

/[�JCPF�OQXGU�HCUV�CU�VJG�NGCF�VTCPUHGTU�QPVQ�VJG�

RCIG��+V�GORNQ[U�VJG�TQNG�QH�C�UJCFQY�YJKEJ�KU�ECUV�

HTQO�VJG�RTQHKNG�QH�VJG�CUJ�VTGG�QRRQUKVG��CPF�IKXGU�

HQTO�VQ�VJG�OCTMGV�VGPV�DGPGCVJ��6YQ�VQWTKUVU�VCMG�

TGUV� QP� C� DGPEJ� CV� VJG� HQQV� QH� VJG� QDGNKUM�� YJGTG�

HTQO� CDQXG� 5CKPV� 2CVTKEM� NQQMU� FQYP�� 6JG� UWP� KU�

IGPGTQWU�CPF�VJG�CKT�KU�OKNF��#�EQPXGTUCVKQP�VCMGU�

RNCEG�DGUKFG�OG��YJKNG�VJG�GPIKPG�QH�C�FGNKXGT[�XCP�

KFNGU�VQ�O[�NGHV��6JG�UCUJ�YKPFQYU�QP�VJG�JQWUG�VQ�

6JG�'[G
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O[� TKIJV� CTG� QRGP�� KV� KU�OQUV� FGHKPKVGN[� UWOOGT�� +�

FCTMGP�VJG�VQR�RCPGU�QH�INCUU�YKVJ�JGCX[�UVTQMGU��+P�

VJG�DCEMITQWPF�QH�VJG�UEGPG��C�FQWDNG�NKPG�CRRGCTU��

KPFKECVKPI�YJGTG� VJG�FKHHGTGPV� EQNQWTGF�YCNNU�OGGV�

VJG�UNCVG�CNQPI�VJG�GCXGU��/[�HTKGPFU�CTTKXG�CPF� KV�

KU� VKOG� HQT� NWPEJ�� 6JG� UMGVEJ� TGOCKPU� WPHKPKUJGF�

/[�G[G�OQXGU�HTQO�NGHV� VQ�TKIJV� KP�DQVJ�FKTGEVKQPU��

+�RCEG�VJG�ITQWPF�CPF�ECNEWNCVG�VJG�GZCEV�PWODGT�

QH� XGTVKECN� EQNWOPU�� +� PQY�RGTEGKXG� VQ� WPFGTUVCPF�

VJG�GPVKV[� QH� VJG� URCEG�CU�O[�G[G�CUEGPFU� VQ� VJG�

FGEQTCVKXG�XCWNVGF�EGKNKPI�CDQXG��+�OCMG�C�TGEQTF�QH�

VJG�DWKNFKPIU�RNCP�VJTQWIJ�C�RGPEKN�UMGVEJ��+V�IGPGTÄ

CVGU�O[�CYCTGPGUU�QH� VJG�%CVJGFTCNU�FGVCEJOGPV�

HTQO�KVU�PGKIJDQWTU��+�PQY�TGCNKUG�VJCV�VJG�DWKNFKPIU�

ECXGTPQWU� GPXKTQPOGPV� YGNEQOGU� RGQRNG� KP� YKVJ�

QRGP�CTOU�HTQO�VJG�CWUVGTG�TGCNO�QWVUKFG��9KVJ�VJKU�

MPQYNGFIG�+�ECP�EQOHQTVCDN[�UKV�DCEM�CPF�GXCNWCVG�

VJG�DWKNFKPI�KP�UGEVKQP��DGHQTG�O[�JCPF�VTCPUETKDGU�

KV�QPVQ�VJG�RCRGT��9J[�PQV�UVC[�C�YJKNG�+�VJQWIJV!�+V�

KU�VJG�GXGPKPI�TWUJ�CHVGT�CNN��CPF�VJG�GPF�QH�&GEGOÄ

DGT�� 6JG� DNK\\CTF� ECP� YCKV�� VJG� UWDYC[� YKNN� ECNO�

6JG�'[G



298

#�RJQVQITCRJ�OKIJV�JCXG�FQPG�KV��+P�HCEV��+�FKF�VCMG�

UQOG��6JG�HQTOGT�TWPYC[�ICXG�QRRQTVWPKV[�VQ�C�DKMG�

TCEG��9JQ�ECTGU�YJQ�YQP���#�XGT[�HCUV�RGP�UMGVEJ�

EQPUVTWEVGF�QP�VJG�DCEM�QH�CP�CIKPI�OCR�TGNKXGU�VJG�

OQOGPV�� 6JG� DTGCVJNGUUPGUU� CPF� VKTGF� NKODU� IKXG�

YC[�VQ�VJG�ECUWCN�RCVVGTP�QH�DQFKGU�UECVVGTGF�CNQPI�

C�NCTIG�YJKVG�CTTQY�RCKPVGF�QP�VJG�ITQWPF��5QOG�QH�

DKMGU�UVCPF�NKMG�OCUVU�CTQWPF�QWT�FGEM�YJKNG�VJG�TGUV�

CTG�CDCPFQPGF�QP�VJGKT�UKFGU��6JG�UMGVEJ�ECRVWTGU�

