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Abstract

The Supercrit series aimed fo combine

lively and informative student events with
international critical debate at the highest
level. The series began with the selection
and staging of public events. These brought
some of the world’s greatest architects back
into a teaching environment fo present one
of their most influential projects to a panel of
infernational critics and a studio audience,
as though they were students presenting
their work at a design crit. These events
were recorded and published in carefully
edited, illustrated and annotated formats,
accompanied by critical essays. The first
were published in book form, the latter on
line. The project aimed to extend critical
discussion of some of the seminal projects of
recent architectural history, to question and
explore the emerging history around them
with the benefit of hindsight and to introduce
a new generation of design students to them
in a way that was both lively and rigorously
academic. It took advantage of the presence
of the designers of the buildings and some of

Key Words

their most influential critics to generate a new
forum for critical debate. The methodology
fused several modes of architectural critique -
the student crit, the critical journalistic review,
the edited transcript. The material so produced
was then treated as highly academic subject
matter, with meticulous editing, exfensive
picture research, accompanying essays,
bibliographies, appendices efc. to produce the
books. The events were all run in collaboration
with The Architecture Foundation, and
Supercrit 7 with Tate Britain and the Canadian
Centre for Architecture. Supercrits #1 - #4 are
published as books by Routledge in a series
designed by John Morgan Studio; Supercrits
#5 - #7 are published online in a custom-built
web format devised by EXP which now hosts
the whole series.

Public crit, critical debate, experimental projects, seminal buildings



Context and General Description

The Supercrit series grew out of the launch
event for the Department of Architecture's
Research Centre for Experimental Practice
(EXP), which aimed to document, disseminate
and support the experimental projects in
which major shifts of design thinking are
often incubated. The first Supercrit event
(Supercrit #1 Cedric Price, Potteries Think Belt,
November 2003) was so well received that
it was developed and extended as the basis
of a major critical series. The remit was fo
extend the critical discussion of some of the
seminal projects of recent architectural history,
fo question and explore the emerging history
around them with the benefit of hindsight and
from the point of view of both the architects
themselves and their critics. The series aimed
fo operate at the highest academic level and
at the same time in a manner accessible

fo the newest students through a lively,
explanatory and critical debate, which could
then be edited, extended to provide further
explanation, contextualise the debate or
extend them further.

The series proved hugely successful, attracting
some of the world's most famous architects

as speakers, including Robert Venturi and
Denise Scott Brown, Richard Rogers, Bernard
Tschumi and Rem Koolhaas, and attracting
collaboration and support from major
institutions such as the Canadian Centre for
Architecture, the RIBA, Tate Britain, and from
the Architecture Foundation, which coran the
events from Supercrit #3 onwards. All events
were oversubscribed and the series was
enthusiastically reviewed in the national and
international press, and widely imitated, even
fo the use of the name 'Supercrit'.

Supercrits added to new knowledge by
exploring, challenging and developing
academic, journalistic and popular history as it
grows around these significant recent projects,
as well as opening up both project and
debate to a new audience. This happened
through the events themselves and the
extended academic and visual format of the
subsequent books and websites.

Supercrits included in the REF period are:

Supercrit #3:

Richard Rogers, The Pompidou Centre

Event date: 22 April 2005

Publication: Kester Raftenbury and Samantha
Hardingham (eds.). Supercrit #3. Richard
Rogers, The Pompidou Centre. London:
Routledge 201 1. ISBN 978-0-415-45786-6

Supercrit #4:

Bernard Tschumi, Parc de la Villette

Event date: 14 October 2005

Publication: Samantha Hardingham and
Kester Rattenbury (eds.). Supercrit #4 Bernard
Tschumi, Parc de la Villette. Llondon: Routledge,

2011.I1SBN 978-0-415-45788-0

Supercrit #5:

Rem Koolhaas, Delirious New York
Event date: 5 May 2006

URL: http://www.supercrits.com/5/

Supercrit #6:

leon Krier, Poundbury

Event date: 31 October 2008
URL: http:/ /www.supercrits.com/6/

Supercrit #/:

James Stirling & Michael Wilford, Neue
Staatsgalerie

Event dafe: 8 April 2011

URL: http:/ /www.supercrits.com/7 /



Research Questions

1) How can popular ‘events’ such as architectural lectures develop and extend as both an

academic and teaching resource?

2)  How can the teaching ‘crit’ style of confrontational debate be used to explore academic

and professional and experimental ideas?

3)  What are the key crificisms that have emerged of some of the most significant architectural
projects, and how do their architects respond to and challenge these?

4)  How is such criticism formed, and how is it challenged?

Aims and Objectives

1) To extend and develop critical debate
about some of the major architectural projects
of our time through use of one of architecture'’s
own pedagogical formats

The series is an infentional crossover between
academic research, student teaching and
journalistic criticism. It aims to extend and
develop the debate of some of the major
architectural projects of our time in a way
that is at once lively, highly informed,
operating at the highest critical level, and

is remains accessible o the newest design
student. It does this by adapting one of
architecture’s popular teaching methods, the
‘crit for international and critical purposes,
with infernational academic critics, working
journalists and major practitioners forming
the crit panel, but also by ensuring a largely
student audience so that the discussion also
includes the newest 'visitors' to the project.

2) To devise a format to engage eminent
architects of major projects in critical, public

debate

In devising this format, the series seeks firstly,
fo receive a firsthand account of the infentions
behind the project, presented by the original
architect as though for the first time, and then,
their reflections on that project with the benefit
of hindsight. Secondly, it selects critics to
challenge and discuss that description, and

in particular, fo debate with the subjects the
critical view of the project which arose at the
time and has risen since. In mainfaining the
'student crit’ format, it allows for questions

to be occasionally shocking, irreverent, or
extremely simple and direct; of a kind which
would not normally be asked of such an
eminent architect in any forum, let alone a
public one.



3) To record and expand the public event devised the Archigram Archival Project and

info a publishable format that extends critical therefore opens the series up more genuinely
debate about the projects and makes it to an online audience as a major public
accessible to a wider audience. resource.

The book format seeks to combine and
develop some of the established publishing
conventions of architectural books: mixing the
academic with the "visual” book; the transcript
with the edited collection book; the student
fextbook with the ‘scrapbook’. It consist of

a preliminary section with an introductory
essay; the brief for the original project; and an
'illustrated section” including both key images
and many litlle-known or unpublished images
uncovered by the research. This section is
followed by a full transcript of the debate
itself, where scrupulous editing, exfensive
footnotes and inclusive picture research clarify,
elaborate, explain, challenge and illustrate the
debate itself. Finally there is a closing essay,
a section for supplementary material such as
facsimiles of key critical articles, or sfop frames
of relevant movies discussing the project; and
a full index of further reading.

