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ABSTRACT 

This thesis was written for the Master of Architecture (By Design) course at 

the University of Melbourne. The course consisted of a Major and Minor 

Portfolio. The Minor Portfolio was done on the assumption that a collective 

architectural project existed. After completing the Minor Portfolio it became 

clear that such a collective project did not exist. An examination of the 

Minor Portfolio showed that the designs were eclectic and followed a 

particular pattern which could be called rational. Therefore rational 

eclecticism became the topic of investigation of this thesis. The result of this 

study is a statement of a rational eclectic architectural position in the Major 

Portfolio design projects and in the conclusions drawn in this written 

dissertation. 

The designs for the Master of Architecture (By Design) Major Portfolio 

(International Visitors' Centre and the Cardigan Street Housing) were 

produced by selecting ideas and forms as models for each design. In this 

design process, eclecticism was identified as the means by which forms or 

ideas are selected, and rationalism was identified as the development of an 

independent approach to design. The design process was organised as a 

syncretic project in which ideas and forms are associated by similarities 

rather than formed into a logically consistent system. An examination of 

recent examples of eclectic architecture showed that the value of eclecticism 

is in the insight that it offers to particular architectural questions, rather 

than in the development of a system of ideas or forms. These ideas were 

developed in the Major Portfolio designs. In the International Visitors' 

Centre design (Major Portfolio project 1), form was either the result, and 

representation of, an abstract idea distilled from an eclectic range of 

sources. In contrast, the Cardigan Street Housing (Major Portfolio project 2) 

design solution was free in its direct and literal use of forms based on an 

eclectic selection of architectural precedents. 

The rationality of the projects was a result of the way the precedents for the 

designs were abstracted to separate them from the authority of the systems 

they derived from. The conclusion of this thesis is that rational eclecticism is 
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a design process suited to times when clear directions are not apparent. The 

opportunity for an eclectic designer in such times is to find the advantages 

of this lack of commonly accepted ideas. When an eclectic approach does 

take these opportunities it is an accepted and natural, though not 

encouraged or prominent, part of a pluralist architectural culture. 

Therefore, to have an eclectic position, it could be argued, is to hold a 

transitional position. However, a rational eclectic position that favours 

research so that the transition between positions results in a familiarity 

with, and ability to analyse, a wide range of other positions. It is this 

familiarity that is the strength of eclecticism since architectural pluralism is 

accepted as a success, rather than the cause of crisis. 
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Author's Note 

This thesis was not an attempt to completely define an architectural 

approach. I undertook this thesis to attempt to understand, in a simple way, 

the ideas behind my own design approach. I wanted to keep the thesis 

simple so that I could use it as a preliminary investigation that could be 

developed, confirmed, or rejected in practice. 

It follows from these aims and intentions that the results of this thesis were 

mixed. While the written part of this thesis confirmed ideas that I had only 

previously thought about, but not examined, the Major and Minor Design 

Portfolio projects showed a wide range of results. These results ranged from 

good, where I attempted to design by considering architecture as part of 

culture in general, to reasonable, when I designed projects referring to 

architecture as the generating idea alone. 

After completing this thesis I concluded that the general ideas of rationality, 

eclecticism, method, and design investigated in this thesis were more 

complex than they seemed. Therefore this thesis seems more like a first step 

than a final position. 
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PREFACE 

PART 1: MAJOR PORTFOLIO 

The Major Portfolio is a record of the Master of Architecture (By Design) 

course as the investigation of an architectural design process. The 

dissertation and the two design projects of the Major Portfolio are the 

examinable portion of this thesis and are to be read together as 

interdependent parts of the same process. 

PART 2: MINOR PORTFOLIO 

The Minor Portfolio is not examinable; however, as part of the Master of 

Architecture course, it can be seen as a summary of ideas preliminary to the 

dissertation and the Major Portfolio design projects. 
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MAJOR PORTFOLIO: DISSERTATION 

An Eclectic Approach: Rational Eclecticism 
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INTRODUCTION 
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This thesis aims to find out if, in an evaluation of an eclectic design 

approach, such an approach can be regarded as rational. The simple answer 

to this question is: Yes. However, this raises further questions about the aim 

of the project and its assumptions. These assumptions must first be 

examined before undertaking the evaluation of an eclectic design approach. 

The first question that needs to be answered is one of rationality: Why 

should it need to be shown that an architectural design approach could be 

called rational? Indeed, the diversity of architectural theories and 

movements in the years after the second world war would seem to suggest 

that such a requirement would be a restriction rather than a precondition 

for architecture. However, there is still a impulse that is hard to place yet 

which occurs in our education, and in the discussions in professional 

journals, that implies that a sense of rationality is part of the limits of 

architecture-the limits of materials, of use, of construction, or of the laws 

of gravity. These vague background ideas, and other general ideas about 

rationality need to be discussed and defined in order to determine if 

rationality is indeed as important as this thesis proposes. 

If this thesis intends to show that an architectural approach is rational 

another question can be immediately asked: Why attempt to show that an 

eclectic approach is rational? Surely there are many better starting points in 

architecture if the rationality of a design approach is to be examined? 

Rational approaches have been amongst the most successful movements in 

this century's architecture. We need only think of the way rational thinking 

is vital to the structural expression of tnany different types of architecture, 

or we could examine the importance of rationality in recent Italian 

architecture and the related theories of architectural typology, memory, and 

history. Or, in Australia, we could examine the poetic rationalism of Glen 

Murcutt's architecture. What then is the reason for examining eclecticism 

when the use of the term usually conjures up images of an unreflective 

architectural practice? What is it that eclecticism has to say about the 

rationality of architecture? 

Further questions can also be asked. A rational approach to architecture 

implies that a design nzethod would be part of such an apprqach. This 

connection between rationality and method is found in science. The 

rationality of science and scientific knowledge is ensured by the use of 

method. By adopting a common method, as well as theorising about what 

this method might be, scientists ensure that their theories, when tested in 
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practice, produce definite results. Architects are quite obviously not 

scientists; however, since architecture must provide environments for 

living, we need rules about what is useful knowledge for the completion of 

an architectural project-in short, what methodological rules are necessary for 

an architectural position to be considered as a position? What then can be 

said to be the method of an eclectic architectural position-or can an eclectic 

position be said to have a method at all? If not, then what replaces method? 

Even if this question is resolved, then the doubt regarding the use of an 

eclectic position remains since the most obvious examples of eclecticism in 

architecture are, at first glance, not the most positive. Can eclecticism be 

seen simply as the natural result of the low points of architectural history, 

or is this just the impression created by biased points of various 

architectural critics? Particular insights produced by an eclectic approach to 

architecture are also hard to recall and need to examined, especially in 

regard to the question of whether eclecticism is rational. 

Once these questions about rationalism, eclecticism, method, and the 

history of eclecticism are answered there remains the evaluation of an 

eclectic design approach. If indeed an eclectic approach could be said to be 

rational in theory, could it be rational in practice? This practice of an eclectic 

approach can be measured in terms of the rationality of the designs. How 

could they be said to rationally produce form or fit into a particular site? 

These questions of rationality, eclecticism, method, history, and the 

evaluation of the rationality of an eclectic design approach are presented in 

the following chapters of this dissertation. 
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CHAPTERl 

Rationality 
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It is the view of this thesis that rational thinking allows someone to form an 

independent idea of the world. What then is meant by independence? 

Those who promoted this idea of rationality influenced the formation of the 

modern world by arguing that the ability of each person to understand the 

world from laws deducible by reason.1 This thesis uses a similar idea of 

forming an independent architectural design position through a rational 

approach to design. This rational approach involves making of a middle 

position between design approaches that are at rhetorical extremes of the 

range of design approaches used by practicing architects. This middle 

position is not necessarily a compromise between two strong points of 

view, instead it is another strong position developed from considering 

different points of view. While the advantages creating such a position 

would seem to outweigh the disadvantages others would argue that 

independent positions are weak positions. The arguments against an 

independent position might be that on the one hand this independence 

comes at the cost of weakening the development of a dominant design 

approach, or on the other hand, diluting, or stifling new ideas. What then 

are the arguments for and against a rational or independent position? 

For Edward Halpern the importance of the idea of new ideas is evident in 

the work of the 19th century German writer Friedrich Nietzsche who, 

Halpern argues, believed that rationality was an intellectual restriction that 

stifled life.2 Nietzsche, according to Halpern, believed that if creativity and 

the creation of new ideas were regarded as a continual renunciation of old 

values, institutions, or ideas, then creativity fulfilled the potential of human 

life.3 As Halpern argues, this creation of the new involves irrational human 

striving rather than any rational ordering of thought or action. While 

rational detachment is comforting-when it gives an intellectual order to 

the chaotic experiences of the world- it is also dangerous. By the time we 

have developed a coherent idea of the world the world has changed.4 In 

architectural design this loss of the vision of a stable world is exemplified in 

1. Martin Walsh, A Histon; of Philosophy, p 301. 

2. Ibid, p 47. 

3. Ibid. 

4. Ibid, p 49. 
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two instances. First, an interest in systems of design and mathematics can 

be seen in the theoretical work of two 18th century architectural theorists 

who sought universal laws of geometry for architecture. The two French 

architects, E. L. Boullee and C. N. Ledoux,s were interested in images of 

architecture as an embodiment of the universe as something finite that 

could be described by mathematical models. Second, the loss of this idea of 

a rational order of the world is exemplified in the Centre National d'Art et 

de Culture Georges Pompidou, Paris 1972-77, (Architects-Piano and 

Rogers). In this exhibition building Piano and Rogers took a non-rational 

approach to architectural design by adopting a design principle of 

flexibility. This principle proposes that it is not possible to foresee the future 

use of a building. Therefore, a building should be designed for many 

possible uses. The sense of being able to design a building as a metaphor for 

a finite universe (as Boullee had done) has instead been replaced with a 

recognition of constant renewal and change of institutions and our idea of 

what they might be. 

Rational thinking may also be dangerous to popular culture since the 

creation of an independent position through rational analysis would allow 

the expression of ideas with an effect similar to that of new ideas--they 

depart from common beliefs. Much of our culture is ephemeral and 

disposable--information, objects, and popular entertainment-but also 

important to us for the emotional experiences they provide. However, the 

effect of a design approach based on rational thought can also be the cause 

of a banal universality of world culture. As the example above suggests, 

rational ideas produce useful things, but it is not always useful things that 

are culturally important. Celeste Olalquiaga argues that rationality destroys 

this emotional content of popular culture.6 Olalquiaga argues that modern 

European artists of the early 20th century used images from African 

cultures and transformed objects from everyday life to break with the 

traditional, classical, or historical subjects of European art? Putting these 

African images to such a purposeful or rational use destroyed the possible 

experience of these images as products of other cultures. An approach to art 

5. Peter Collins, Clznnging Ideals in Modern Architecture 1750-1959, p 21. 

6. Celeste Olalquiaga, Megalopolis: Contemporary Cultural Sensibilities, p 53. 

7. Ibid. 
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such as kitsch, by contrast, retains this distinction between different 

cultures by evoking sentiment as the purpose of art. These useless or non

rational emotions, that are evoked in the content of television programs, 

movies, supermarkets, and magazines, may not be so scarce or unusual that 

they are preserved in museums, but they are what we encounter most in 

our everyday lives-they are our common experiences. Rationality also 

implies that anyone can have access to truthful knowledge. Despite this 

ability of rational thought to aid communication, a more profound sense of 

communication is revelation. Revelation is opposed to rationality in that 

rationality is seen as an ordinary kind of thinking. You could apply rational 

thinking to parking a car, but revelation suggests a more meaningful and 

less commonplace way of expressing the culture of a community. 

Rationalism implies that anyone can have access to truthful knowledge. 

Revelation avoids meanings available to individuals and looks for shared 

cultural meaning in revealed truths that have a mysterious source. In this 

way, revelation allows tradition and spirituality to influence culture. 

Rationality can preclude the expression of these valuable parts of human 

existence. 

Despite this apparently irresistible force of newness and common beliefs, 

rational thought is still an important cultural activity since it is rational 

thought that helps sustain the ongoing creation of new things. However 

much it appears that the effects of aggressive competition are the 

motivating forces behind the creation of new things, the rational 

imagination of designers or writers is the sustaining force of newness. This 

rational imagination can be used to propose other uses for things that raw 

competition would not otherwise produce. Alexander Tzonis8 gives an 

example of this in the development of Computer Aided Drafting (CAD) 

computer programs. Tzonis argued that software designers only developed 

CAD by increasing drawing speeds or improving picture resolutions. 

Generally the idea of how the software could be related to design theory 

was not considered as a function of automated drafting. Tzonis instead asks 

how CAD could become an artificial design system, rather than just an 

artificial drafting system. By drawing the development of CAD software 

away from the race for faster and more efficient systems Tzonis was able to 

8. Interview with Alexander Tzonis, 'Dialogue with Alexander Tzonis: Artificial Intelligence for Intelligent 

Architects', Design Book Rez,iew, 27, p 7. 
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suggest a new and possibly more powerful use for CAD. This idea of 

alternative uses for CAD is a result of the rational projection of a possible 

use of CAD. 

As for the effect of rational thought on the unifying emotions of popular 

culture or the immediacy of revelation, it could be argued that rational 

thought offers a way of affirming and testing an individual position. In this 

sense it is the ability to think, as Bernard Williams suggests,9 with 

dreamlike visions. Although Williams is making this point in relation to 

rationalism in science, the idea of people applying their own internal order 

to the world is relevant to culture. This belief that the world can be ordered 

in the imagination allows us to think things through for ourselves. By first 

forming our own laws we can alter and refine the way we select things from 
I 

our surroundings. Through this process of selection and analysis an 

independent world view is developed with the aim of avoiding the 

authority of systems of thought. This was the original and most important 

aim of 18th century Enlightenment thinkers, and the goal that has been 

most associated with rationalist thought.IO 

These ideas about rationality can then be separated into two groups. On the 

one hand, rationality can be seen as the result of an outdated world view, in 

which the certainties of reason replaced those of traditions and religions. 