VJG�UKVWCVKQP�YKVJ�VJG�VJGCVTKEU�QH�VJG�QNF�SWCFTCPV�KP�

VJG�DCEMITQWPF��PQY�VJG�RTQR�UGVVKPI�VJG�UEGPG�HQT�

CP�CHVGTPQQP�URGPV�KP�VJG�PGY�EKV[�RCTM��1PG�QH�VJG�

UVCPFKPI�DKE[ENGU�KP�VJG�HQTGITQWPF�VCMGU�RTGHGTGPEG�

KP�VJG�UMGVEJ�CU�VJG�UWPNKIJV�RGTHQTCVGU�KVU�OGEJCPKÄ

ECN�UMGNGVQP��6JG�QDLGEV�UKIPKHKGU� VJG� VTKR��.CTIGN[��

VJG�UMGVEJ�GXQMGU�C�OGOQT[�QXGTHNQYKPI�YKVJ�URKTKV��

6JG�'[G
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,QJP�1NNG[�PQVGU�VJG�YQTFU�QH�.G�%QTDWUKGT�KP�JKU�

GUUC[�

�9JGP� QPG� VTCXGNU� CPF� YQTMU� YKVJ� XKUWCN� VJKPIU�

Ä� #TEJKVGEVWTG�� RCKPVKPI� QT� UEWNRVWTG� Ä� QPG� WUGU�

QPG�U� G[GU� CPF� FTCYU�� UQ� CU� VQ� HKZ� FGGR� FQYP� KP�

QPG�U� GZRGTKGPEG�YJCV� KU� UGGP��1PEG� VJG� GZRTGUÄ

UKQP�JCU�DGGP� TGEQTFGF�D[� VJG�RGPEKN�� KV� UVC[U� HQT�

IQQF�� GPVGTGF�� TGIKUVGTGF�� KPUETKDGF�� ���6Q� FTCY�

QPGUGNH�� VQ� VTCEG� VJG� NKPGU�� JCPFNG� VJG� XQNWOGU��

QTICPKUG� VJG� UWTHCEG� ���� CNN� VJKU� OGCPU� HKTUV� VQ�

NQQM�� VJGP� VQ� QDUGTXG� CPF� HKPCNN[� RGTJCRU� VQ� FKUÄ

EQXGT� CPF� KV� KU� VJGP� VJCV� KPURKTCVKQP� OC[� EQOG���

��

6JG�'[G

,QJP�1NNG[��

&TCYKPI�Ä

6JG�.CPIWCIG�QH�

4GRTGUGPVCVKQP�CPF�

6JQWIJV�KP�&GUKIP�

6JG�#TEJKVGEV�CPF�

VJG�&TCYKPI��

&WDNKP��������R��
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$KDNKQITCRJKECN�0QVG

#PFTG�9QIGPUM[��.G�%QTDWUKGT�U�*CPFU��2CTKU�������

$TQYPNGG�	�&G.QPI��.QWKU�+�-CJP��.QPFQP��������
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*��8CP�$GTIGKLM�	�&GDQTCJ�*CWRVOCPP��0QVCVKQPU�QH�*GTOCP�*GTV\DGTIGT��4QVVGTFCO�������

*GJP�.CPIFQP��%NCWFG�.QTTCKP��2JCKFQP�2TGUU�������

+TGPGG�5ECNDGTV��#�4GCN�.KXKPI�%QPVCEV�YKVJ�VJG�6JKPIU�6JGOUGNXGU��.CPFUECRG�2CKPVGTU�CPF

#TEJKVGEVU�������Ä������
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,QJP�$GTIGT��$GPVQ�U�5MGVEJDQQM��8GTUQ�������

,QJP�1NNG[��6JG�.CPIWCIG�QH�4GRTGUGPVCVKQP�CPF�6JQWIJV�KP�&GUKIP�

,QJP�4WUMKP��6JG�5VQPGU�QH�8GPKEG��GF�,�)�.KPMU��0GY�;QTM������

,WJCPK�2CNNCUOCC��6JG�6JKPMKPI�*CPF��9KNG[�2WDNKECVKQP�������

-GPPGVJ�(TCORVKP��#NXCTQ�5K\C�%QORNGVG�9QTMU��2JCKFQP�2TGUU��.QPFQP�������

-GPV�.CTUQP��.QWKU�+�-CJP�7PDWKNV�/CUVGTRKGEGU��6JG�/QPCEGNNK�2TGUU������
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