The website adapts the same basic material fo
an online structure, where a video of the whole
talk is accompanied by a timeline of visual
images and notes, (thus acting as the digital
version of the main annotated franscript).
Essays and supplementary material are
available alongside this. The site further allows
you fo link though to samples of the books

of the earlier events. The web format builds

on the experience of the EXP team who also



Research Methods

The series borrows a teaching and feedback
mechanism from its own teaching method:s -
the crit and applies it to the most influential
design projects and practitioners. It therefore
sets a wellestablished but unpredictable
crifical framework - description/presentation,
chaired critical discussion from specialist
panel, audience questions - allowing both
evolution of description from the designers,
high level debate with eminent critic of very
different kinds, while maintaining the need for
clear description to newcomers to the field.

To this it then applies the highest standards of
editorial input over the whole series, both in
structuring the event and debate itself as far as
possible, and in the subsequent publications
through editing, annotating, illustrating and
adding new critical and interpretative material
to the franscripts of the events themselves. This
resource was developed first in book form with
John Morgan Studio designers and Routledge
as publishers, and then in the design of a new,

custom-built web format, considering technical
possibilities, visual appeal and broad usability
at a number of levels. As with the Archigram
Archival Project, the project attempts to

make academic material available to a

new audience while maintaining academic
standards of rigour, clarity and infellectual
confent.

The EXP team (led by first Rattenbury and
Hardingham and then Rattenbury with

other members of the University) selected

the projects, researched the key fexts and
criticisms on them, selected (and persuaded)
the panel members; devised crib sheets for the
audience giving the background to the project
and identifying key debates which had arisen
since; participated in the debates, recorded
the events. They then reviewed and exfended
these for publication, researching and writing
the footnotes, sourcing images, writing

new accompanying texts and preparing an
appendix and list of further reading.

This was a highly collaborative project. Rattenbury’s roles were:

1) Cocurator of events #1 - #6

As collaborator, with Samantha Hardingham on Supercrits #1-6 and lead organiser on Supercrit
#/, Rattenbury was involved in selecting subjects, arranging events, researching the critical
background and preparing the materials (textual and visual) for events.

2) Co-author/editor of books with Samantha Hardingham
This involved detailed control or transcript editing throughout, picture research, research and
writing notes, research of additional materials and writing infroductory essay.

3) Website

Rattenbury devised and oversaw the project, edited the transcript (Supercrit #5) wrote the nofes,
selected pictures and wrote accompanying new texts. Website development design was by Filip
Visnjic and Eduard PratsMolner; production, management, video editing and picture research,
additional notes and editing by Clare Hamman.



Dissemination / Impact

All events have been free and oversubscribed.
From 2005, the Architecture Foundation joined
EXP to run the series because of vast demand
for places. Collaboration and support came
from major institutions such as the Canadian
Centre for Architecture, the RIBA and Tate
Britain, and from the Architecture Foundation,
who coran the events from Supercrit #3
onwards. Reviews have appeared in the
national and international architectural press
e.g. Building Design, AD, The Architect’s
Journal, The Architects Newspaper (New York|
and others. Books have lead to invitations to
Rattenbury to speak on the project at events
such as the AE foundation in Edinburgh,

2011 (http:/ /aefoundation.co.uk/pompidou-
videolecture-2-ofthe-architectin-publiclife-
series/) and the Ecole Superieure d'Art at

de Technique, France, 2012 (publication in
press). The series has been much imitated,
even to the use of the name Supercrits, for
instance at the Venice Biennale 2012. The
website launches October 201 3.



Fvidence

"The Supercrit is now establishing itself as a highlight of the academic London year, creating a
unique buzz with departure from the manner in which architecture is usually discussed.” (Helen

Castle, 2005, p. 22)

Events

Fig.O1 Supercrit #3 (L to R) Luigi Prestinenza
Puglisi, Mark Wigley?, Paul Finch,
Kester Rattenbury, David Greene

Fig.02 Supercrit #3 Richard Rogers

Fig.03 Supercrit #3 (L to R) Mike Dowd,
Gianfranco Franchini, Richard Rogers

Fig.04 Supercrit #4 (L to R) Paul Finch, Peter
Cook

Fig.05 Supercrit #4 Bernard Tschumi

Fig.06 Supercrit #4 (L to R) Peter Cook,
Bernard Tschumi, Paul Finch

Fig.07 Supercrit #5 Rem Koolhaas. In the
background (L to R): Murray Fraser,
Rowan Moore, Alejandro Zaero-Polo,
Paul Finch, David Green, Mark Wigley

Fig.08 Supercrit #5 (L to R): Rowan Moore
(back of head), Madelon Vreisendorp,
Rem Koolhaas, Alejandro Zaero-
Polo, David Greene, Mark Wigley,
[unknown], Kate Heron

Fig.09 Supercrit #6 L to R): Kester, Charles
Jencks, Leon Krier, Kate Heron (back of
head)

Fig. 10 Supercrit #6 (L to R): Leon Krier (sat),
Charles Jencks

Fig.11 Supercrit #6 Leon Krier

Fig.12 Supercrit #7 Michael Wilford

Books

Fig.13 Supercrit #1 Cedric Price, Potteries
Think Belt. Book Cover

Fig. 14 Supercrit #2 Robert Venturi and Denise
Scott Brown, learning from las Vegas.
Book Cover