Since, it could be argued, the idea of newness is now a more effective way 

of understanding this more unpredictable and complex world than 

rationalism, rationality has, subsequently, less influence on 

culture-especially popular culture. On the other hand, rational thought is 

necessary to make sense of the complexity of current culture. While new 

things are continually created it is analysis of these new things that allows 

them to find useful applications. Furthermore, the ability of people to think 

rationally about different cultures allows these cultures to coexist, 

providing an alternative view to the often intolerant restrictions of 

traditions or beliefs. This freedom from conventional thinking can also lead 

to the development of an independent point of view in a time when opinion 

and ideas are easily regulated. The implications of these advantages are that 

we seek rationality in order to maintain a pluralist culture. For architecture, 

9. Williams, op cit, p 74. 

10. Walsh, op cit, p 291. 
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this means that rationality in architecture is inclusive of both cultural and 

scientific ideas, but does not elevate either of these ideas to a belief or 

complete system of thought; and, if the idea of newness is the predominant 

way of understanding the world, rationality can then be judged for its 

ability to direct and analyse the new, and so develop an independent 

position. This of course raises the next question. Why apply this idea of 

rationality to eclecticism which seems to be a reaction to, and a way of 

making use of, the prevalence of new things? 

17 
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CHAPTER2 

Eclecticism 
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What does eclecticism-which appears to be a result of times of complexity 

and transition-have to say about rationality? It is how eclecticism makes 

use of these complex times that makes it rational. As argued in the previous 

chapter, rationality is relevant to culture when it allows a designer or writer 

to develop an independent position. Eclecticism is rational in this way 

because it challenges the authority of systematic knowledge. This idea of 

rejecting systematic knowledge was developed by thinkers belonging to the 

Greek Eclectic school of the 1st century BCE. The Eclectic's main principle 

was that any single system of thought could not contain the truth about 

everything. Instead, each school of thought perceived a fraction of total 

truths due to the particular point of view it adopted. The Eclectic would 

then select these truths to form a view of the world.ll In the 18th and 19th 

centuries these ideas were developed by the French thinkers Pierre Royer

Collard and Victor Cousin, who theorised that eclecticism could produce a 

middle course between entrenched ideological positions}2 while Theodore 

Jouffroy believed that an eclectic approach could express a universal spirit 

of mankind that individual philosophical systems could not.13 The common 

idea of eclecticism shared by these thinkers is that eclecticism is selection. 

However, some would argue that these attributes of eclecticism do not lead 

to an independent position but rather to a position of weakness. We must 

then consider whether eclecticism leads to a weak position due to 

ameliorative intentions, non-commitment to ideas, wasteful variation, and 

nostalgia; or whether eclecticism can form an independent position by 

inclusiveness and the recognition of many equally authoritative voices. 

The architectural critic Heinrich Klotz argues that, in most of its forms, 

eclecticism is a weak theoretical position for the tnaking of architecture. In 

The History of Post-nzodern Architecture, Klotz argues that eclecticism has had 

a mostly negative impact on architecture: it is a trite response to the history 

of architecture; it is historicism used for the sake of novelty rather than 

addressing the heterogeneity of towns and cities; it is conservative since it 

uses styles neither archaeologically nor critically, and its real principle is 

11. Walsh, op cit, p 84. 

12. Ibid, p 410. 

13. Ibid, p 411. 

19 



caution in taste, material and detailing.14 According to Klotz, historicist 

buildings are provocative because they are clearly different from 

architecture reduced to the expression of surfaces and volumes, while 

eclecticism trivialises history by making all historical periods equally 

available as architectural precedents.15 Klotz cites Paolo Portoghesi's 

architecture as an example of this conservatism. He argues that Portoghesi 

intended that his postwar eclectic architecture would modernise figurative 

architecture. However, Klotz argues that Portoghesi avoided any healthy 

controversy such a revival of figurative architecture might have caused by 

abstracting the classical details that he incorporated into his architecture. 

Kl_otz argues that an approach that did not try to reconcile incompatible 

ideas but adopted the irreverent use of classical forms would have 

produced real results by forcing architects to discard, or at least defend, 

many entrenched and proscriptive ideas about architectural history and 
form.16 

Undoubtedly the purist approach advocated by Klotz is effective but it 

underestimates eclecticism as a critical evaluation of ideas. It is an 

intellectual approach to problem solving that selects ideas that the eclectic 

believes are insights into the way in which a problem might be solved. This 

may appear to be the adoption of an easy solution but it is more 

sophisticated than that. Selection instead of system allows a position to 

accommodate constantly changing perspectives mirroring the complexity of 

the current proliferation of different cultural positions. Terence Ball uses an 

eclectic approach to evaluate ideas in political science. For each idea that 

Ball interprets, he adopts the argumentative characteristic of the author 

whose ideas he is analysing.l7 This results in a critical approach in which 

the point of view is constantly changing to suit the particular idea being 

addressed. 

14. Heinrich Klotz, T!ze HistonJ of Post modem Architecture, p 45. 

15. Ibid, p 51. 

16. Ibid, p 210. 

17. Terence Ball, Reappraising Political Theon;: Reoisionist Studies i11 the History of Political Thought, p 32. 
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The lack of a system in an eclectic approach to ideas can also be a response 

to the conditions in a particular culture. Donald Kelley points out that 

eclecticism was used in the 18th century to write histories that could be 

described as critical, since they challenged the authority of traditional 

systems of thought by describing their errors, as well as their insights .IS 

While not systematic, this approach embodied the idea of progress19 by 

breaking down intellectual traditions. This use of eclecticism to break with 

tradition can also be seen in architecture. Ignasi de Sola-Morales argues that 

the Spanish architect Antonio Gaudi passed through an eclectic stage of 

design where he adopted an eclectic approach in order to depart from the 

systems of architectural styles dominant in 19th century Spain.2o Sola

Morales argued that Gaudi dispensed with the authority of particular styles 

of architecture, whether Gothic or classical, and selected forms from various 

styles by subjecting them to the test of their suitability to produce effects of 

colour, space, light, or tectonics.21 Therefore Gaudi' s eclectic architectural 

approach allowed him to use precedents without adopting any particular 

system of architectural forms. 

Although this lack in an eclectic approach of a logical order may appear to 

be disorder it is instead an objective approach to the reality of a particular 

time and place. This is especially so in architecture where the conditions of 

the site, or materials available for a building, impose real restrictions on the 

transformation of ideas or drawings into architecture. The life of the 

occupants of a building is also something that is presented to an architect 

rather than reinvented with the design of a new building. These restrictions 

were part of the eclectic approach of the American architect Charles Moore. 

Moore defined his eclectic design approach as design with other people's 

desires meaning that the client was given the chance to be what they 

imagined an architect is.22 This principle recognised the need for 

18. Donald Kelley, 'What is Happening to the History of Ideas?', Journal of the History of Ideas,. LI, 1 Q"an/March 

1990), p 8. 

19. Ibid. 

20. Ignasi Soh1-Morales, Gawii, p 13. 

21.lbid. 

22. David Littlejohn, Architect: T/Je Life and Work ofC!zar/es W. Moore, p 19. 
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architecture to include popular ideas about buildings. Another example of 

how eclecticism allows architecture to adapt to a particular place can be 

found in vernacular architecture. J. Mordaunt Crook quotes the 19th and 

20th century English architect W.R. Lethaby (whose architecture Crook 

describes as eclectic vernacular) as defining architectural design as 

experiment, adaptation, selection, and variation.23 These principles left 

Lethaby unrestricted by the constraints of a unified style. This did not 

mean, however, that Lethaby was advocating a stylistic eclecticism, since he 

opposed the idea of style whether it was 19th century archaeological or 

modernism. Instead, his open-minded design techniques allowed him to 

design with the idea of architecture as an instinctive feeling for building 

materials.24 

However, eclecticism is not a systematic way of organising an activity. A 

system of rules for designing or thinking implies that a whole range of 

questions can be answered by referring to a set of principles. This order 

allows a mastery of thinking or design that produces ideas and objects with 

clarity and directness. For this reason, Peter Rowe argues that eclecticism 

often does little to advance the understanding of architecture as a system of 

forms. 2s Furthermore, Rowe argues that this eclecticism is a quick fix way 

of shoring up a weak personal style.26 If you can't invent something of your 

own-steal something from someone else. 

Instead of adopting a puritanical approach to ideas, as described above, 

eclecticism could be regarded as an approach of common sense. The idea of 

common sense has changed since Theodore Jouffroy argued that it 

embodied the collective, natural wisdom of mankind.27 Although this idea 

of shared global aspirations has been generally discarded, another idea of 

common sense still applies. This is the approach suggested by Donald 

Kelley in the application of an eclectic approach to the writing of a history 

23. J. Mordaunt Crook, Tile Dilemma of Style: Architectural Ideas from the Picturesque to t/ze Post-Modem, p 235. 

24. Ibid. 

25. Peter Rowe, Design Tl1inking, p 184. 

26. Ibid. 

27. Walsh, op cit, p 411. 
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of ideas. Kelley argues that if the history of ideas is a history of reversals 

and detours between rational and non-rational influences, then that history 

should be presented as such.28 For Kelley, this means writing the history of 

ideas as an inclusive list of the sources of ideas, from those of professional 

intellectuals to those of folk cultures.29 Since buildings are mainly designed 

for individual sites, then the idea of common sense variation is also relevant 

to architecture. In Iconography And Electronics Upon A Generic Architecture: A 

View From The Drafting Roo1n, Robert Venturi argues for an architecture that 

is generic in its form (the generic forms resulting from efficient construction 

and modem building materials), but also that which iconographically 

represents a certain place or building use. He argues that the search for new 

forms is fruitless and that we should turn our attention to inventing the 

iconography3o of a place or building use, and investigating the architectural 

possibilities of generic forms. This idea of common sense is also an old idea 

about interpreting the rules of classical architecture. Gordon Higgott argues 

that the English architect Inigo Jones adopted a design approach which he 

called varying with reason. Higgott argues that Jones followed the classical 

rules of architecture set down in the range of architectural manuals 

available, but regarded these rules as guidelines that could be varied with 

reason.31 This variation with reason involved the eclectic selection of 

ornament and proportions suited to the judgement of the architect in regard 

to a particular design.32 Far from compromising the order of his 

architecture, Jones's commonsense approach was aimed at producing visual 

coherence in buildings by varying his architecture to suit the movement of 

people through the buildings.33 

28. Kelley, op cit, p 12. 

29. Ibid, p 13. 

30. Robert Venturi, Iconograplzy And Electronics Upon A Generic Architecture: A Vie1v From Tlze Drafting Room. p 261. 

31. Gordon Higgott, ' 'Varying with reason': Inigo Jones's theory of design', Arclzitecturnl Histon;: Journal of the 

Society of Arclzitectural Historians of Great Britain, 35, (1992), p 52. 

32. Ibid. 

33. Ibid, p 65. 
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Despite the usefulness of variety with reason, eclecticism relies on a rational 

retreat to the past. By attempting to reconcile differences between old 

precedents and old ideas, eclecticism, it could be argued, ties itself to the 

outdated, the traditional, and the complacent. Even though it could be 

argued that eclecticism draws not on these precedents for their authority 

but in order to develop new ideas or objects from them, it is apparent that 

ideas and objects are the result of their time, and so cannot answer the 

questions that arise as a result of modernity. That which the eclectic 

assumes is a relevance of past events to the present is only sentiment and 

nostalgia. Venturi makes this point when he distinguishes between 

different sorts of eclecticism. For Venturi, the eclecticism of post

modernism, unlike the modern symbolic eclecticism that his architectural 

firm practices, is a romantic,34 historical, and irrelevant35 symbolism similar 

to that of the 19th century.36 

However, eclecticism can also be regarded as a cultural condition of 

sophisticated societies.37 To allow for all the competing interests that 

today's secular society tolerates, many different identities can be 

represented by architecture. Therefore, feeling or sentiment are important 

architectural ideas. Charles Jencks argued that an appropriate response to 

this notion of pluralism is radical eclecticism. For Jencks, a radically eclectic 

architecture should represent the aspirations of many social groups by 

combining local, vernacular, and modern building culhues in a single 

building.38 This inclusion of diverse architectural elements in architectural 

design requires the occupants of a post-modern building to reconstruct in 

dreams the fragments of different formal languages used to construct a 

34. Venturi, op cit, p 49. Venturi mentions an architect called Philip Schutze, a member of the Academy of Rome, 

whose architectural vocabulary Venturi calls Classical, but Romantic because of its eclectic range. 

35. Ibid, p 4. Venturi regards high tech architecture as nostalgia for nineteenth century engineering (a nostalgia 

that the Italian architect Renzo Piano identifies in his architecture). For Venturi to be modem is to embrace 

electronics in architecture. 

36. Ibid, p 50. 

37. Crook, op cit, p 270. 

38. Charles Jencks, Tile Language of Post-Modern Architecture, pp 130-131. 
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building.39 For Jencks, the accomplishment of radical eclecticism40 is to let 

the personal, ephemeral, irrational, and impermanent presence of places or 

individuals find architectural expression alongside the abstract 
constructional order of a building.41 

Does then eclecticism have anything to say about rationalism as the 

development of an independent position? The main negative answer to this 

question is based on the fact that eclecticism does not develop a system of 

ideas or forms. Without a system of ideas eclecticism would result in a 

weak position prone to arbitrary changes, detours, distractions, and 

pointlessness. Such a position would tend to avoid difficult and unpopular 

architectural solutions, it would produce objects or ideas that relate too 

narrowly to a particular site or event, it would be disordered, and could be 

complacent in its nostalgia. However, it is these risks are an advantage in 

forming an independent, and hence rational, position. Eclecticism is a 

position that develops ideas about selection, recognition of many 

viewpoints, an inclusiveness of different types of knowledge, and a balance 

between change and the past. These ideas, that allow a designer or writer to 

consider forms or ideas for what they offer rather than what system of ideas 

they fit into, make eclecticism a rational position. 

39. Gaston Bachelard, Tlze Poetics of Spncc, p 57. In 13achelard's phenomenological analysis of the house image in 

literature the image of a house revives memories of the viewer's daydreams of archetypal houses dreamt in a 

particular house. Since Bachelard proposes that reverie is a way of knowing about the world, the house image-in 

a phenomenological analysis of space-is more important than the experience of a house. 

40. Charles Jencks, The Architecture of the Jumping Universe: A Polemic: How Complexity Science is Cllnnging 

Architecture nnd Culture, p 168. In this book Jencks repeats his earlier argument that a theory of eclecticism is 

necessary for architects to be able to design buildings that represent the diversity of distinct social groups found 

in a pluralist society. 

41. Jencks, Tlze Language of Post Modern Architecture, p 130. 
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Method 

In the previous chapter it was argued that a rational eclectic approach to 

architecture could lead to an independent position. However, this 

unsystematic approach would not lead to an identifiable approach but to a 

series of unique responses to tasks such as composing music or designing a 

building. This raises the question of whether a rational eclectic approach, 

since it is not methodical, can be a position if it does not have a method. 