Fig.15 Supercrit #3 Richard Rogers, The
Pompidou Centre. Book Cover

Fig.16 Supercrit #4 Bernard Tschumi, Parc de
la Villette. Book Cover

Fig.17 Supercrit #4 Book Spread, Proof

Fig.18 Supercrit #4 Book Spread, Proof

Fig.19 Supercrit #4 Book Spread, Proof

Fig.20 Supercrit #4 Book Spread, Proof



Website Screen Shots

Fig.21 Supercrit #5 Home Page

Fig.22 Supercrit #5 Presentation

Fig.23 Supercrit #5 Presentation

Fig.24 Supercrit #5 Presentation

Fig.25 Supercrit #5 Presentation

Fig.26 Supercrit #5 Presentation

Fig.2/ Supercrit #5 Presentation

Fig.28 Supercrit #5 Presentation

Fig.29 Supercrit #5 Crit, Paul Finch

Fig.30 Supercrit #5 Cirit, David Green

Fig.31 Supercrit #5 Cirit, Sean Giriffiths

Fig.32 Supercrit #5 Crit, Rowan Moore

Fig.33 Supercrit #5 Crit , Rem Koolhaas

Fig.34 Supercrit #/ Home Page

Fig.35 Supercrit #/ Presentation

Fig.36 Supercrit #/ Presentation

Fig.3/ Supercrit #/ Presentation

Fig.38 Supercrit #/ Presentation

Fig.39 Supercrit #/ Crit, Piers Gough

Fig.40 Supercrit #7 Crit, Charles Jencks

Fig.41 Supercrit #7 Crit, John Tooney

Fig.42 Supercrit #7 Crit, John Tooney and
Llouisa Button

Fig.43 Supercrit #7 Crit, Michael Wolford

Fig.44 Supercrit #7 Crit, Hugh Pearman

Fig.45 Supercrit #7 Crit, Louisa Button

Fig.46 Supercrit #/ Crit, Kieran Long

Press

Supercrit #3
PO1 Kerr, Jo. ‘A Jury of his Peers’.

Supercrit #4

P02 Castle, Helen, 2005. Tschumi Faces
the Family.” Building Design 1695, 21
October, pp.22,23.

SuperCrit #5
P.O3 long, Kieran, 2006. 'Rem Koolhaas.'
lcon 37, July, p.15

Supercrit #6

P.O4 Darly, Gillian, 2008. "Poundbury
Unpicked.” Architects Journal 11
November, p. 41-43

PO5 Hobhouse, Naill, 2008. ‘Code
remains Unbroken.” Building Design, 28
November.



Fig.01 Supercrit #3 (L fo R) Luigi Prestinenza Puglisi, Mark Wigley2, Paul Finch, Kester Rattenbury, David Greene



Fig.03 Supercrit #3 (L to R) Mike Dowd, Gianfranco Franchini, Richard Rogers
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Fig.04 Supercrit #4 (L to R) Paul Finch, Peter Cook

Fig.05 Supercrit #4 Bernard Tschumi Fig.06 Supercrit #4 (L to R) Peter Cook, Bernard Tschumi, Paul Finch
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Fig.08 Supercrit #5 (L to R): Rowan Moore [back of head), Madelon Vreisendorp, Rem Koolhaas, Alejandro Zaero-Polo, David Greene, Mark Wigley, [unknown], Kate Heron



Fig. 10 Supercrit #6 (L to R): Leon Krier (saf), Charles Jencks Fig.11 Supercrit #6 Leon Krier



Fig.12 Supercrit #7 Michael Wilford

14



LA rBY ALt B RIASLRAY LR DR BRI 1
et el 0B gy &b s F wbal (L mda e smeied Le bt
o i Pl P, walfm m ARG L a0 Sy

e e e L R L T PR S
FEAL SEEITE 4F BULEAS SErEEy mare, MEINIHCEE DT

bt T b Sl Vot o] bem n vy P
Bniiee B Teege st OF TRErREE CRdageeg. dad 1ns
e L R e e ST e
Haaris Fras

e e e e L e ]
L e e e e L]

bnrhims ud Aem praiards dimmretean - miedey .
g am ke apa aee 0 anan ] v wf Eoul e dnees ming
bhn wdae pmmimad wd SR dwEatw - GSem Gy grw s wd e b
B A b e e, FRA L g LR SIS TR

B e BT et el R g et TE Rk
- e L, ThEy B B
B L e e L L
Lraas semep praiscln

aparrenl Py FUTTASEEN TRESSRALT, Cadrin Privy weasimy Dusicic
T P R R TP R
Bt Frem Lis BSHN. T £89 Shar 158 STURLECE BAML
SSTIIEIA, sa4 NS ATE S o W AR AL PR b
CERRRAY B b B s P O T ST T N

Amplar BpLLETEery b e o s m o e pem iy
SRATESINE, LS AL B i REREd DR Deedre Toe Dederdesls
P LEFL 1RACEET BAd ASERISO1L B et

BEWETLe g mpr fogEn b s aryhd gt e ar A
Phn Ry e b

morianien med o gmmer o

Benmarys Taedm toe [apermed s Frgfica |1

8 Ahm wmaraiip

v e
il SRR S iR abitFa

R Rnsecge

e s me — L

Books

Supercrit #1
Cedric Price

POTTERIES THINKBELT

-
-
-1

eSO SN ey aypas TF

l SammathE HErdingaEes ke Lt ar RAtTsabury ]

Fig.13 Supercrit #1 Cedric Price, Potteries Think Belt. Book Cover

Fig. 14 Supercrit #2 Robert Venturi and Denise Scolt Brown, Learning from Las Vegas. Book Cover



Fig.15 Supercrit #3 Richard Rogers, The Pompidou Centre. Book Cover

Fig. 16 Supercrit #4 Bernard Tschumi, Parc de la Villette. Book Cover
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35. Frederick Law Olmstead (1822-1903),
landscape architect. His most celebrated
designs include Mont Royal in Montreal
(1876), the landscaping around The United
States Capitol Hill in Washington D.C (1874)
and Central Park in New York (completed in
1873 with architect Calvert Vaux (shown
here)). The latter was proposed as the
‘Greensward Plan’, a naturalistic design, a
complete work of landscape art and notable
as an early example of the park as a public
institution that had previously not been a
prerequisite of all urban green spaces

37. Step Piece (1970) by Vito
Acconci. In this piece the artist
“stepped on and off a stool in his
apartment every morning at the
rate of thirty steps a minute,
continuing the effort for as long
as possible; the results of his
‘daily improvement’ were
distributed to the art public in the
form of monthly progress
reports. (Source: Kate Linker,
Vito Acconci, Rizzoli, New York,
1994, p. 24.)

40. Sergei Eisenstein (1898 -
1948), Soviet Russian film
director and film theorist notable
for his silent films including
Battleship Potemkin, Strike and

October and his use of montage
in film-making characterized by a
‘collision’ of shots denoting
conflicts of social value, scale,
volume, rhythm or speed

Supercrit #4: Parc de la Villette

38. Michael Foucault (1926-84).
French philosopher, sociologist
and historian. Published works
include Madness and
Civilization: A History of Insanity
in the Age of Reason (1961), The
Order of Things: An Archaeology
of the Human Sciences (1966)

41. Stillimage from film
Battleship Potemkin (1925)

Fig. 18 Supercrit #4 Book Spread, Proof
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36. Stourhead, Wiltshire, U.K. The house, a Palladian
mansion, designed by Colen Campbell (1720-24) and
home of the Hoare family from 1717 (previously home of
the Stourton family for 700 years). The gardens were
designed by Henry Hoare Il and laid out between 1741 and
1780 and are considered to be at the forefront of the 18"
century English that

nature as inspired by the landscape painters of the 17"
century such as Claude Lorrain (1600-82)

39. Jacques Derrida (1930 -
2004), French philosopher and
founder of ‘deconstruction’.
Major formative texts include
Writing and Difference, Of
Grammatology, Speech and
Phenomena all published in 1967

19. Sol LeWitt (1928-2007), American
Minimalist and Conceptual artist, whose
work focused on the cube and the square,
working in series of permutations.

20. Richard Meier, b.1934. American
architect, renowned for his pristine white
modernist buildings, including the Smith
House, Connecticut; The Getty Centre, Los
Angeles; and the High Museum of Art,
Atlanta, Georgia. He was a central figure in
the New York Five in the late 1960s (a group
that also included Peter Eisenman, John
Hejduk, Michael Graves, and Charles
Gwathmey), also known as New York Whites
for their pursuit of a purist Neo-Corbusian
architecture. See, Five Architects, Oxford
University Press Inc, USA, 1975.

Transcript: Parc de la Villette 61

For all their so-called “sculptural” quality, the folies are not abstract
sculptures in the manner of a Sol LeWitt'? artwork or even a Richard
Meier building.?® They are about the dialogue between contemporary
buildings and the reality of the city. This is most apparent in the drawing
that shows the grid of folies extending out from the city of Paris as a
repetitive and potentially unending succession of buildings. La Villette's
explicit status as an “urban” park also contrasts with the paradigm of
Olmsted35 or of the English park38 as a replica of nature. Despite their
green grass and somewhat eccentrically planted gardens, the flat surfaces
of the planes are not programmed; | didn’t and do not design what
happens on them. For example, during summer nights, the large green
field at the centre of the park becomes a 3,000-seat outdoor cinema
theatre. This is what | mean when | say that La Villette is a piece of the
city, a variegated space of cultural places. It is a new type of park—a park
of “culture,” not “nature.” But the park is also more broadly “cultural” in
the sense that its design was informed by some of the ideas of the day.

| mentioned earlier that | had been fascinated by the work of artists like
Nice Style. | should also mention Vito Acconci and other American artists
who were interested in the interaction of the body with space.37 In the
art field, but also in the literary world, | found others who were asking
the same questions as | was, in totally different ways. At the time | knew
as much about art, cinema, and literature as | did about architecture. |
had read people like Foucault,38 who discussed the circulation of power
and the establishment of archetypes like prisons and hospitals, but also
people who were asking questions about the notion of stability, the
notion of “truth,” and what were, at the time, very radical questions
about our society.

One of them was Jacques Derrida.3? We should get one thing straight
here: the park was not at all inspired by his theories. | do not think you
can "build” Deconstruction. Derrida was more of an ally, in the same
sense that | was looking for people to support and confirm what | was

40 such

doing in certain 1920s work, like the films of Sergei Eisenstein
as Battleship Potemkin,”#1 and the work of the Dadaists,42 Surrea\ists,“’3
and Constructivists. 44 | thought Derrida was asking many of the same
questions about foundations and fundamental concepts in his field that

| was asking myself in architecture. So | invited him to come and design

a garden at La Villette, and | paired him with Peter Eisenman.45 He had
never been approached by an architect before. When | first asked Derrida
to come to my office, he immediately asked me: “Why are you interested
in Deconstruction? Because Deconstruction is anti-form, anti-hierarchy, and
anti-structure.” My answer was: “Precisely for those reasons!”

At the time, this pairing-up caught fire and everybody talked about it, but
what was more important was that it demonstrated a wish not to accept
all the received ideas about what architecture is. Architecture always
needs to re-examine itself inventively. The La Villette project was not so
much about how to condition design, but rather about how to design
conditions, namely, to try to stage situations, specifically urban situations.
Right now there is a lot of discussion about the idea of surfaces, and
conditioning the package or packaging of architecture. But the intention
of my project was much more about designing the conditions that can
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Bernard Tschumi Well, the issue of “art and architecture” is actually rather painful, because
why should those categories be so hard-edged? At the time when Bruce
and | were playing with ideas and talking together, we referred to it as
“the sensibility.” The relationship between the two terms was extremely
close. There were not too many differences between the way Bruce
McLean was thinking here in London, and the way friends of mine like
Robert Longo,e‘r’ David Salle,86 or Cindy Sherman®7 were working in
New York. But the funny thing is that you could produce work without
caring whether it was called “art” or “architecture,” as part of a common
exploration.

About four years before La Villette, people started to come to the New
York loft where | lived and worked to see my work. Some of them invited

me to exhibit in art galleries. Then | was formally asked by two galleries
65. Bernard Tschumi in a stillfrom an untitied film by Robert Longo at the same time. One was called Metro Pictures, the other the Max
Protetch Gallery. | had only admiration for the artists showing at Metro
Pictures (who included Cindy Sherman and Longo, among others) and
less interest for the work of Michael Graves®” and a few other architects
at Max Protetch. By then | was very close to an art critic named Kate
Linker,** and when | mentioned that | had been approached by Metro
Pictures, she said, “No way! You're not an artist, you're an architect!”
Psychoanalysis, right? So | exhibited at the architects’ gallery. The reason
why | tell this story is that the social and professional pressures are such
that, even if you want to fight against received ideas, you often end up
caught up in them. If you always try to travel the road that accompanies
freedom, then you are really stuck as an architect because your clients are
banks, governments, and other establishment people. So we are caught
in that strange situation where we have to manoeuvre in order to give the
appearance of respectability. Therefore, we call ourselves architects.