This question requires two separate answers; firstly, that an architectural 

position does not require a method, and secondly, that method can be 

replaced by syncretism (which ensures that rationality of a design process 

by encouraging an open-minded approach to ideas). Method is not suited to 

architecture since method-where method42 is a way of determining true 

facts about the world-defines a strict standard of knowledge that excludes 

the diversity of types of knowledge used in. However, some would argue 

that the sciences play an important part in architecture, hence method is 

important in a design approach. Therefore, before an alternative to method 

can be considered, it is necessary to ask if method is useful for organising 

an individual theory, can be redefined to suit architecture, and is relevant to 

mathematical architectural knowledge; or if an architectural position is 

better off without a method because method does not suit a pluralist 

culture, is now irrelevant, excludes knowledge derived from emotions, and 

is imperfect anyway. 

If method ensures that knowledge conforms to a universal standard then it 

is no longer useful in the current pluralist culture since this pluralism 

results in the use of many different methods. This means that knowledge 

produced using a method can not be usefully compared with other ideas or 

things created using alternative methods. Therefore, rather than developing 

methods that may be entirely useless, it may be better to concentrate on 

refining the ability of cultural activities, such as writing or designing, to 

incorporate many different types of knowledge. This idea of an inclusive 

culture avoids the need for universal rules that cannot possibly find 

universal acceptance.43 Even in science, the idea of pluralism makes method 

seem outdated when defined as a common standard of knowledge. 

42. Marcello Pera, Tlze Discourses of Science, p 7. 

43. Paul Feyerabend, Against Method: Outline of au anarchistic theon; of knowledge, p 6. 
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Marcello Pera argues that scientists should abandon method altogether in 

favour of a form of scientific debate in order to not rely on generally 

discredited ideas of universal and natural truth.44 

However, even if method does not convince anyone of the possibility of 

universal truth, then it is still useful as a way of creating rules to organise a 

particular activity such as designing a building. Method is a way of 

organising these rules, if only on the level of a technique. Roy Landau 

adopts this idea of the usefulness of method for creating methodological 

rules that can be applied to an architectural approach.45 Landau argues that 

Imre Lakatos's idea of a scientific program is applicable to architecture since 

it explains how an architect works within a culture, and also produces 

things based on his or her own interpretation of that culture.46 The 

methodological rules that Lakatos proposes for conducting scientific 

research are, according to Landau, applicable to architectural approaches in 

which architects might use rules to direct themselves to either seek or avoid 

certain types of information or undertake research in order to design a 

building that demonstrates a belief in a theory, for instance, classicism or 

deconstruction.47 

However, when someone, such as an architect or a musician, applies a 

method to an activity he or she is making use of ideas made irrelevant by 

scientific developments and current critical thinking. Some critics have 

argued that what are claimed to be certainties, used by method to test 

whether facts are knowledge, are not as authoritative as they appear. Pera 

argues that method was originally adopted by scientists as the standard of 

scientific knowledge because the mathematical rules that constitute method 

were universally accepted as reliable, based on their apparently successful 

ability to predict events and explain the natural world.4B However, 

44. Pera, op cit, p 11. 

45. Roy Landau, 'British Architecture The Culture of Architecture: A Historiography of the Current Discourse', in 

UIA International Architect, 5, (1984), p 7. 

46. Ibid. 

47. Landau, op cit, p 7. 

48. Pera, op cit, p 3. 
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developments in mathematics and physics showed that what seemed to be 

simple ideas about time or space were open to debate and even needed new 

geometry to describe their distortions and imperfections.49 Not only 

mathematics, but the ideology of the idea of method have also been 

questioned. Barry Gower argues that some theorists of scientific method 

have claimed that methodologies produce true facts, but only in relation to 

a particular way of seeing the world-method is only convention or habit.50 

Furthermore, Gower argues that some theorists believe the definition of 

method as the mirroring of the natural world in rational rules is based, not 

on the transparency of nature to human analysis or interpretation, but on an 

incorrect ideological assumption about the superiority of people within the 
natural order of the world. 51 

Despite these objections, the history of the theory of method shows that 

method has produced diverse theories about what could constitute 

universal knowledge. Gower argues that scientific method is still relevant 

when it concentrates on ideas of organising practical procedures, and he 

gives examples of how method can accommodate different sorts of 

thinking. John Stuart Mill argued that there could be methods of discovery, 

in which guesswork and invention were important, and methods of 

checking facts that required mathematical or geometric thinking.s2 John 

Hershel also proposed that experiments were an important part of method 

since experiments promoted theoretical progress.s3 William Whewell, 

argued that research, invention, and vision were part of creative thinking 

not subject to rules, that created the images, such as Johannes Kepler's idea 

of Jupiter's elliptical orbit, that made sense of records of observations or 

measurements of the world. 54 It is this inclusiveness that makes theories of 

method useful to current culture, as Pera argues when he quotes Vasco 

49. Ibid. 

50. Barry Gower, Scientific Method: An historical and pllilosophical introduction, p 247. 

51. Gower, op cit, p 259. 

52. Ibid, p 119. John Stuart Mill, (1808-73). 

53. Ibid, p 122. John Hershel, (1738-1822). 

54. Ibid, p 125. William Whewell, (1794-1866). 
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Ronchi, since progress in ideas about the world results when faith and 

emotion are tied to rationality and logic (method in other words).55 

No matter how inclusive method is, the use of design rules requires those 

rules to be broken to accommodate the imperfections of the world. 

Therefore, method is useful in the laboratory rather than for cultural 

activities such as writing, dance, or architecture. How could these activities, 

or others like them, be expected to conform to strict mathematical and 

geometric rules when they deal with either people or environments that are 

less than perfect? Paul Feyerabend argues that method encourages an 

ideology of inhumanity56 and leaves no place for studying the institutions 

created from undirected activities like play.57 Indeed it is often the 

seemingly useless or imperfect things that are important as cultural objects. 

In architecture, the temples of the ancient Greeks have assumed importance 

due to the efforts of archaeologists, artists and architects to reconstruct, 

preserve, and speculate about their original form, even though they are 

now in ruins. Method, however, produces disposable knowledge and 

attaches no value to outdated ideas. The lack of a method preserves the 

values that Richard Etlin argues for when he quotes Le Corbusier's 

comment on the separation of feeling and reason resulting from viewing the 

precision of the ruins of the Parthenon. For Etlin, the dual importance of 

irrational and rational ideas indicates the importance of an unsystematic 

view of culture.ss Etlin argues for this response of heart and soul (no matter 

how outdated that may seem) over the critical approach of current cultural 

studies.s9 For Etlin, reliance on feeling and sentiment in judging the value 

of ideas is a way of avoiding the restrictions of abstract theory.6o The same 

undervaluing of feeling and intuition is also relevant to method in science. 

In scientific method, progress or new ideas must result from whatever 

55. Pera, op cit, p 6. 

56. Feyerabend, op cit, p 66. 

57. Ibid, p 176. 

58. Richard Etlin, In Defence of Humanism: Value in the Arts and Leiters, p 6. 

59. Ibid. 

60. Ibid. 
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conditions the methodological rules set.61 This means that discoveries of 

unexpected or inexplicable things must be regarded as knowledge different 

from that produced using a method. Therefore it is human emotions, as 

well as instinct and intuition, rather than abstract systems of rules alone, 

that identify useful ideas. 

However, if method cannot approximate the messiness of the real world 

then we still value the refinement that method brings to the abstract and 

technical aspects of cultural activities. This is especially important in 

architecture where geometry and mathematics have resulted in new 

building forms. Since geometric systems are conventional, rather than 

absolute truths about the world,62 new methods are essential to describe 

and systematise the mathematical elements of cultural activities: ideas 

about space, movement, metre, and pitch can all alter depending on new 

conventions in mathematics. Method can refine these techniques so that 

these cultural forms are more dramatic, or express something previously 

not possible. Method is especially necessary where people require some 

common standard in order to perform as an ensemble-like an orchestra or 

a company of dancers. In order to apply new ideas about mathematics to 

literature, Michael Kearns proposes an application of a mathematical and 

linguistic method to the study of Herman Melville's prose style.63 Kearns 

proposes that Melville's use of obscure sentences with obscure meanings 

relates to Melville's theory that books could be read as the expression of 

feelings rather than as the interpretation of the meanings of words. Kearns 

argues that chaos theory could be applied to a passage of Melville's work to 

mathematically map the occurrence of the confused but emotionally 

expressive sentences as the particular story progresses through a character's 

reaction to events. The mapping of the story would then possibly reveal a 

pattern where, considering only the meaning of the words, there are errors 

61. Pera, op cit, p 183. 

62. Gower, op cit, p 138. Cower cites Poincare's claim that geometric systems for describing space are 

conventional. 

63. Michael Keams, 'Melville's Chaotic Style and the Use of Generative Models: An Essay in Method', in Style, 

XXX, 1 (Spring 1996), pp 58-59. 
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·or meaninglessness.64 In this case, a methodical application of mathematics 

reveals a way of understanding literature through feeling, whereas a 

common sense approach to the interpretation of literature might not detect 

this new idea about Melville's writing. 

Even though such methods might create new knowledge, they do not 

produce new methods. New methods are produced by people using 

persuasion and arguments in an attempt to discredit old ideas. Since 

scientists live in the same world as everyone else, even scientific ideas must 

take part in the conventional struggle for recognition between different 

ideas. Therefore, the only use of making a claim for a new idea is to argue 

for that idea with any means possible. This is the true character of science 

according to Paul Feyerabend. Feyerabend argues that the traditional idea 

of method relies on such a rhetorical strategy.6s Feyerabend claims that the 

ability of rational thought to express truths about the world is an emotional 

appeal that supports the authority of method.66 Once a theory claims to 

have a method then it is more acceptable than one that does not.67 

Furthermore, Feyerabend argues that new ideas survive only by prevailing 

against what is currently accepted as reason, and therefore currently 

accepted methods.68 Therefore the standard of universal knowledge that 

those using method aim to achieve is ineffective without the non

methodological knowledge that method seeks to exclude, since progress 

relies on using this knowledge to force scientists to abandon old methods 

along with old ideas. 

On this point and a number of others method is deficient as a way of 

knowing about the world: 1nethod does not reflect the current pluralism of 

culture, the certainties that a method attempts to create through 

mathematics and logical consistency can be shown to be conventions or 

suspect ideologies rather than objective truths, method cannot include 

64. Ibid, p 60. 

65. Feyerabend, op cit, p 157. 

66. Ibid, p 200. 

67. Ibid. 

68. Ibid, p 112. 
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knowledge derived from emotions, and it cannot be convincing on its own, 

and requires rhetoric to support its claims. All these deficiencies suggest 

that method is too restricted to encompass the kinds of knowledge, ranging 

from the scientific to the emotional, encountered in cultural activities. Some 

would argue that this is no reason to abandon method as part of 

culture-and especially architecture-since method is a necessary tool for 

analysing culture: method can organise individual research and design, it 

can work in companionship with intuition, chance and emotion, and it can 

develop the mathematics of movement, statics, or sound involved in things 

such as dance, architecture, or music. However, in this argument for 

method, method does not unify the different types of thinking involved in 

an architectural approach. In short, method is not necessary to produce an 

architectural position, or to make that position rational. However, for an 

architectural position to be rational-and unified-it requires an alternative 
to method. 

Syncretism: An Alternative To Method 

Syncretism is an alternative to method since it ensures the unity and 

rationality of an architectural approach. It aims to unify a set of eclectically 

assembled ideas around a common theme. Ideas and forms are selected, 

within the limits of this theme and ~hus in a rational way. Syncretism can be 

compared to the related ideas of synthesis and collage in order to clarify 

syncretism as a design approach. 

Syncretism has no scientific meaning but in philosophy it is often a 

derogatory term used to describe superficial, or unsystematic, thought. 

Syncretism is also used as a description of attempts to unite selected 

elements of opposing theories of religion or thought in order to show that 

these apparently opposing systems all have some valid insights into a 

universal truth about the world. In this sense, syncretism is rational in that 

it affirms the role of the individual to deduce rules about the world without 

some methodical or mystical source of explanation. Paul Kristeller argues 

that Count Giovanni Pico della Mirandolla developed this idea in attempts 

to reconcile the writing of thinkers ranging from Aristotle, Aristotle's Greek, 
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Arabic, and Latin followers and the Jewish cabalists.69 Pico also attempted 

to develop earlier efforts by Greek thinkers who attempted to syncretise 

classical mythology to explain pagan religion and philosophical truth, by 

attempting to extract the Christian theology implicit in these myths?D 

Kristeller argues that the importance of these efforts was in their 

contribution to the development of theories of religious and philosophical 

tolerance. Kristeller also argues that Pica's interests contributed to the idea 

of intellectual freedom from the constraints of a particular school of 

thought.71 

This process of selection and blending can be distinguished from synthesis 

or collage. Synthesis is a design approach that involves similar assumptions 

to those made in a syncretic approach about a universal standard of 

architecture. Synthesis is a position built up, or the process of building a 

coherent position, from separate elements. In philosophy, one definition of 

synthesis is the forming of a new position from the rational parts of 

opposing-and inadequate-positions in a dialogue. In logic and 

mathematics, synthesis means going from laws or principles to 

consequences. Therefore, a synthesis is generally meant to transcend 

previous inadequate systems of ideas in order to propose a new system that 

produces better results or better buildings. An example of architectural 

synthesis-to take Reyner Banham's argument out of context-is Auguste 

Choisy's theory of Greek Doric architecture. Choisy argued that Greek 

Doric architecture was tectonically pure and picturesquely sited.72 In this 

view the rationality of Doric temple construction is united with picturesque 

siting to produce a synthesis of landscape and architecture in a route 

towards and around buildings. This explanation of Greek Doric architecture 

relies on the synthesis of ideas about rationality and the picturesque. 

Another example of synthesis is the architecture that resulted from Louis 

Kahn's interest in modernism and history. Kahn designed his monumental 

institutional buildings when architecture was in a state of transition. The 

69. Paul Kristeller, in Encyclopedia of Plzilosophy, p 308. Pico della Mirandolla (1463-1494). 

70. Ibid, p 309. 

71. Ibid, p 310. 

72. Reyner Banham, Theon; and Design in the First Machine Age, p 32. 
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Swiss architectural critic Siegfried Giedion had published his Nine Points on 
Monumentality in 1943 and this lead to discussion, in which Kahn was 

involved, about modernism and representation.73 Kahn's architecture of the 

1950s can be seen as an attempt to synthesise the structural rationalism of 

modernism with the representational forms of classical architecture. 