Nigel Coates It is difficult to focus the La Villette design on the issue of movement
because that can never be repeated. It is represented and frozen and in a
sense conformed to all the freezing tendencies architecture has performed
since time immemorial. But that means that the actual movement and

the actual experiences which take place in the spaces you've created, is

67. Untitied Film Stil #17, 1678 (reprinted 1998) by Cindy Sherman another step. How much do you think that you were able to anticipate

what those occupations would be? Did you want to anticipate them,

or did you want to cause the absolutely opposite, where nothing was

determined about how the spaces would be used? Of course the cubes

66. High and Low, 1994 by David Salle are the clearest example of that point. Where the cubes, as | understand
it, have certain prescribed functions — whether it is a kindergarten or a
club — but then they translate choreography into three dimensions. They

32. Michael Graves, b. 1934. American
architect and one of the New York Five (see : ! ‘ ‘
1n.28). His post-modern style is at its most engagement. So when they were built, were you surprised or disappointed
playful and entertaining at the Swan and by the way people used them — were ordinary people able to live up to
Dolphin Hotels, Disney, Florida and most
sober at iconic The Portland Building,
Portland, Oregan. Graves is also well known
for his furniture and product designs.

33. Kate Linker, art critic and writer of . R
books on art including Love for Sale: The movement. Maybe it goes back to the arts scene of the time, when a
Words and Pictures of Barbara Kruger (Harry number of artists were interested in B-movies and had taken images and
N. Abrams Inc, 1990) and Vito Acconci
(Rizzoli International Publications, Inc., 1994,
among others. movement that you have drawn on a piece of paper and eventually build

are not just flat, not just a wall — they have a kind of balletic, sculptural

what you expected them to do?

Bernard Tschumi YES! Before getting to people, | should touch on the issue of frozen

freeze-framed them, as one calls it. So sure, you could think that the

Fig. 19 Supercrit #4 Book Spread, Proof
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77. Questions from the audience

Fig.20 Supercrit #4 Book Spread, Proof
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39. The Event-Cities series is published
by MIT Press, Cambridge, MA and London
The first volume was published in 1994.
EventCities 2, published in 2000, includes
the Parc de la Villette on pp. 44-223.

40. See bibliography.

Paul Finch

Unidentified Student??

Unidentified Student 2

Paul Finch

Bernard Tschumi

Transcript: Parc de la Villette 93

La Villette.*” We have never done a big book on La Villette, though we
might one day.*® This was done on purpose: because of the scale of the
project, it would swallow up everything else; after all, we worked on it
for 15 years, right? So the issue—and now | am back to your other point
about “strategies”—is that | really believe that architecture is made out
of a number of concepts and ideas that can have an incredible effect

on both the history or nature of the discipline, but also on the everyday
life of people. If you go back to the three parks in Paris that have been
built, people talked about them as the parks of the future, the present,
and the past. People called La Villette the “park of the future,” which is
nice. But what's interesting is that it is the one where the activities are
unpredictable—that it is the only one that has had a social impact.

Can | ask if there are any persons in the audience with a question? I'll take a
couple and then come back to Bernard for a response.

I'm particularly interested in how you managed to transform an abstract
project like The Manhattan Transcripts into a reality at La Villette, and

| want to ask you this: you say The Manhattan Transcripts derived from
attempting to create your own vocabulary in architecture but that is 25
years old now. So if you had to do a student project for this time next
week, say for another crit in a week’s time, and you had to redefine
today’s rules, how would you go about it and what would you do

differently in relation to The Manhattan Transcripts?

You mention about building this scheme as something that was built

from your text, and you mention the words “practicing theory” and
“theoretical practice.” So | am going to pick up on the ideas of practicing
theory. Something that you mention as an intention would be event and
the cinematic. How would you assess this project based on the scale of
elements, say if the follies would be normal huts or the lines would be just
normal promenades or the scale of the park in relation to the city? But,
what is its success compared to Hyde Park in London, or maybe compared
to Downsview in Toronto which is the inverse? How does practising theory
become useful to you? Is it merely a tool for formal interpretation of the
subjective judgement?

Nice simple questions, then.

To the first question: if | had to do another project in one week and present
it here, forget it! What | found out is that it's very quick to come to a
form; it's very slow to arrive at a concept. So things just don’t happen in a
week. In the case of The Manhattan Transcripts, perhaps the major lesson
that | learned from it and that still occasionally comes back in my work
today, is the notion of independent and autonomous systems that work
without any reference to one another and are superimposed on one other.
Also, it was very useful to have explored a specific series of devices in The
Manhattan Transcripts. | was not bound by the usual architectural clichés
of architectural representation because | was inventing the rules as | went
along. Maybe that was the closest | got to behave like an artist. The
question about practicing theory and theory preceding practice or practice
preceding theory—well, | have always hated the idea of a clear “outcome”
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Supercrit #3

A Jury of

His Peers

SuperCrit #3: Centre Pompidou

Ressarch Contre for Expanimaental Practice,
Univeraity of Westminster,

35 Maryiebone Road, London, April 22

We talk about architecture being ageless,
but it certainly has the ability to age us: There
is something truly dispiriting about realizing
that the buildings that inspired us when
we were younger are now themselves old
enough to be treated as historical artifacts.
When the passion and arrogance of youth—
and the callow belief that we might just
change things for the better—mellows into
a benign acceptance of the world as it is, the
awkward and original buildings that once
threatened to change the world forever now
just seem to fit snugly into the environment,
as if they'd always been there.

Thus it was with some trepidation that |
went along to hear Richard Rogers and other
members of the original design and engi-
neering team of the Pompidou Center in
Paris talk about the project, now old enough
to have had several facelifts and even major
reconstructive surgery. (Renzo Piano did
not attend due to a scheduling conflict.)

Thirty years ago, the Pompidou offered (at
least to this angry young man) a dream of a
previously unimaginable future, the stuff of
science fiction miraculously manifested in
the here and now. | really wasn't sure |
wanted to hear the object of my youthful
passion being solemnly discussed as if it
Were a corpse at an autopsy.

| arm mightily relieved to report that this
marvelously entertaining event wasn't grim
at all. This was partly to do with the character
of the key players, and particularly Rogers
himself, who was able to effortlessly conjure
up all the commitment and idealism of his
younger self, But the nature of the occasion
itself contributed to the entertainment: This
was the third and latest in an inspired series
of events at the University of Westminster,
known as SuperCrits. The idea is that the
originators of a seminal architectural work
are invited in to defend their work in front of
a distinguished jury, much in the way that a

Left to right: Original team members Mike
Dowd, Glanfrance Franchini, Richard Rogers.

student has to in a school crit.

The day’s proceedings did not start out
auspiciously. Despite a pithy introduction by
jury chairman Paul Finch, the ever-aloguent
editor of the Architectural Review, when
Rogers was given the floor, the audience
subsided into a hushed and reverential
silence, and the event threatened to be rather
respectful and decorous. However, things
came to life when another juror, the leg-
endary David Green of Archigram, decided
to enter wholly into the spirit of things. To
the sounds of audible gasping and uncom-
fortable shifting from the audience, he
launched into a no-nonsense critique of the
project itself. In the time-honored tradition
of the studio tutor, Green complained of
the lack of a site plan and declared that
the whole thing seemed over-engineerad.
It quickly became obvious that Rogers was
happy to defend his corner, and did so cred-
itably, to sustained laughter and applause.
I wondered whether some of his illustrious
contemporaries would have proved so
raady to slug it out face to face with a com-
bative jury.

The most interesting debate of the day
centered on whether the building itself
reflected a post-'68 spirit of radicalism or
whether it was a cynical palliative by an
entrenched and conservative establish-

ment. Opinions remained divided on that
one but Rogers was quick to point out that,
at the very least, former President Georges
Pompidou refrained from interfering with
the competition, and the anonymous nature
of the competition allowed a surprising and
adventurous winner—something jury chair
Philip Johnson must be given credit for.
Perhaps the most obvious proof that this
building was conceived in another, more
generous era was Rogers” admission that
they weren't even told what the budget was
until a year into the project, lest it curb their
imagination, and yes, of course, they then
found they were well over budget!

In retrospect, the ambitions and spirit of
the original Pompidou design have survived
the passage of years well, even though it
was compromised in execution—then-Presi-
dent Giscard D'Estaing was unenthusiastic
about a project that carried his predeces-
s0r's name—and subsequent modifications
have severely compromised the democratic
ideals of openness that it once embodied.
For those present this was a unique oppar-
tunity to reassess one of the major architec-
tural works of the late 20" century. The idea
of the SuperCrit reanimates architectural
history in a very compelling fashion, and
I for one can't wait for the next one.

JOE KERR HEADS THE CRITICAL AND HISTORICAL

STUDIES DEPARTMENT AT THE ROYAL COLLEGE
OF ART IN LONDON,

PO1: Kerr, Jo. ‘A Jury of his Peers’
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Supercrit #4

'Helen Castle watched Parc de la Villette receive the Supercrit treatment

Tschuml faces the family

Tb-e&upamtlsm

itself as a highfight

: of the acadenyic Londion year,

creating aundque bazz with a

| deparbare from the manner in

which architectare is usuallby

| discussed.

Organised by the Research
Centre for Experimental Practice
at the University of Westminster,
it bas transformed “the crit” into

potenrtiall mischief, as regnalar
chair Paal Finch observed, of “a
whole boad of Impertinent
questions™

Following Richand Bogers’
presentation of the Pompadou
Centre last April, Bernard
Tscham's Parc de la Villletie in
north-east Paris was the subject |
of last week's event. Tschums |
won the project by competition
im 1982, transforming the former

meat market and slanghterhouse
into Paris’s largest park,
pﬂpﬂ]atﬂdm:hhngh‘lmd
stmactures for a variety of uses.
Tschumi embraced the
Supercrit experience with all the |

d.l.l.gm:uu: of a final-year shadent, |

arriving half'an bour early and
rearranging drawings for the
Jjury’s and andience’s scrutiny at
the front of the: room. He was
dressed for the occasion indark
trousers, white shirt and a fire-

match his constructivist follies at |

]a‘i.lﬂeue,huutwasa

Standing with his back to the
window, Tschami was faced with
a jury that was dominated by

22 | Building Design | October 21 2005

| Tschomi [abave) gave 2 stemaing

presentation oa Part de kaWillette (right).

| what e jested were his “AA
| Eamily™: Peter Cook “father™;
| Nigel Coates, “brother”, and
| Carlos Villaneuva Brandt

“illegitimate son”, Artist Broce
MeLean and architectural
historian Murray Fraser bad also
been theown in for some
semnblance of balance. Sucha
regrouping always nans the risk
of backslapping and out and cet
cosiness, but Cook, Coates and
Villaneuva Brandt not ondy
represent different geperations
atthe A4, best very different
precocapations. |
Tschumi's presentation was a i
tour de force. It is very rare to see |
astodent andsence totalby
cormrapped, the nonchalance
knocked out of them by a singlle |
speaker. The experience wasone |
of reading a virtuoso movelist
when the possibility of ever
writieeg like that yourself'is
moved even farther away from
your. Cook praised Techumi for
his unswerving “clarity”™ and it

P.02: Castle, Helen, 2005. ‘Tschumi Faces the Family.” Building Design 1695, 21 October, pp.22,23.




SuperCrit #5

rem koolhaas

The fifth in the University of Westminster's Supercrit series had

Koolhaas in a gracious and confessional mode, found Kieran Long

“You've actually succeeded in slightly
intimidating me,” said Rem Koolhaas
as he kicked off the latest talk in the
priceless Supercrit series at the
University of Westminster.

The series invites big-name, grown-

up architects to present, as if it were
a student crit, their most canonical
projects to a jury of distinguished
critics and 300 or so students.
Koolhaas was here to present
Delirious New York, the book that
boldly announced his presence on the
architecture scene in 1978.

Architectural Review editor Paul
Finch made a rather intrusive
compere, but the jury was pretty
good, and not all were sympathetic
with the Dutchman. Marc Wigley
(dean of Columbia University
architecture school), Alejandro Zaera
Polo (FOA) and David Creene (ex-
Archigram) were the main critics.

Koolhaas pulled out themes that
demonstrated the book's continuing
relevance. Some were very personal,
like his fascination with "the aspects
of modernisation that were precise,
brutal,” including the ruthlessness of
the settlers, and the grid, which he
describes as a “courageous act of
prediction”.

The maost striking observations
were about the scale and complexity
of Manhattan’s buildings, a trend he
felt would become more prevalent.
He saw the book as the start of an
awareness that “the cities of the
future would not be coherent, but
would consist of huge and single
architectural complexes ... that
could exist anywhere,” pointing to
Shenzhen and Dubai. This critique is
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P.03: long, Kieran, 2006. 'Rem Koolhaas.” lcon 37, July, p.15
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that Koolhaas originated it.

The presentation also aimed to
dispel a few myths about the book
and his own reputation. e

The necessity for these explanations
was revealed by Wigley and Greene's
admissions that they had not read the
book at the time of its publication,
but both felt “as if they knew it” from
the many conversations they'd had.