According to Heinrich Klotz, the historical references in Kahn's 

monumental institutional buildings are derived from the past, particularly 

the Beaux-Arts classical composition principles of hierarchy, symmetry, and 

axial planning, and Roman classical ruins?4 However, Klotz argues that 

Kahn's formal language is not eclectic but managed to unify the hierarchical 

formal order of classical buildings with the abstract and geometric ideals of 
modernism_75 

Unlike synthesis, collage is a design approach in which objects or images 

are produced from an eclectic range of precedents. The collagist unifies 

existing images or objects by placing them together. In the book Collage City, 
Colin Rowe and Fred Koetter compare modern urban theory with the idea 

of the 19th century city as a museum. They argue that the principles 

involved in these two approaches represent the two extreme solutions to 

any urban project: the city as a museum results in an inclusive formal 

approach, while the modem city can be built very quickly and so tends 

towards uniformity, repetition, and rationalised construction.76 Rowe and 

Koetter argue that these two approaches can be opposing elements in a 

design dialogue for a project so that the resulting building is not the 

product of a design dogma.77 They apply this dualism to cities by arguing 

that there are two prevalent models of European city planning: the city is a 

collection of public buildings set amidst tightly packed private buildings, or 

the city is a collection of free standing objects.78 For Rowe and Koetter, 

73. Kenneth Frampton, Modern Architecture: A Critical Histon;, p 240. 

74. Heinrich Klotz, op cit, p 112. 

75. Ibid, p 121. 

76. Colin Rowe and Fred Koetter, Collage City, p 136. 

77. Ibid, p 137. 

78. Ibid, p 83. 
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eclecticism is the outcome of the 19th century city as a museum: many 

different styles and types of buildings are collected as exhibits in the city.79 

For them, this 19th century eclecticism is an illustration (not a model) of the 

principle of a city as a collage of spaces and forms. 

Syncretism uses ideas similar to both synthesis and collage: syncretism is a 

way of unifying forms or ideas. However, unlike synthesis, this unity of 

ideas or forms is not based on logical rules, or, as in collage, juxtaposition. 

In an architectural syncretic approach elements selected from different 

building precedents may be grouped according to common characteristics 

such as geometry, material, function, or any other sub-category of 

construction and planning. The design would then result from blending 

these different, but equally valid, ideas. In syncretism's use of ideas about 

shared universal truth and the value of insight and the need for independent 

ways of viewing the world, there is something suited to architecture. 

Architects could be thought of as researchers working with incompatible 

standards of knowledge. The people or the site involved in a particular 

project all alter the type of solutions and approaches used for a design 

project. This is a distinctively different way from that which method 

attempts to eliminate these differences in a search for a common standard 

of knowledge. Alexander Tzonis and Liane Lefaivre argue that examples of 

syncretism can be found in the architecture of Estudio Rafael Moneo, and 

Piano and Rogers. Tzonis and Lefaivre argue that the architecture of the 

Moneo's Bankinter building, Madrid 1973-76, is the outcome of a syncretic 

design approach.80 Tzonis and Lefaivre argue that Moneo combines the 

formal influences of the Spanish architect Francisco Cabrera, as well as 

rules of composition of Alvar Aalto.81 Tzonis and Lefaivre also argue that 

the Centre Pompidou is an example of a syncretic approach. They believe 

that the influences in the building's design are Russian Constructivism, 

Serge Chermayeffs planning, Buckminster Fuller, Yona Friedman's idea of 

flexibility, Louis Kahn's idea of building service and space zoning, and the 

79. Ibid, p 128. 

80. Alexander Tzonis and Liane Lefaivre, Architecture in Europe since 1968: Memon; and Invention, p 78. 

81. Ibid. 
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imagery of Archigram.B2 These diverse ideas are syncretised by unifying 

them under their common ideal of technological optimism, and then 

transforming them to produce a design different from any single one of the 

sources. 

These examples suggest that syncretism is a distinct approach to design 

different form either synthesis or collage. A syncretic approach replaces 

method as the organising part of an approach by its ability to unify diverse 

ideas under a common theme. Therefore syncretism can be said to organise 

an approach and allow that approach to operate eclectically, by processes of 

selection, and rationally, by the use of individual reason, to determine the 

value of the particular insights that a precedent might have. Syncretism can 

then form the basis for a rational eclectic approach to architecture while 

avoiding the unnecessary restrictions that may result from the use of a 

design method. 

82. Ibid, p 84. 
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As shown in the previous chapters it is possible to have a rational eclectic 

position. However, the question could then be asked whether such a 

position would be particularly useful. Examples of the application of 

eclectic approaches to the practice of architecture suggest that architectural 

eclecticism offers architectural solutions that are insightful and so not 

limited to any particular type of architecture. Despite this usefulness, the 

history of eclecticism in architecture has often been associated with the 

hiatus in architectural development at the end of the 19th century. In the 

introduction to this dissertation the question was asked if this critical 

assessment of eclecticism was justified. This question can be answered by 

considering recent ideas about, and reactions to, eclecticism ranging from 

early 20th century criticism, examples of different types of eclecticism, 

eclecticism as a theory, as an attitude, and as a part of most architectural 

movements. 

The architectural avant-garde theorists of the early 20th century 

characteristically proposed, and designed, severe forms of architecture 

based on a moral argument that rejected what was perceived as the 

unsystematic approach of historicist eclecticism.83 This argument implied 

that eclecticism was a design approach that devalued architecture as a civic 

art. An architect's civic responsibility was to create architecture that fulfilled 

its potential to provide people with a healthy life, by applying uniform 

aesthetic codes, or the use of the most efficient construction. These 

standards of efficiency and uniformity were apparently precluded by an 

eclectic design approach that involved selecting ideas or forms from a wide 

range of architectural traditions. David Watkin shows how Nikolaus 

Pevsner's interpretation of the importance of these avant-garde ideas led 

him to argue that a single world view took precedence over individual 

works of art.84 Therefore, first principles of construction, materials, or 

geometry-rather than formal precedents-were to generate architectural 

form. Recently, the return to prominence of historicism in architecture has 

83. Henry-Russell Hitchcock and Philip Jolmson, The International Style, p 18. And, Heinrich Klotz, op cit, p 8. As 

an example of modernism's break with the past, Heinrich Klotz quotes Walter Gropius, who saw architecture 

developing away from 'an arbitrary imitation of historic styles' towards forms resulting from 'the dictates of a 

constructive logic.' 

84. David Watkin, Morality and Architecture, p 80. 
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induced a similar criticism of eclecticism. One extreme view of the negative 

effects of eclecticism is presented by Robert Twombly. Twombly argues that 

eclecticism is always a way of reducing the ability of architects to think 

independently of the people who commission buildings. For Twombly, the 

eclecticism of 19th century American architecture was a deliberate attempt 

at social manipulation.ss Eclecticism is, according to Twombly, used 

sentimentally and so is responsible for the worst effects of speculative 

building since it encourages illusions of individuality through the stylistic 

variation of otherwise identical suburban housing.86 

Besides this opposition to eclecticism as an architectural approach 

eclecticism has also been opposed because the buildings produced by 

architects using eclectic design approaches are perceived as being at best 

derivative-and at worst mediocre. In this view, the choice of an eclectic 

design approach by an architect is a compromise between competing 

architectural positions. This compromise means that an eclectic approach is 

insignificant as it does not contribute directly to prevailing ideas or produce 

a synthesis of these positions. Kenneth Frampton argues that this is the case 

with three 19th century architectural theorists: Claude Perrault, Karl 

Botticher, and Gottfried Semper. For Frampton, these theorists developed 

important ideas of architecture as construction that anticipate the 

architectural developments of the 20th century. Claude Perrault argued that 

architecture was comprised of an arbitrary beauty and a cosmic order. Style 

filled the first role while construction filled the latter. Karl Botticher's 

architectural theory (published between 1843 and 1852) proposed that 

architecture was composed of two elements: building structure, which 

symbolised abstract truths, and ornament, that showed, or symbolised, for 

whom, and for what purpose, a building was constructed.87 Frampton 

describes how Botticher opposed eclecticism, and so ascribed the important 

constructional role of architecture to ancient Greek architecture, and the 

apparently less important representative role of buildings to Gothic 

85. Robert Twombly, Power nnd Style: A Critique ofTwcntietll-CentunJ Architecture in t/J.e United States, p 13. 

86. Ibid, p 116. 

87. Kenneth Frampton, Studies in Tectonic Culture: The Poetics of Construction i11 Nineteenth and Twentieth CentunJ 

Architecture, p 82. 

40 

, \;~?tk4i~Zil&;;:."j 

--------------------------------------------------------------------------------------· 



architecture.88 Frampton notes how Botticher called the tectonic tradition 

(architecture as symbolic construction) eclecticism of the spirit, meaning 

that style is adapted to accommodate the construction possibilities of new 

materials.89 Gottfried Semper described architecture as being composed of 

four tectonic classifications: the earthwork, the hearth, the framework and 

roof, and the screen.9D However, Frampton writes, when it came to 

building, these architects designed eclectically in historical styles. Semper 

designed eclectically since he believed that architectural styles of his time 

were arbitrary (unlike construction), and, since architecture had lost its 

place as a source of cognitive knowledge, any style would do.91 Frampton 

argues that this ambivalence can be seen in the eclecticism of Karl 

Freidreich Schinkel's alternative Gothic and Roman schemes for his 

Friedrich Werder Church in Berlin of 1830,92 since Schinkel proposed the 

same construction for both schemes despite their different styles. As well as 

being a compromise, it could be argued that eclecticism was a useful way of 

rnaking the strong forms of 20th century avant-garde architecture 

acceptable for conservative clients. This approach was apparent in North 

America, for example, in the eclectic architecture of the (now) relatively 

unknown but perfectly competent and skilful architects such as Carl Gould, 

or Gilbert Underwood, who both designed in a number of styles, and 

Alexander Cochran, who designed eclectically with postwar West Coast 

modernism. Carl Gould designed houses by proposing a number of 

different appearances that a client could select from. 93 Gilbert Underwood 

designed hotels for the American National Park Service that resembled 

88. Ibid. 

89. Ibid, p 83. 

90. Ibid, p 5. 

91. Ibid, p 89. 

92. Ibid, pp 71, 75, 79. According to Frampton the modular construction of the Werder church, derived from the 

modular building planning system of Jean-Nicolas-Louis Durand (1760-1834), is a representation of the institution 

housed by that building. 

93. T. William Booth and William Wilson, Carl F. Gould: A Life in Architecture and the Arts, p 117. 
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northern European timber buildings.94 Alexander Cochran designed 

housing and commercial buildings that blended propriety with the forms of 

various 20th century avant-garde architects.95 It is the conservatism of this 

eclecticism that Heinrich Klotz opposes. For Klotz, 20th century eclecticism, 

as defined by Charles Jencks, is tolerable as a way of deflating what Klotz 

sees as the seriousness of pseudo-scientific architecture, as well as 

reintroducing sentiment and symbolism to architecture.96 However, Klotz 

argues that generally eclectic architects are opportunists whose changing 

architectural styles compromise the integrity of an architectural position,97 

resulting in the undermining of the progressive ideals of modernism.98 

While these ideas opposed to eclecticism present eclecticism as intellectual 

and architectural disorder, other critics have proposed that eclecticism is a 

distinct and coherent theory. In the 19th century, French philosophers, one 

of whom was Victor Cousin, attempted to develop an eclectic philosophy. 

Barry Bergdoll argues that Cousin described eclecticism as being a view of 

history as having a particular direction. The aim of an eclectic theory was to 

develop a rational theory to identify this direction and the ideas and forms 

of history that were relevant to this direction.99 However, this is not the 

only interpretation of what a theory of eclecticism might be. Peter Collins 

argues that 19th century eclecticism was proposed by some theorists as a 

transitional, rational approach that attempted to combine historicist 

architecture and the inventions of engineers.1°0 In these eclectic theories, 

historicist buildings were to be the result of applying a principle of 

appropriateness, rather than archaeological correctness, to the selection of 

tectonic elements from the history of architecture. Collins argues that this 

94. Joyce Zaitlin, Gilbert Stanley Underwood: His Rustic, Art Deco, and Federal Architecture, p 20. 

95. Christopher Weeks, Alexander Smith Cochran: Modemist Architect in Traditional Baltimore, p 48. 

96. Klotz, op cit, p 43. 

97. Ibid. 

98. Ibid, p 40. 

99. Barry Bergdoll, Uon Vnudoyer: Historicism in the Age of Industry, p 41. 

100. Peter Collins, op cit, p 120. 
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theory was developed in England by Reverend J.L. Petit (in 1861) who 

promoted the revival of the Queen Anne style of architecture.l01 According 

to Collins, Petit saw the Queen Anne style as suiting eclectic principles 

because it had used details and forms modified by builders, not strictly 

classical forms.1°2 There were two main principles of Petit's theory of an 

eclectic architecture: architecture should derive from the vernacular style of 

the building's location, and that architecture was a language rather than the 

result of inspiration.103 More recently, Charles Jencks proposed a theory of 

architecture with eclecticism as its main principle. As discussed previously, 

Jencks argued for a radical eclecticism distinct from the eclecticism of the 

19th century, or the eclecticism produced by a phantom culture of the 

international architectural magazines.104 In the latest restatement of this 

beliet Jencks repeats his earlier argument that a theory of eclecticism is 

necessary for architects to be able to design buildings that represent the 

diversity of distinct social groups found in a pluralist society .los 

However, can we really say, as Collins implies, that eclecticism could have 

a particular theory or is it really an attitude? As discussed in Chapter 2, 

eclecticism is not generally seen as a system of ideas. Indeed, since 

eclecticism is unconstrained by the logical consistency of any particular 

system of ideas, an attitude of personal choice replaces rules as a guiding 

principle of architectural design. This is not to say that eclecticism is so 

arbitrary that it is useless, since, in times of complexity, an eclectic attitude 

to architecture makes sense of what might otherwise appear to be chaos. 

Crook views the eclecticism of 19th century England as a result of an 

attitude to complex times.1°6 For Crook, eclecticism was a way for architects 

101. Ibid, p 122. 

102. Ibid, p 123. 

103. Ibid. 

104. Jencks, op cit, p 128. Recently in The Architecture of the Jumping Universe, Jencks restated his belief in a radical 

eclecticism that also includes the use of metaphors for architecture derived from the scientific theories about the 

complex mathematics that contemporary scientists believe describe the universe. 