Greene in particular was punchy,
clearly still smarting from Koolhaas'
rejection of Archigram’s machinic
optimism in 19705 London. Koolhaas
was gracious in the face of Greene's
floundering. You got the impression
that he still hadn't really read it.
Wigley, though, was compelling,
presenting a reading of the book as
akin to the Kinsey report, a work of
surveillance trained on the fertility of
a particular place and time.

Koolhaas seemed to warm to the
supercrit format, at times taking on
a confessional tone; "I've always
thought of myself as a continental,
and | was very inspired by a sequence
of French intellectuals that ended
with Roland Barthes,” he said.
“Barthes’ Mythologies was the first
thing to really take seriously the
unserious.” IU's revealing that
Koolhaas sees himself as the
successor to French philosophers of
language rather than architects.

Find out about future Supercrits at
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Poundbury unpicked

Krier excels in the Supercrit format, but his work fares less well, says Gillian Darley
Supercrit #6: Leon Krier presents Pound bury. 31 October. Room M421 , University of Westminster, 35 Marylebone Road, London NW 1 5LS

Who’d have thought that last Friday’s Supercrit
#6, Leon Krier’s discussion of his Poundbury
masterplan, would prove the most Popular
of the series? The man behind the Dorset
‘urban village’ masterplan - now Approaching
adulthood - beat previous Participants such
as Robert Venturi and Denise Scott Brown,
Cedric Price and Rem Koolhaas, and filled a
studio up on the fourth Floor at the University
of Westminster. The Organisers, Kester
Rattenbury and Samantha Hardingham of the
university’s Research Centre for Experimental
Practice (EXP), chose a topic with surpr,isingly
broad appeal in this ongoing series that place,s
key pinternational projects under renewed and
expert scrutiny.

Krier is a natural at this kind of disquisition
An easy polemicist with a well-honed
presentation who is quick to show off his
skills as a draughtsman. Charles Jencks, who
chaired the event, praised Krier as a master of
the dialectical method, the lecture as thinking
process, and so it was - even if it was all
too familiar in the pegs for its arguments. If
the audience is to take away one message,
Krier said, it is the philosophical error of
distinguishing between high and low tech.
There is, he holds, ‘only one technology’.
His objective is to clarify planning issues and
to strip away the Modernist agenda. ‘Vast
repetitions don’t make real societies,” said
Kirier, after laying in to high rise (‘vertical culs-
de-sac’) and insisting that Poundbury’s prime
objective was to produce a ‘network of towns
which can survive the loss of fossil fuels’,
cutting back on car use. In Dorset, it is simple:
for the Poundbury masterplanner, ‘length of
legs’ determines the scale.

In the audience, forced to crane our necks
sharp right to see the screens, we listened

as Krier expounded the masterplan for
Poundbury, the four concentric urban villages
(with no acknowledgement made to Ebenezer
Howard’s garden cities), the taming of the

car, a design code (backed, at every turn, by
‘solid drawings’) and the wholesale rejection
of Modernism - the message as delivered for
almost 20 years. But Poundbury is atypical, an
estate town with an unusually high-profile lord
of the manor. Resolute anti-Modernist Prince
Charles, who, as the Duke of Cornwall, owns
the land on which Poundbury sits, has shown
great fortitude, says Krier. So, it must be said,
has Krier.

Now, however, the theory of Pound bury
has to be measured against reality: two phases
are complete, a third is about to start on site.
Krier sees the plan as a 60 per cent success,
let down by intransigent local authorities, the
British construction industry and, he implied,
by the growing imbalance (and resulting
tensions) between the established outer areas of
Dorchester and the new extension. He is bullish
about the next phase. It will be better built
and finally includes a feature for the skyline
which is, to my eyes, strangely reminiscent of
mud-brick towers in sub-saharan Africa. With
Krier’s alarm about the pending resource crisis,
the towers at Poundbury might contain water
tanks similar to those at Thorpeness on the
Suffolk coast.

Poundbury is a highly planned, coded
environment. Krier varied its plot sizes and
mixed uses in civility and the hope that a
coherent community would emerge. Yet
attempts to create social diversity were less
than successful, even before the current
downturn. A bit of reflection, even a sense of
history, might have helped - it was a century
ago that Dame Henrietta Barnett had the same

SuperCrit #6

'Poundbury unpicked

difficulty with her ‘workmen’s cottages’ at
Hampstead Garden Suburb. Nor can Krier (or
his client) grapple with the radical ideas that
lay behind the garden cities and copartnership
estates; experiments with tenure and the wider
benefits of sharing rising land values are not
for the Duchy of Cornwall. From the start,
Poundbury was simply an attempt to better the
quality of a development that was already on
the cards.

Krier faced not only a full audience, but
a five-strong panel of critics. Sean Griffiths
of FAT confined himself to enjoying the
strangeness of Poundbury while questioning
its wider application. Jules Lubbock was
Prince Charles’ architectural adviser when
Krier was chosen to mastermind the Duchy of
Cornwall venture. Architect Michael Wilford,
formerly of James Stirling Michael Wilford
& Associates has, oddly enough, never been
tempted to visit Poundbury despite often
driving by. He questioned the relationship of
the sectors to the historic town centre and the
lack of topographical information.

Krier worked in the Stirling Wilford office
until epic battles with Stirling - exacerbated
by the Prince of Wales, as Jencks reminded
us - brought that phase of his career to a
close. Panelist James Woudhuysen detected a
misanthropic note in the scheme, or at least, a
detachment from reality leavened by privilege.
As the panelists asked, if Poundbury aspired
to self-sufficiency, where was the hospital and
where was the power, plant?

But until a spirited intervention by panellist
Sarah Wigglesworth the elephant in the room
- style - was not acknowledged. Where was,
she asked, the ‘readily available ordinariness’
of the vernacular? The architecture under
discussion was, by definition, expensive,

and Wigglesworth questioned the references

to authenticity. Krier was rattled; he found

it ‘touching’ that Poundbury isn’t seen as
looking contemporary enough. Wigglesworth
pursued the point, though, taking issue with
Krier’s emphasis on form and suggesting

that suitable ingredients for a contemporary
vernacular might include ‘history, memory,
making and aesthetics’. Krier admitted that,
thus far, Poundbury was more ‘cottagey’ than
he wanted, his own image of the town having
been rather closer to Georgian urbanism. He is
less worried by accusations of cultural kitsch’
than by the loss of control over the skyline and
the shoddy quality of the construction - at least
when builders have been required to return to
traditional materials and forms.