105. Ibid, p 168. 

106. Crook, op cit, p 11. 
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to experiment with the evolving ideas of industrial production, new 

materials, new ideas about the past, and secular society. Crook argues that 

this experimental approach can be seen in the University Museum (Oxford 

1854-60) by architects Deane and Woodward.J07 Crook also argues that 

eclecticism was seen as a response to a transitional tirnetos when old rules 

and principles of architecture were suspended, but new rules had yet to 

evolve.109 Eclecticism, in this case, besides its usual meaning of ignoring 

rules, may involve restoring order to an architectural movement. Crook 

gives the example of how the English architectural critic Beresford Pite 

argued that eclecticism could be used as a way of restoring the use of Greek 

proportion to Queen Anne architecture.no For Crook, eclecticism is still 

relevant, not necessarily as it was in the 19th century, but as the result of a 

modern pluralist society.111 Another similarly general view of eclecticism as 

an attitude was proposed by Robin Boyd. Boyd argued that, by the middle 

of the 20th century, two distinctly different architectural interpretations of 

the same set of principles about construction, climate, and aesthetics had 

developed. He proposed a new eclecticism that alternated between what 

Boyd believed were these equally valid rational or organic (as Boyd called 

them) interpretations.112 For Boyd, this meant that eclecticism was not a 

system of ideas, but the freedom to choose a particular approach, 

depending on the purpose or site of a building or the mood of the 

archi tect.113 

In one way, eclecticism is now accepted as part of general architectural 

practice, as part of context theories, or in the eclectic use of architectural 

precedents. However, some critics argue some architects practiced 

107. Ibid, p 78. 

108. Ibid, p 165. 

109. Ibid, p 111. 

110. Ibid, p 205. 

111. Ibid, p 270. 

112. Robin Boyd, 'A New Eclecticism?', in Tlze Architectural Review, 110, 657 (September 1951), pp 150-153. 

113. Ibid. 
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eclectically at a time when it appeared that new directions in architecture 

formed a coherent modem movement. Demetri Porphyries argues that this 

is true of the work of Alvar Aalto. Porphyries argues that Alvar Aalto's 

variations of modern architectural approaches resulted in a modern 

eclecticism.l14 According to Porphyries, Aalto used abstraction to 

incorporate historical forms with the abstract forms of contemporary avant

garde architects, and varied the use of these historical building elements 

depending on the building type and use. 115 Therefore, form was arbitrary 

since it depended on the propriety demanded by a particular 

circumstance.l16 Alan Colquhoun argues that eclecticism is also part of the 

idea of regionalism. Colquhoun argues that regionalism is a kind of 

historicism and so it is also eclecticism.117 For Colquhoun, eclecticism was 

originally, in the 18th century, the use of stylistic imitation to produce an 

association between an architectural precedent and the knowledge that an 

observer has of the historical period of the precedent. However, it seems, 

regionalism is now closely tied to eclecticism since architects who attempt 

to design buildings related to their location do so by selecting regional 

architectural variations, rather than being able to work within distinct 

regional building traditions. 

These preceding opinions about eclecticism in architecture show that 

critical comment is not exclusively negative. Those who argue against 

eclecticism generally claim that eclectic design, since it is unsystematic, 

leads to intellectual and formal disorder. However, this view is countered 

by arguments for eclecticism as a theory of language, as an attitude towards 

pluralist culture, or as a principle applicable to any architectural movement. 

These opposing viewpoints present eclecticism as, on the one hand, 

disorder and, on the other hand, as a way of acknowledging, and working 

with, the persistent disorder of life. It is this second view that makes 

eclecticism a useful approach to the changing conditions of architecture. 

114. Demetri Porphyrios, Sources of Modern Eclecticism: Studies on Al-onr An !to, p 14. 

115. Ibid, p 17. 

116. Ibid, p 26. 

117. Alan Colquhoun, 'Critique of regionalism', in Cnsabella, 60, 630-631 (January-February 1996), p 51. 
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Having shown that an eclectic approach can be rational in theory, it is 

necessary to show that it can be rational in practice. A syncretic eclectic 

design approach can be rational in practice, in this case in the Major 

Portfolio design projects, because it takes ideas and forms as precedents and 

reorganises them as an archive, independent of the system of ideas or forms 

they came from, and unites elements from this archive in a syncretic design. 

In order to examine this claim it is necessary to describe the Major Design 

Portfolio and then evaluate it in order to see what form the rationality of the 
designs take. 

Major Portfolio Design Projects 

Major Project 1 was an International Visitors' Centre in Sydney. The design 

of the International Visitors' Centre was the subject of a competition (held in 

1996) sponsored by the chemical manufacturer DuPont, and run by the 

Association of Collegiate Schools of Architecture. The brief was for an 

International Visitors' Centre on Dawes Point, adjacent to the south pylon 

of the Sydney Harbour Bridge, and on the opposite side of Circular Quay to 

the Sydney Opera House. The information centre was to contain a library, 

theatre, restaurant, and exhibition spaces. Laminated glass was to be the 

main building material used in the project design. 

The second major project was a housing development on a site in the inner 

Melbourne suburb of Carlton. It is based on a real development project for 

the site. The University of Melbourne plans to build a car park for general 

campus use on land it owns. The car park has to be underground in order 

for the local council to approve its construction. This leaves the ground 

level of the site free. The University proposes to build residential 

accommodation on the available land. The University also wants to be able 

to sell the housing on the open market if it decides to do so. 

The Visitors' Centre was based on the space of the 19th century 

glasshouse.(fig. 1) Sydney Harbour's warehouses in Darling Harbour and 

Woolloomooloo were used as other building precedents associated with 

trade and foreign countries. The Glass Video Gallery, Groningen The 

Netherlands 1988, (Architect-Bernard Tschumi);(fig. 2) the Kaufhaus des 

Nordens Department Store, Hamburg Germany 1993, (Architect-William 

Alsop and Jan St6rmer);Cfig 3) and the Pacific Design Centre, Los Angeles 

1971, (Architect-Cesar Pelli and Gruen Associates);(fig 4) were also used as 
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Fig.l. 

Fig 2. 

View, Jardin d 1Hiver, Paris 1846-48. 

View of Model, Glass Video Gallery, Groningen, The Netherlands 1988, 

Architect-Bernard Tschumi. 
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Fig 3. 

Fig 4. 

Fig 5. 

Elevation, Kau.fhaus des Nordens Department Store, Hamburg, Germany 

1993, Architect-William Alsop and Jan Stormer. 

View, Pacific Design Centre, Los Angeles 1971, Architect-Cesar Pelli. 

Axonometric, International Visitors' Centre, Major Project 1. Drawn by author. 
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examples of different streams of the architectural avant-garde. Tschumi's 

box and Alsop's glass structure were used as compositional precedents for 

the media centre which was part of the Visitors' Centre program. Inside the 

Visitors' Centre, a glass cloud based on one of J0rn Utzon's studies for the 

ceiling of the Sydney Opera House Major Hanus was added as a canopy 

over the restaurant. There were two main parts of the Visitors' Centre 

design.(fig. 5) The first was a steel canopy, the second was the collection of 

volumes, containing the information centre spaces, covered by the canopy. 

These volumes were arranged in a bundle aligned along the long axis of the 

building. A glass Olympic Media Centre was at the centre of this bundle 

and the circulation wound around this central volume. The whole building 

was elevated to allow passers-by ground level views of the harbour. The 

end of the building facing Circular Quay was entirely open. The design 

approach used in the Visitors' Centre design was an attempt to extract from 

an eclectic and complex range of sources common forms and spaces, and to 

reinterpret these forms by syncretising them. The proposition behind this 

approach is that, like a series of outlines overlaid, a common form emerges 

from the combination of design precedents. 

In the Cardigan Street Housing Project a different eclectic approach was 

taken. There were four main steps in the housing project design process: the 

selection of source buildings, the preparation of analytical drawings of the 

sources, the pastiche of the sources on the site, and the blending of the 

sources to fit the program and the site. The first step began with the 

selection of the sources for the design. The sources were the Rue de Meaux 

housing, Paris 1990, (Archi tect-Renzo Piano Building Workshop) ;(fig. 6) 

Housing at Dlan el Mah~oul, Algeria 1955, (Architect-Fernand 

Pouillon);(fig. 7) LIMA Housing, Berlin 1982-1986, (Architect-Herman 

Hertzberger);(fig. 8) House on a Curved Road, Tokyo 1978, (Architect-Kazuo 

Shinohara);(fig. 9) Nemausus housing, N1mes France 1985-87, 

(Architect-Jean Nouvel);(fig.lO) and Schilderswijk Ward housing, The 

Hague The Netherlands 1989, (Architect-Alvaro Siza).(fig.ll) Although the 

selection of these buildings is random, they can be analysed and common 

characteristics identified. Each of the buildings used as a precedent was 

redrawn as a set of notes about the projects. (fig. 12-15) The 

118. Philip Nobis, "Utzon's Interiors for the Sydney Opera House", B.Arch Dissertation, University of Technology 

Sydney 1994. 
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Fig 6. 

Fig 7. 

Fig 8. 

Elevation, Rue de Meaux Housing, Paris 1988-1991, Architect-Renzo Piano 

Building Workshop. 

View, Dlan el Mah~oul Housing, Algiers 1955, Architect-Fernand Pouillon. 

Axonon1etric, LIMA Housing, Berlin 1986, Architect-Herman Hertzberger. 
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Fig 9. 

Fig 10. 

Fig 11. 

0 

0 

Plan, Section, House on a Curved Road, Tokyo 1978, Architect-Kazuo 

Shinohara. 

Plan, Nemausus Housing, Nimes, France 1985-1987, Architect-Jean 

Nouvel. 

View, Schilderswijk Ward Housing, The Hague, The Netherlands 

(1986-1988), Architect-Alvaro Siza. 
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Fig 12. 

Fig 13. 

Fig 14. 

·: 
I 

Section, Plans. House on a Curved Road, Tokyo 1978, 

Architect-Kazuo Shinohara. Drawn by author. 

Axonometric. LIMA Housing, Berlin 1982-86, Architect-Herman 

Hertzberger. Drawn by author . 
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Axonometric. Dlan el Mahc;oul Housing, Algiers 1955, 

Architect-Fernand Pouillon. Drawn by author. 
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Fig 15. Plans. Ne1nausus Housing, N1mes, France 1985-1987, 

Architect-Jean Nouvel. Drawn by author. 
~.,. I 

Fig 16. Axonometric. Major Project 2, Cardigan Street Housing, Carlton, Melbourne. 

Drawn by author. 
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Fig 17. Axonometric. Rue de Meaux Housing, Paris 1988-1991, Architect-Renzo 

Piano Building Workshop, Drawn by author. 
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redrawing of these design precedents simulated experiencing them. While 

the drawings were not used directly in the design, they allowed formal 

similarities and analogies between the selected source buildings to emerge. 

These sources were tested by redrawing them as a pastiche site plan for the 

proposed site. The scheme(fig. 16) was broken into two separate spaces. The 

space closest to the existing University buildings was a semi-enclosed 

courtyard surrounded by blocks of flats. These blocks reduced in height 

from the Elgin Street end of the site towards the Faraday Street end of the 

site. On Faraday Street existing cottages were retained and extended. The 

area behind these cottages was made into an irregular open space with 

screened back gardens. The screens were a common element through the 

two schemes and were varied depending on their orientation and their 

relation to the buildings' plans. Themes that emerged from this design 

process were ideas about distinguishing between front and back, privacy 

and exposure, and repetition. These themes were used to re-examine the 

initial pastiche and then recast them into a blend of the different sources. 

In the Visitors' Centre Project the aim of the design process was to make the 

design represent an idea. The design, though derived from diverse building 

forms and ideas (in the Visitors' Centre it was the avant garde architecture 

of Tschumi and Alsop) attempted to represent an idea about what 

information is and how architecture might convey information. In the 

Cardigan Street Housing project, the sources for the design project are 

considered as independent formal solutions, essentially fused together as 

one complex. 

Evaluation Of An Eclectic Design Process 

These two design projects of the Major Portfolio could be said to be rational 

because of the following reasons; the analysis of the precedents into formal 

categories severs design precedents from systems of ideas, and the 

precedents are unified by being redrawn. However, the rationality of the 

design projects could be questioned for a number of reasons; there was 

variation in the designs, the formal or planning ideas that unified the 

precedents were derived from the precedents, and the design results were 

conservative. The evaluation of the rationality of the Major Portfolio 

projects can be made by considering these opposing arguments. 
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The design approach used in these two Major Projects could be said to be 

not rational because the approach was not consistent from one project to the 

other. In the Carlton Housing project, part of the scheme is based on a 
courtyard housing scheme by Renzo Piano Building Workshop.(fig.l7) The 

design for Carlton is produced by varying the courtyard plan and volume 

of Piano's plan. The variations included are as follows; the courtyard, the 

height of the buildings around the court, the screens to the buildings, and 

access to the flats. The design approach in the Visitors' Centre takes a 

different approach to the use of precedents. The route of a visitor to the 

Centre is used to organise and abstract the various sources used in the 

design. The Tschumi project for a video gallery is reduced to a simple 

volume while the Pacific Design Centre is interpreted as a tube.(fig. 18) By 

allowing the visitor to move about the building by moving along the tube 

and around the central Media Centre, the two precedents are syncretised. 

The different intentions of the projects suggests that a single position was 

not used. One characteristic of an independent approach would surely be 

that the approach is clearly distinguishable from other approaches. 

Therefore, for an eclectic syncretic approach to be said to be rational, 

despite the diversity of the precedents referred to in a design, a clearly 

consistent approach should be apparent between the two projects. This 

clear connection might be, for example, an attitude towards architectural 

research, or an idea about proportion. If this uniting characteristic is 

missing then the approach could, instead of being seen to be an 

independent approach, be regarded as really only influenced superficially 

by what appeared to be most convincing about other architects' thoughts. 

Despite this suggestion that the projects use different approaches, the two 

Major Projects are rational because they do use simple, but none the less 

similar, organising ideas to achieve an independent approach. By drawing 

on a wide range of precedents both of the projects require a simple set of 

formal rules that can be used to interpret all of the precedent designs. While 

each of the precedents might be an example of different beliefs about form, 

such as classicism, technological expression, constructive assembly, or 

abstraction, they can all be analysed as ideas about the formal ideas of front, 

back, inside, outside, and up and down. The east side of the building, facing 

the main pedestrian approach to the Centre, reveals most of the interior and 

the internal circulation system, (fig. l9) while the north side of the building 

reveals the glass interior through a gap in the metal exterior.(fig. 20) The back 

of the building is indica ted on one side by a mostly blank wall and on the 
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other side by a restricted view of the interior. This covering and exposure of 

the contents uses the simple ideas of front, back, and side to make the 

building comprehensible. In the Visitors' Centre project, the idea of the 

building as a collection of volumes(fig. 5) involved uniting these volumes 

with a roof-like cover. This use of simple ideas as the main organising ideas 

of the designs allows the eclectic approach to be independent, and therefore 

rational, since it does not have to adopt a narrow idea of what architectural 

form might be. Architectural form results from eclectic choice and syncretic 

unification of simple categories of formal order. 

However, the inclusiveness of these simple formal categories means that the 

projects cannot be rational because a design process, it could be argued, can 

only be rational if its independence, and hence its rationality, is based on 

the unity springing from the development of all the parts of a project from a 

single idea. Whether this single idea is a poetic image of nature or an image 

inspired by a theory of knowledge, it could control idea from the first stages 

of the project to the last. Building materials, the planning of a building, the 

public face of the building and its interior could all develop from variations 

of a single idea. Other influences on the design, such as observations of 

buildings or contemplation of drawings of architecture would all be 

reduced in importance because these observations and analysis would be 

reinterpreted through the imagination of the architect as a variation of the 

initial idea of th~ project. As Alan Colquhoun argues,119 the most prevalent 

and successful use of eclecticism in architecture has been the idea of 

context. If the rationality of an eclectic approach is best achieved through 

the organisation of the design process around a single idea, then why 

doesn't the Cardigan Street housing project develop an idea of context 

allowing the scale, materials, and appearance of the surrounding buildings 

to affect the design? Although there was no attempt to use the context of 

Carlton to develop the details of the housing project it could be said that 

ideas from the buildings surrounding the site influence the design. The use 

of screens(fig 21) to the front of the project dwellings recalls the verandahs of 

the neighbouring 19th century terrace houses. The left over irregular spaces 

of the courtyard (fig 22) behind the existing cottages on Faraday Street could 

be said to be a version of the 

119. Colquhoun, op cit, p 51. 
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Fig 18. Axonometric, Pacific Design Centre, Los Angeles, (1971), Architect-Cesar 

Pelli. Drawn by author. 

Fig 19. Elevation, Major Project 1, International Visitors' Centre. Drawn by author. 
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Fig 20. Elevation, Major Project 1, International Visitors' Centre. Drawn by author. 
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Fig 21. 

Fig 22. 

r~·----, 

Elevation, Major Project 2, Cardigan Street Housing, Carlton, Melbourne. 

Drawn by author. 

Plan, Major Project 2, Cardigan Street Housing, Carlton, Melbourne. 

Drawn by author. 

Fig 23. Elevation, Major Project 2, Cardigan Street Housing, Carlton, Melbourne. 

Drawn by author. 
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spaces created around the back lanes of the 19th century terrace houses. The 

external access gallery to the central block parallel to Faraday Street could 

be said to recall the access galleries of the near by Housing Commission 

Flats in Elgin Street. If all of these ideas, that might possibly derive from the 

buildings of Carlton, had been interpreted as context then it may have been 

possible to develop these ideas about form, site, and movement in relation 

to the context of architecture in Melbourne. 

However, the projects do use the concept of a unifying idea: an inventory of 

drawings analysing architectural precedents is used so that the design 

process in the two Major Portfolio projects could be said to be rational. 

These analytical drawings made the arbitrarily selected sources fit into an 

order established by the use of plans, sections, elevations, diagrams, and 

axonometrics.(fig 12-15) The analytical drawings used in the Cardigan Street 

project abstract the buildings used as design precedents through drawings 

and judge their worth from these drawings. The diagrams reveal patterns 

and associations between unrelated buildings. This analysis resulted in a 

range of plans, spaces, sections, and volumes, and a set of ideas (ideas 

about how the different forms are similar) that were used to design the 

project. For example, the grided screens of the Rue de Meaux housing were 

adapted to unify the project by varying them depending on their 

orientation and location. This inventory of drawings can then be compared 

with a set of ideas about a project which can be altered by the circumstances 

of a particular site. The eclectic analytical diagram is not necessarily aimed 

at documenting the progress of a design: it is a way of creating a private 

archive where architectural precedents and ideas can be accumulated, 

sorted, and categorised. 

However if it is considered that an architectural approach is rational 

because it explores one particular idea then this appearance of order is only 

superficial and the two major projects are not. It is by a commitment to a 

particular idea that an independent position, and hence a rational approach, 

can be developed. While there are lessons and even rules to be learnt from 

the buildings and architectural theories of the past many would argue that 

it would be more effective to propose ideas and building forms that are new 

to architecture rather than create variations on previous buildings to 

eventually arrive at new interpretations of these buildings. These 

interpretations, rational though they may be, are disconnected from the 

changing ideas and demands that architects develop in response to changes 

in the world. In the Carlton Housing project, the design of housing new to 
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the area might have been more stimulating. A proposal that entirely 

covered the site with housing, or a tower, or single family detached houses, 

could have used the project as a chance to draw attention to specific types 

of housing in Carlton, or the University's idea of housing. However, the mix 

of sizes and types of dwellings proposed in the Cardigan Street Housing 

project does not indicate a clear idea about any particular type of 

housing.(fig 23) In its eclecticism the Cardigan Street Housing project favours 

architectural composition rather than urban or sociological comment. 

Can then an eclectic process be rational in practice? The eclectic approach 

applied to the Major Portfolio projects could be considered to not be 

rational because of the following reasons; the differences between the two 

Major projects do not suggest that a single independent approach was used 

for both projects, in the Cardigan Street housing the unifying idea of the 

project arose from the precedents, rather than preceding them (suggesting 

that the approach was mainly a result of incorporating the most appealing 

ideas of the precedents), the rationality of the Visitors' Centre and Cardigan 

Street projects is only abstract. However, the Major Portfolio designs clearly 

demonstrate their rationality, as defined previously, because they use 

analytic and simple formal approaches to build an architectural position 

that makes invention and precedent equally important in the design 

process. In the Major Projects this took the form of clearly defined front, 

back, and sides in the Visitors' Centre, and a selection from a unified group 

of precedents in both projects, but especially in the Cardigan Street Project. 

Therefore, an eclectic design process is independent and rational in practice 

when, although relying on precedents, it transforms these precedents and 

syncretises them in a unified design. 
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CONCLUSION 

62 



From the analysis of the Major Portfolio design projects it can be seen that 

an eclectic approach to architecture can be regarded as rational in theory 

and practice. This rationality is defined in theory as the independence of a 

position and realised in practice through the analytic reorganisation of 

precedents and their syncretism in a new unified design. The analytical and 

investigative techniques involved in an eclectic approach are of course 

limited by the principles of selection and variation. However, these 

principles lead to new ideas through the continual combination and 

recombination of ideas, not only of architecture but also from music, 

writing, and painting. 

This analytical approach to eclecticism is not the only eclectic approach. 

Other approaches in the history of eclecticism in architecture show that 

eclecticism is an important way of producing profound comments and 

criticisms of particular architectural movements. These insights and 

diversions are just as useful as the development of a systematic 

architectural movement. Just as these unified architectural movements may 

become too unified, then it could be said that eclecticism can likewise 

become too diffuse. However these are extreme positions. If the possible 

coexistence of a variety of successful architectural approaches is accepted 

then the value of an eclectic approach is apparent not only in the history of 

architecture, but for the future of it as well. 

Indeed the loss of the strict standards that a nzethod of architecture imposes 

is the strength of an eclectic approach. An eclectic approach has no rules or 

system. This lack of a method does not necessarily mean that an eclectic 

approach is disordered. The eclectic approach can be organised as a 

syncretic project in which ideas and forms are unified by similarities and 

coincidences rather than the logical consistency of a systematically 

developed approach. 

These ideas about the practice, history, definition/ and structure of an 

architectural approach recall the more complex definitions of rationalism. 

Rationalism in an eclectic approach is a way of thinking independently 

beyond the restrictions of a particular time and place. Although the 

architectural theory of this century has constantly warned of the dangers of 

architecture that proposes such a disconnection it is worth the risk due to 

the insights that such an approach may uncover. 
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The aim of a rational eclectic approach is not to propose some easy unity or 

bright new future for architecture but instead to adopt the idea that a 

condition of design in our current society is the existence of irresolvable 

aims and values.l20 An eclectic approach to architecture recognises this 

condition by producing buildings for a time of transition between times of 

clear, and sometimes unnecessarily focussed, architectural goals. 

120. Timothy Garton Ash, 'True Confessions', The New York Review of Books, XLIV, 12 Guly 1997), p 37. 
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MAJOR PORTFOLIO: DESIGN PROJECTS 

International Visitors' Centre, Sydney 

Cardigan Street Housing, Carlton Melbourne 
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PREFACE 

Both of these design projects are the result of designing with the rational 

eclectic approach investigated in this thesis. They are eclectic in the range of 

precedents used, and rational in the independent approach taken in the 

analysis of the precedents. However, the projects use different ideas of 

syncretism. The syncretic theme that united and transformed the precedents 

used in the International Visitors' Centre (Design Project 1) was an abstract 

idea about information. The project aimed to create a space that would 

indicate the importance of each type of information available in the Centre. 

By contrast, the Cardigan Street Housing Project unifies the precedents with 

a different syncretic approach. Here the aim was to syncretise the 

precedents using a formal rather than abstract theme. The main formal 

theme was the screening of dwellings in different ways, depending on the 

orientation of the dwellings. To summarise, the two Major Portfolio design 

projects differ in the way they use syncretism but both could be said to be 

variations of a rational eclectic approach. 
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MAJOR PORTFOLIO DESIGN PROJECT 1 

International Visitors' Centre, Sydney 
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Major Portfolio Design 1 

International Visitors' Centre, Sydney 

Information 

Even though international travel has now made 
mass tourism possible, most of our ideas about 
the places we visit are formed before we leave 
our own countries. If the new iron and glass 
technology of the glasshouses and exhibition 
halls helped a nineteenth century person to 
imagine the colonies, then in Sydney, the new 
Information Centre reverses the role of the 
nineteenth century glasshouse. It sends 
information about the colonies back overseas in 
order to form peoples' expectations and opinions 
of what they might find and what they are 
looking for when they travel overseas. The 
nineteenth century glasshouse made the exotic 
more familiar by placing a very thin layer of 
glass between the European landscape and 
foreign plants. Modern electronic information 
uses instantaneous communication to make the 
exotic familiar. Buildings are no longer needed to 
introduce the exotic to the traveller as did the 
nineteenth century glasshouses. The use of 
glass as a window onto Sydney Harbour is one 
way of directly revealing information through the 
architecture of the Information Centre. If our 
opinioos about foreign countries are formed prior 
to travelling, then an Information Centre reveals 
little important information by showing us a view 

·of the area surrounding its site. 

Site 

In the Visitors' Centre design, the site influenced 
the choice of materials, forms, and the 
circulation pattern of the project The Centre was 
positioned so that it would cpmplement the 
existing pedestrian and tourist routes around 
Circular Quay and Darling Harbour. Sydney is 
treated as an urban park through which people 
stroll and casually pass under, around or enter 
the Visitors' Centre. This casual siting 
complements the existing foreshore buildings. 
These existing buildings are mainly pragmatic 
wharf buildings. The Cahill Expressway, the 
Harbour Bridge South Pylon, the Ferry Terminal, 
all make the harbour exciting by allowing the 
constant flow of people-both exotic and 
ordinary-between ferries, trains, buses, and 
promenade to be the main attraction of Circular 
Qua):. The Opera House stands out as a folly 
amidst this utilitarian mix of buildings. The 
Visitors' Centre was meant to continue this 

· relationship of dumb ordinat)t buildings acting as 
a background to the Opera Hous~. The sources 
of the design then became the simple dramatic 
and large elements of the harbour-the ships 
and the pier warehouses. 
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Major Portfolio Design 1 

International Visitors' Centre 

Major Project 1 was a Visitors' Centre in Sydney. 
The design of the Sydney Visitors' Centre was 
the subject of a competition (held in 1996) 
sponsored by the chemical manufacturer 
DuPont, and the Association of Collegiate 
Schools of Architecture. The brief was for an 
international Visitors' centre on Dawes point, 
underneath the south pylon of the Sydney 
Harbour bridge and opposite the Sydney Opera 
House. Laminated glass was to be the main 
building material 

Glass, Visitors, and Information 

The Visitors' Centre design reinterprets the 19th 
century European glasshouses. The glasshouses 
were exotic, large but also warm and humid 
places used for popular entertainment as well as 
botanical collections. Even though mass tourism 
is now possible, most of our ideas about 
overseas are formed before we leave our own 
country. If the glasshouses helped a 19th 
century person to imagine the colonies, then the 
Information Centre reverses this role. It sends 
information overseas to form peoples' ideas of 
Sydney. The 19th century glasshouse made the 
exotic familiar using a thin glass wall. Modem 
electronic information makes the exotic familiar 
through instant communication. 
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Major Portfolio Design 1 

International Visitors' Centre, Sydney 

Master plan 

The International Visitor Centre is a part of the 
Sydney Harbour promenade. this route is a 
broadwalk crossed by tourists and Sydney 
residents. It is a minimum of ten metres wide 
and connects a series of buildings. This 
condition of buildings closely connected to the 
water by a broadwalk is the most active part of 
the city. The Visitors' Centre is sited so as to 
continue the close relationship of building to 
edge that characterises Sydney Cove. This siting 
also retains the archaeological investigation of 
the Dpwes Point Battery. Currently the buildings 
that form the promenade are: 

1 The Sydney Opera House 
2 The Circular Quay Ferry Wharves 
3 The Gallery Of Contemporary Art 
4 The Overseas Passenger Terminal 
5 The Metcalfe Stores Restaurants 
6 Pier One Shopping Centre 
7 The Wharf Theatre 

Olympic Games media centre 

The media centre is an inhabited glass beam at 
the centre of the visitors centre. it is expanded 
from its prescribed area to become a media 
centre fvr the Olympic Games. It is accessible to 
visitors to the International Visitors Centre but 
can also be separated from the rest of the 
building and used around the clock. information 
about the upcoming Sydney Games will be 
processed at the centre. During the Olympic 
Games it will be used by visiting international 
journalists. Interviews with visiting international 
celebrities will take place in the bar. 