The results, Krier admitted, have all too
often been achieved ‘with glue’. He originally
wanted towers, and described making a
presentation to district councillors in which
he showed them familiar Dorset villages with
the towers and spires photos hopped out. They
were unable to identif Y even one.

Venerable housing consultant Stephen
Mullin took issue with Krier’s postulations:
the vast majority were, for him, so nonspecific
that they could result in anything at all-
from Cedric Price to the town of Carmel in
California. Mullin was unconvinced about
what he saw as Krier’s overly prescriptive
ways of creating a ‘balanced community’.
Then, from the back of the room, came the
voice of a Poundbury resident: for him, the
theory was compelling but the reality was a
form of banishment. Enough said.

Resume: Krier fails to convince as a
Poundbury resident gets the last word

P.04 Darly, Gillian, 2008. 'Poundbury Unpicked." Architects Journal 11 November, p. 41-43



Supercrit #6

Code remains unbroken

In the latest Supercrit, Leon Krier explained why his masterplan for neo-traditionalist village Poundbury
was meant to be boring. Niall Hobhouse was there

LECTURE

SUPERCRIT 6: POUNDBLURY
Lemﬂmrnm-sterplm.

In the Supercrit, as devised by
Cedric Price and others shortly
before his death, the design prac-
titiomer is required to re-present an
old 3dea that was, infits day, impor-
tamt principally for its timeliness.
For the attentive andience, the
rewand lies in the knowledge that
any managed outcome will be
flawed and uncertain.

Apnd so it was, magnificently,
last Friday at Westminster Trni-
versity, where Leon Krier pre-
sented his Poundbury masterplan
tr a panel of critics including
Michael Wilford, Jules Lubbock,
Sarzh Wiggelsworth, Sean Grif-
fiths zmd James Wowdhuysen.

Poundbary sits on an unstable
vears by an army of critics, apolo-
revisionists — with the belp of
politicians, princes and social-
planmers. The test of amy great
manifesto is that no thooghtfial
reader can remain neutral for long,

The proper lessom of Sapercrit b is
that the reality of Poundbary will
remain elusive becawse each of =5
feels so stromgly about it.
Poundbury is most of all mem-
orable for a slightly banal ordi-
nariness. Krier, who has anm
answer for almost everything, tells
us that this is just the point:
Poundbeary was meant to be bor-
ing, as any urgent expedient for

sobving a world crisis in howsing,
building skills and natural
resources pevds to be.

And i fact at Poundbury
thereare asurprisingnom- G
berofiquite ondinary, orat
least subliminally appee-
ciated, things which do
succeed. For a start, cars
behave themselves, moving
showlyin the virhsal absence of
signages; this isasoxall battle won
against the traffic engineers,
even if on ground that was
carefully chosen. When &
stationary, theyherd tog- 4§
ether into the “mews™
space behind the

of design
codes,

People also scem to be behaving
better, even if at times they look a
little hunted. In addition, they
seem hapgy tolive — in expensive
housing — at relativeby high den-
sities, and are quick to defend
mixed- imeome pocapation.

Above all, Poundbary has
become the soccessful model for
suburban development, not for
the Dhachy of Cormwall alone but
for much of the south of England.

And as one successfial
Poundbury bailder
ee toldme: “We likeit
better, too. Wecan
baild 2 bouse for
¥ 10% maore and sell
it for 30% more™
[t#s hard to blame
planning officers

P.05 Hobhouse, Naill, 2008. ‘Code remains Unbroken.” Building Design, 28 November.
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or committees, under huge pres-
sure to support hoasing develop-
meent, for embracing a modd that
is generally popular with their
constituemts, but swocess has
beought some new categories of
peoblem. As Poundbary

— and the model is rq:ln:atcd. in
almost every town and village —
s also the rigoar of the original
designoode is dilated. Krier'sown
rules are at best misunderstood,
and at worst observed in the
beeach: the massing of the beaild-
ings, nse of materials and the
quaadity of the streetscape become
less comvincing.

The other problem of successis
that nothing like “trickle-down™
gentrification can occur where
gentrification is itself instant and
all-embracing. There was never
much at Poundbeary for the entry-
level buyer, but phase IT now owes
more o Regency Cheltenham
thanto Tolpuddle or Ceme Abbas.

Speaking at the Supercmit,
Charles Jencks said memorably
that, by the end of the 1970s,
“Leon had become the moaost
important communicator of
architecture inthe wordd”. Perhags
we need to remember that being
able to draw so0 wonderfully or
with sach purpose did not itself

make him a good designer. Krier

has mever claimed for himself

much of an architectural role
beyond the gemeration of the

oodes.
At Poundbury, the codes do
seem to have made bad architec-

ture a bit less casunally easy. The
problem is that there is, equally,
almwast nothing that is very good.
Protablythe mistakes of detail and
execation will come to be seen as
a patination of Krier’s overarching
idea, as he claims they will.

His comment, towands the end
of the morning, that =...1 could
bave designed a marvelloas mod-
ernist town; bt [ dida’t have time
for this; things are too seriows,”
may have been disingerumes, not
least becaunse there was never a
question of the cient or the Daorset
planners embracing the idea; buat
getting worked up aboat the book

‘I could have
designed
amarvellous
modernist
town; butl
didn't have time'

of the-architecture was realby never
the poinz. After 20 vears, what
secms more interesting is the
question the project raises about
the real limits of the architect as
aubeur of social change.

Itis worth pausing to acknow-
ledge that vounger practicesin the
UK arcat last producing housing
propositions that convinece by
their studied ondinariness and by
the studied reticence of itheir des-
igners. To a remarkable degree,
these new schemes relly on what
Krier himself describes as the
rediscovery of the “tectonic logic
of materials™ — and increasingly
the new materials deployed go
well beyond his Emited palate of
clay, stone and stuoco, They also
relyonan understanding of space
asa resource to be consumed fru-
gally. Of comarse, we can recognise
something of the same 2t Pound-
bury, but it was achieved there
with Krier's book of rules for
planning the picturesque, and
it alienates as many people as it
persaades.

This is perhaps 2 moment to
ackmowledge graciowsly that
Poundbary haswon all the battles
it possibly could have, then w
reapply the most useful of its les-
sons outside middle England.
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