Butacite 

Part of the design was to be the use of the 
DuPont interlayer film (Butacite) used in 
laminated glass. In the Visitors' Centre design 
the Butacite was used to make glass a structural 
part of the building. The combination of glass 
and PVB interlayers has previously been 
investigated as a structural system. The 1.2mm 
Butacite interlayer is used with thermally treated 
glass to build up a glass beam 160mm thick. 
four of these glass beams are bonded together · 
as a box beam that forms the media centre. 
Translucent and clear interlayers included in the 
"laminated glass beam control the transparency 
of the wall. the acoustic insulation achieved by 
the laminated beam allows the media centre to 
operate separately from the rest of the interior. 
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Major Portfolio Design Z 
Cardigan Street Housing, Carlton 

Aim 
The aim of the project was to provide housing of 
different scales to fit in with adjacent institutional 
buildings and the smaller terrace housing, 
privacy, private outdoor spaces, a protected 
interior different from the heat and noise of the 
surrounding suburb and city and the beginning of 
a pattern of courtyard spaces. 

View A 

Housing 
The housing on the site is a mixture of flats and 
houses. The houses are the existing Victorian 
cottages with aqditions. The flats vary in size 
from one to four bedrooms. All of' the dwellings 
have a private outdoor space: this is either a 
garden or a balcony and most have a double 
orientation. Movable and ftxed screens give 
privacy to indoor and outdoor spaces and 
conceal the scale of the housing units. The 
height of the housing blocks decreases towards 
the southern end of site where the existing single 
storey cottages are retained. 
Site Area and Housing Density 
Site Area 5488m2 

Beds 171 
Cars 730 

Site Plan Legend 
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Major Portfolio Design 2 
Cardigan Street Housing, Carlton 

Site 
The site is a block of land mostly owned by the 
University of Melbourne. Occupying the rest of 
the block are institutional buildings and a few 
19th century houses. Buildings surrounding the 
site range from 30 storey public housing towers, 
hospitals, schools, the university campus, 
churches, multi-storey garages, warehouses, 
strip shopping, light industry, flats, detached 
houses, and terrace houses and cottages. 

Elevation section 

~ 
Cardigan Street Balcony Detail1 

Carpark 
The hal/sing is built on a carpark so a swimming 
pool and a study area with twenty-four hour 
access are provided on the first parking level. 
Access 
Gates prevent people entering · the two 
courtyards. There· are separate entrances for the 
carpark for the public. An area on the first level 
of carparking is reserved for the residents cars. 
On the northern block internal stairs are used. 
The Cardigan Street blocks have external stairs, 
while an external access way is used for the flats 
between the two courtyards. 
Student Housing 
Most of the flats have three bedrooms to allow 
shared accommodation. There are also one 
bedroom flats and two bedroom houses. The two 
separate parts of the site allow students a choice 
of housing density. This split could also allow the 
site to be sold in stages if required. 
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Major Portfolio Design Z 
Cardigan Street Housing, Carlton 
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Part 2: Minor Portfolio 



PREFACE 

These papers are an investigation of the ideas of, or raised by, the 

architects who ran the Master of Architecture (By Design) esquisse 

projects. 



WORKSHOP PAPERS 

Peter Corrigan Workshop: Theatre as an Analogy for the Design 

Process. 

Hans Hallen: Melbourne Arcades 

Treasury Precinct: Architecture and Colonisation. 

National Student Design Forum: National Monument to the Australian 

Vietnam Forces. 

Harry Seidler Workshop: Harry Seidler and Latin American 

Modernism. 

Jennifer Hocking Workshop: Mies van der Rohe: Reductive Spatial 

Strategies. 



PETER CORRIGAN: WORKSHOP PAPER 

Theatre As An Analogy For The Design Process 



The Master of Architecture workshop brief set by Peter Corrigan asked for 

'a model of your life'. The brief was therefore introspective, and 

abstract-its relation to architecture indirect. The brief had more of the 

'transparent, elusive quality' of the theatre rather than the 'far more coarse 

and vulgar and slightly less arty'1 pretension's of Corrigan's buildings. It is 

possible to argue that the rather dramatic and introspective prospect of 

producing 'a model of your life' along with the surreal art referenced by 

the brief suggests that the workshop used the theatre as an analogy for the 

design process. 

In an interview published in Pataphysics Corrigan listed several ideas that 

interest him in relation to architecture. These were: patriotism, suburbia, 

abstraction, a rural-urban confrontation, a left-wing viewpoint, and 

architecture 'as the most incisive, the most difficult of the public arts'.2 

Another of the ideas that Corrigan lists ' .. .involves the Polish theatrical 

practitioner, Jerzy Grotowski [(co-founder of the Polish Theatre 

Laboratory)]. It is the idea he first described as 'poor theatre'. It involves 

more than simply design-it requires an attitude which then results in a 

production view point. It proposes the potential for dignity and 

theatricality within humble objects. It is a much richer idea than the type 

of reductivist modern minimalism that we see around us; a post Mondrian 

technical aesthetic. Poor theatre is about the dignity of work.'3 Corrigan 

also mentions the idea of the new as an alternative to the original; ' 'The 

new' is the ongoing problem of art, as it constantly attempts to redescribe 

itself through the present. It's probably less self conscious than originality. 

The new is to a certain extent about testing ideas, it is not necessarily 

concerned with ideals. '4 

It also seems that in the search for, and presentation of past experiences in 

the workshop we were being asked to answer the big questions in relation 

to design. This appears to be a deliberate attempt by Corrigan to link 

1. F. Lowe, 'Interview with Peter Corrigan', The Architecture Show, (September 1991), p 5. 

2. L. Edelstein andY. Florence, 'Peter Corrigan', Pataphysics, p 15. 

3. Ibid. 

4. Lowe, op cit, p 4. 
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design decisions with personal values-the restatement of the Corrigan 

maxim of forms not being value free.s It could be argued that it was the 

ideas of the new, design as a statement of personal belief, design from the 

production viewpoint and abstraction-combined in a theatrical 

framework-that Corrigan emphasised in his Masters Workshop. These 

ideas are more relevant to the introspective brief than the questions of 

regional identity and form seen (by Conrad Hamann) as Corrigan's main 

contribution to architectural discourse.6 

The workshop project brief was to construct' a model of your life' in two 

parts. The first model was to cover the time from birth to entry into 

university. The second model was to cover the period from graduation to 

the first night of the workshop. The brief asked for two elevations and two 
sections of the models to be drawn (each of Bl size) to show what 

Corrigan called 'the guts' of the model. The models were to be influenced 

by a poem by Rainer Maria Rilke (the Fifth Duino Elegy), music by Igor 

Stravinski, (Oedipus Rex) and the work of Dadaist artist Marcel Duchamp 

and the Surrealist artist Max Ernst. Aspects of the work7 of Rilke, 

Duchamp and Ernst were either used directly in the models or to inform 

the formal strategies for constructing the models. 

Ulrich Bischoff writes that the Dadaists and the Surrealists ' ... sought to 

express the unconscious psychic import underlying the surface of banal, 

everyday reality.'B It is the work of this group that Ernst and Duchamp 

were associated with and which Rilke's poetry anticipates. Corrigan 

appears to have chosen these sources because he is interested in the 

untapped cultural utility of surrealism: 'I think that the world of dreams 

offers enormous potential. A boundless kingdom of chance associations 

and poetry as opposed to the narrow imperatives of reason. '9 This idea of 

5. Ibid. 

6. C. Hamann, Cities of Hope, p 2. 

7. A recording of Stravinsky's music could not be found therefore no music was used as part of the workshop. 

8. U. Bischoff, Max Ernst 1891-1976, p 49. 

9. Edelstein, lac cit. 
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a poetic language contrasts with Corrigan's professed interest in 

abstraction. Applying the two terms in the same body of work would 

appear to be contradictory. However the possibilities of using a theatrical 

framework for the structure of the workshop allows the tension between 

these two terms to be played out with coherent results. 

Ernst's art, it appears, is to be valued (in the context of the workshop ) for 

its critical approach to the social values of the medium it uses and the 

personal position developed from this criticism. Bischoff describes 1o Ernst 

as an artist living at the turn of the century when art and culture was a 

form of entertainment or scholarship constrained by the moral rigidity of a 

bourgeois society dedicated to the pursuit of wealth. Art therefore was no 

longer a central element of culture. It was no longer used to define and 

explore personal and public identity as it had notably been used in the 

times of great art patronage. This marginalisation of the artist to the edge 

of culture, as sideshow entertainment, argues Bischoff, led Ernst to adopt 

new techniques and subject matter. 

Ernst's new techniques, including Freudian experiments designed to 

encourage actions motivated by emotions such as fear and desire, seem to 

aim at developing a critical and independent role for the artist. Ernst's 

painting Woman, Old Man and Flower 1924, was painted at a time when 

' ... Breton, Eluard and Max Ernst used to gather together with a group of 

friends in the evenings (saison des saummeils) to tell each other their dreams 

and help release unconscious or suppressed thoughts.'11New ideas were 

genera ted by allowing common art themes and genres to be undermined 

in Ernst's work by the amorality of the subconscious. Ernst described his 

discovery of frottage in 1925 as he placed pieces of paper on the floor and 

rubbed over them with a pencil ' .. .I was surprised by both a sudden 

increase in my visionary faculties and by the hallucinatory succession of 

contradictory and superimposed images which had the intensity and 

suddenness characteristic of memories of an earlier love. '12 

10. Bischoff, op cit, p 32. 

11. Ibid. 

12. Ibid, p 38. 
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Corrigan's purpose in choosing Ernst's work as a workshop source seem 

to relate to these ideas: the Freudian workshops and the delight in the 

discovery of spontaneously created images. Here it is possible that we are 

presented with Corrigan's axiom of the idea of the new and the need for a 

constant guard against the complacency of received values. New ideas are 

consequently given precedence over tradition. Technique and form are 

instruments used to test entrenched artistic methods and criticism. Equally 

axiomatically, these quotes recall Corrigan's gavel fisted declaration that 

no judgements are value free. 

Rilke's Duino Elegies, with their investigation of human existence, are a 

useful source for the workshop project of 'a model of your life'. Corrigan 

seems to be suggesting that the purpose of design should be 'to praise and 

extol the simple things of existence.' which Rilke regarded as our highest 

or greatest purpose. 

In his analysis13 of the Duino Elegies, E.L.Stahl argues that Rilke 

attempted to 'discover the purpose of human existence.' According to 

Stahl, the images of the Elegies incorporate Rilke's plea for an ideal or pure 

human existence contrasted with an existence haunted by the tragic 

knowledge of death.14 Human existence is distinguished from the life of 

the animal which exists to its fullest possibilities due to its 

unselfconsciousness. If we could achieve such a state of pure existence 

Rilke believed that we would able to achieve our full human potential 

which in its highest form is our ability 'to praise and extol the simple 

things of existence.' In the Fifth Elegy, based on the performance of a 

group of acrobats, derived from Picasso's Les Saltimbanques, 15 the 

performance and the performance space of the acrobats (' ... if there were a 

13. E. L. Stahl, 'The Duineser Elegien', in Rainer Maria Rilke, pp 126-157. 

14. In 1912, when Rilke was beginning the Duino Elegies, Miguel de Unamuno's The Tragic Sense of Life was 

published in Spain. The Tragic Sense of Life describes a person whose identity is defined not by state, religion or 

culture but by a tragic knowledge of his mortality. This is similar to the human existence that Rilke writes about 

in the Elegies. 

15. C.F. Macintyre, in R.M. Rilke, Duino Elegies, p 35. 
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place we don't know, and there on some ineffable carpet ... ')16 is used as an 

appeal for such an achievement of human potential. 

Corrigan's interest in the idea of decisions not being value free, and 

geometry abstracted from chance encounters with everyday objects, seems 

to be evoked by Duchamp's working strategy and the production of the 

readymades. It appears that the rejection (due to which Duchamp gave up 

painting)17 from the Independents' exhibition of 1912 of Nude Descending A 
Staircase showed Duchamp that a strategy of iconoclasm would have 

much greater critical possibilities than working within the established 

traditions of painting: "The very people that Duchamp had regarded as his 

friends and fellow painters, including his very own brothers, found the 

painting objectionable, out of line with their established notions of what 

Cubism should be. Duchamp immediately thought their attitude 

abhorrent; later he called it 'naively foolish.' The event 'gave him a turn,' as 

he put it, and from that time onward, he would consider such 

conservative and overtly dogmatic behaviour an aberration, particularly 

for artists who purport to be more open-minded than the general 

public."18 Thereafter Duchamp's use of puns, readymades, and 

ambiguities in his work appear to have been created to provoke reactions 

to values contrary to those of the art world. Duchamp's attitude to 

criticism of his work suggests this provocative purpose. Of the analyses 

made of Large Glass, Duchamp said that each writer 'gives his particular 

note to his interpretation, which is interesting,' he added, 'but only 

interesting when you consider the man who wrote the interpretation. '19 

Readymades were existing objects selected by Duchamp as art objects. 

Characteristically these readymades were art objects that were banal in 

every way except their context, interpretation and categorisation. One of 

the most famous of these readymades was a porcelain urinal exhibited at 

the Society of Independent Artists in April1917. Duchamp named the 

16. R.M. Ril.ke, Duino Elegies, p 41. 

17. F. M. Naumann, 'A Reconciliation of Opposites', in Marcel Ducfu:lmp Artist of the Century, p 32. 

18. Ibid, p 27. 

19. Ibid, p 20. 
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urinal Fountain and signed it R. Mutt. Readymades therefore required a 

change in the perception of art as a predominantly aesthetic experience. 

Corrigan's interest in a found geometry2D is similar to the idea of a ready 

made. Instead of a search for formal perfection this geometry implies an 

economy of expression similar to the readymade which is art found, rather 

than made, by an artist. 21 

The works by Ernst, Duchamp and Rilke also share, besides their critical 

stance, dreamlike images. Ernst's collages depict a fantastic and disturbing 

world of strange creatures that are half-man and half-animal, and scenes 

of bizarre dream symbolism. Rilke's poetry is made equally fantastic by 

his attempt to create animals and plants that represent the spiritual world 

and the questions of human existence. Duchamp's readymades disturb our 

judgement by swapping objects between different cultural spheres with 

the freedom of association of a dream world. It is these images of the 

dream world that Corrigan suggests provide enormous potential for 

architects as opposed to 'the narrow imperatives of reason. '22 These 

sources shift the workshop away from methods of reason and towards the 

world of theatre. 

The conduct of the studio seemed to go further than these sources and 

used the theatre as an analogy for design. Corrigan's interest in the poor 

theatre of Jerzy Grotowski informed, I believe, the workshop structure and 

the emphasis on work as an important part of the design process. The 

design process of the workshop seemed to be an analogy of the theatre 

embodied in the part of Grotowski 's Methodical Investigation involving 

the training of an actor. It could be argued that for Corrigan an architect is 

most like an actor who performs and is part of a cast. 

Three elements of the Masters workshop corresponding to Grotowski's 

method of training an actor were: the attempt at developing a critical 

process, the articulation of this process (in this case in the form of a balsa 

wood model), and the aim of eliminating resistances to this process by 

20. Edelstein, loc cit. 

21. Naumann, op cit, p 20. 

22. Ibid. 
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conflict and role playing within a group. The aim of the Methodical 

Investigation is the production of a dramatic score and the elimination of 

personal resistance to the group based activities of the method. 

The first element of Grotowski's method is 'To stimulate a process of self

revelation, going back as far as the subconscious, yet canalising this 

stimulus in order to obtain the required reaction.'23 The sources for the 

workshop were to inform the building of a model and participation in the 

workshop. These sources suggested a process of self revelation by 

bringing the subconscious history of modernism, represented by Ernst, 

Duchamp and Rilke, to the surface and discussing them directly with the 

workshop projects. 

Grotowski's second principle of investigation is 'To be able to articulate 

this process discipline it and convert it into signs. In concrete terms, this 

means to construct a score whose notes are tiny elements of contact, 

reactions to the stimuli of the outside world; what we call give and take.'24 

In the workshop, the process of articulating self-revelation was the 

building of the two models made entirely of balsa wood. The models were 

to incorporate movement and each was to be of three different colours 

besides the colour of the balsa wood. Here, the ability to master the craft 

process of model building was the means of disciplining and 

communicating the process of self-revelation. 

The final component of Grotowski's Methodical Investigation is the 

attempt 'To eliminate from the creative process the resistances and 

obstacles caused by one's own organism, both physical and psychic (the 

two forming the whole).' The equivalent phase of the workshop was the 

critical element of evaluating the models and drawings. To eliminate 

resistances and obstacles to the creative process it was necessary to 

remove any sense of complacency. Complacency prevents the doubt that 

is essential to the critical process. The involvement of the critic who must 

inevitably dominate the discussion is essential to provoke this desired 

condition within the group. This domination should then, through dissent, 

23. J. Grotowski, Towards a Poor Theatre, p 96. 

24. Ibid. 
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lead to strongly held individual positions. Here Corrigan assumes the role 

of the devil's advocate through a process of persistent questioning. 

Although this process is fairly inquisitorial, there is a line of self-discipline 

involved that recognises the necessity of stripping the social mask but only 

in pursuit of the desired analytical attitude. We are implicitly asked to 

interpret Corrigan's method of self revelation as based on an 

independence that is felt to be hard won and strongly held. 

Another tactic to eliminate these resistances is to concentrate on the idea of 

the new. There is a constant desire to move away from expressions that 

are uncritical. An uncritical position is suggested as being an acquired 

position, one that has no personal commitment. These well tried solutions 

are seen as examples of the social masks that prevent the process of self 

revelation. Participation in a cultural debate through the design 

production process is seen as the most important part of the design act. 

The workshop then becomes an act of communal transformation. 

Formally closing the workshop emphasised the separate and special 

nature of the program. Corrigan seemed to ask us to consider the whole 

weekend as an event. Research, model making, group work, and criticism 

all contributed to the experience of the production viewpoint of design. 

The design process is therefore not seen as a means to an end. It is rather 

an opportunity to develop ideas and test personal values within a group. 

Even though this sounds like the sincere but paternal old concept of 

participatory design there is something more theatrical about Corrigan's 

approach. The design workshop appeared to be as much about 

performance as it was about architecture. 

Grotowski suggests that this process is one of ' ... The method. I am 

speaking of the surpassing of limits, of a confrontation, of a process of self

knowledge and in a certain sense, of a therapy. Such a method must 

remain open-its very life depends on this condition-and is different for 

each individual. This is how it should be, for its intrinsic nature deems 

that it be individual. '25 The elements of the Method contribute to the 

development of a production viewpoint. 

25. Ibid. 
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In an interview with Frank Lowe published in The Architecture Show Peter 

Corrigan was asked whether his buildings were, to any extent, stage sets. 

Corrigan replied that ... 'they [theatre and building] are quite separate 

worlds with very little overlap. I can't see much of that type of 

transparent, elusive quality in the buildings. I think the buildings are far 

more coarse and vulgar and slightly less arty in their pretensions.' While 

Corrigan sees his buildings as distinct from the theatre, 26 the theatre 

became an analogy for the design method of the masters workshop. The 

work of Rilke, Ducharnp and Ernst could be considered as part of the 

world of transparent and elusive motivations and values. Their surreal, 

and introspective images draw on the world of poetry and 

dreams-suggesting magical and theatrical allusions. The brief for a 

'model of your life' asked for consideration of personal values of 

architecture rather than architecture as a public art. The workshop 

structure, in its similarities to Grotowski's Methodical Investigation, 

recalls the training of the actor as someone who performs and is part of a 

cast. 

This Oedipal game of provocation, rebellion and self knowledge is not 

always successful. The necessity of acknowledging the theatrical and 

fictional roles that are played within the confines of the workshop is 

important. However the delineation of these limits is arbitrary and never 

clear. When these limits are transgressed the teaching method fails. 

26. Lowe, op cit, p 5. 

9 



BIBLIOGRAPHY 

U. Bischoff. Max Ernst 1891-1976 Beyond Painting. Cologne 1991. 

L. Edelstein andY. Florence. 'Peter Corrigan', Pataphysics, C, (Autumn 

1989), p 15. 

R. Kuenzali and F. M. Naumann (eds.). Marcel Duchamp Artist of the 

Century. Cambridge [Massachusetts] 1989. 

J. Grotowski. Towards A Poor Theatre. London 1991 [1968]. 

F. Lowe. 'Interview with Peter Corrigan', The Architecture Show, 

(September 1991), pp. 4-5. 

R. M. Rilke [English translation, C.F. Macintyre]. Duino Elegies. California 

1961. 

W. Rose and G. C. Houston ( eds. ). Rainer Maria Rilke Aspects of his Mind 

and Poetry. London 1938. 

10 



HANS HALLEN: WORKSHOP PAPER 

Melbourne Arcades 



Walter Benjamin (1892-1940) was a German literary critic. His career began 

with an attempt to become a critic and academic in the early 1920s. When his 

thesis, 'The Origin of German Tragic Drama', was rejected by the University of 

Frankfurt he subsequently worked as a translator, reviewer, literary reporter 

and radio script writer.1 The experience of these years along with a 

commitment to social comment resulted in the book One Way Street published 

in 1928. The book used the social life and buildings and streets of the city for 

its imagery and it established the direction of his future writing which was 

characterised by urban imagery and the abandonment of rational criticism. 

As Mary Mothersill notes, the tools of rational criticism (among others) are 

'comparison, interpretation, and analysis'. These combine with the critic's 

expertise in the field of his study to produce an interpretation of some work 

of art, literature or practice. This method is a kind of sorting that determines 

the merits of a particular work2. Benjamin's approach was to develop a 

different kind of sorting involving the listing and juxtaposition of quotations. 

The absence of interpretation or analysis means that there are no general rules 

for evaluating the work in question. Meaning occurs to the reader in a 

spontaneous and mysterious way as the result of the arrangement of the 

quotations which make up his writing. By rejecting the method of rational 

criticism, Benjamin is also rejecting the nature of its project. He is suggesting 

that the projects of rational criticism are bound by conventions which limit 

the responses they are able to give. 

Benjamin proposed to develop this method in an extensive study of 

nineteenth century Paris-known as the Passegenarbeit.3 This work was never 

written however he systematised a body of research on nineteenth century 

Paris in preparation for writing it. A brief synopsis -Paris, Capital of the 
Nineteenth Century [Paris]-is considered to be an indication of the form and 

structure of the proposed history. Also, One Way Street is considered to be the 

1. J. Wintle (ed), Dictionary of Modern Culture, p 30. 

2. M. Mothersill, Beauty Restored, p 30. 

3. The Dictionary of Modern Culture calls this work Passegenarbeit, Susan Buck-Morss calls it the Arcades Project or the 

Passegen Werk, while Johann Geist and Susan Sontag call it Paris, Capital of the Nineteenth Centun;. 
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forerunner of this work.4 In these related pieces of writing the city plays an 

important part. Of the elements contained by the city the nineteenth century 

Parisian shopping arcade is one of the most important. 

The question of how Benjamin intended his writing to be interpreted in the 

absence of the framework of rational criticism can be traced through the 

interpretation of the arcade in his writing by Johann Geist, Susan Buck-Morss, 

and Susan Sontag. 

Geist quotes two parts of Benjamin's writing. He believes that the 

Passegenarbeit deliberately avoided the conventions of critical writing in order 

that the meaning of his writing might occur as a result of the juxtaposition of 

quotations.5 Each reader would form their own interpretation of the writing. 

He also notes a passage from Paris in which Benjamin describes the arcade as 

an innovation by retailers for the purpose of linking the optimism of the new 

(nineteenth century) building technology to the pastime of shopping. The 

elements of his book-Arcades: The History of a Building Type 
[Arcades]-correspond to a paragraph from Benjamin's Paris.6 Paris itself has 

no argument (it describes rather than analyses) and its style corresponds to 

the method of quotation montage proposed for the Passegenarbeit. Geist's 

history can then be seen as a demonstration of how the meaning of the 

Passegenarbeit might be interpreted. 

Architecturally the arcade has the appearance and regularity of an idealised 

street. It is a hybrid type in formal composition and construction. Typically 

the arcade consists of identical, axially symmetrical rows of masonry 

buildings separated by a pedestrian pavement which is covered by a glazed 

roof. The regularity and uniformity of the type is a result of the speculative 

nature of the building. As one of the first centres devoted to the new 

phenomenon of mass retailing, the arcade flourished in the early nineteenth 

century. In Paris, where arcades were the most numerous in Europe, the 

streets of this time were often unpaved so the arcade's weather proof glass 

4. S. Buck-Morss, The Dialectics of Seeing: Walter Benjamin and the Arcades Project, p 124. 

5. J. Geist, Arcades: The History of a Building Type, p 119. 

6. Ibid, pp 115, 117. 
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roof and paved pedestrian-only surfaces7 allowed the arcade to compete for 

promenaders with the shops in the unprotected streets. At their most 

elaborate, from the 1820s to the 1840s,8 Parisian arcades were leisure centres 

providing a variety of social amenities from reading rooms and luxury 

shopping to brothels and dwellings.9 Therefore the arcade was a place where 

the public could promenade while buying the most exotic and the newest in 

consumer good and services. The arcades often changed character at night, 

moving from catering for shoppers to being fashionable meeting places. In the 

first arcade in Paris, the Palais Royal, was a rallying point for a pre

Revolutionary call to arms.1° With these details of the social and political life 

of the arcade, Geist distinguishes between the historical role that the arcade as 

a covered street played with its eventual demise due to the growing amenity 

of the boulevards and competition from department stores. Geist also notes 

that it is the arcade with dwellings which is a socially complex building type. 

Melbourne's arcades, in contrast, were established as purely commercial 

buildings. However Geist also argues that the current significance of the 

arcade is that it creates public space on private property and so is an 

important development in the social life of cities. This is the project of Geist's 

history whereby the speculative nature of the arcade could be excised in 

favour of its public role as an element of social organisation.11 

7. Ibid, p 4. 'The space of the arcade differs from the street only in its glass roof, symmetrical facades, and 

exclusively pedestrian walkway. These three elements are present in each example and differentiate the building 

type of the arcade from all analogous architectural forms.' 

8. Ibid, p 70. 

9. Ibid, p 110. 'Besides the shops and apartments, the following attractions and establishments can be found in most 

arcades:' [Geist lists the following] ... Cafes, restaurants, beer halls, taverns, bars, brothels, gambling rooms, hotels 

and pensions, clubs, meeting rooms, theatres, vaudeville halls, concert halls, cabarets, cinemas, showrooms, 

panoramas, dioramas, cosmoramas, picture galleries, panopticons, bazaars, reading rooms, and baths. 

10. Ibid, p 60. 

11. Geist, op cit, p viii. 'The arcade, developed in the nineteenth century as a systematic forum for a communication 

free from interruptions and interference, could, once freed from the taint of private speculation, become again an 

element of urban organization.' 
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Where rational criticism may have rejected the arcade as an object not worthy 

of study,12 Geist argues that contextual history of the Passegenarbeit has 

allowed the arcade to be considered as a valuable part of the city. This 

proposition suggests that although the method of the Passegenarbeit is 

different from that of rational criticism they share the same purpose. Each 

seeks to identify the virtues of the object being criticised. Arcades does this by 

revealing the previously hidden urban virtues of the arcade. However if 

Benjamin abandoned rational criticism in his writing it seems probable that he 

also sought a purpose associated with his style of writing which involved the 

montage of quotations. 

Susan Buck-Morss suggests that the Passegenarbeit indeed has an intention 

related to its method. She argues that Benjamin had a political intention in 

that his montage of quotations would reveal an underlying reality that 

rational criticism tended to conceal.13 Buck-Morss argues this point in the 

book The Dialectics of Seeing which constructs a possible Passegenarbeit from 

the indexed research material that Benjamin assembled. The main subjects 

covered in Buck-Morss's book are also the chapter headings of Paris. These 

subjects were: arcades, dioramas, world expositions, and the barricades and 

the street. She argues that the final form of the Passegenarbeit would have been 

a montage of quotes about, and possibly pictures of, nineteenth century 

Paris.14 Unlike Geist, she believed that the meaning of the work is determined 

by Benjamin. It is then hidden by the lack of interpretation in the work and 

discovered by the reader. This process of discovery is part of the dialectics of 

seeing to which the title of her book refers. This dialectic is a three part 

process.1s The first step is that of the readers general experience. The second 

step is the mysterious form of the Passegenarbeit which reveals a hidden social 

order through the arrangement of a series of quotations. The third step is an 

automatic reaction by the reader to this revealed truth. 

12. H. R. Hitchcock and P. Johnson, The International Style, New York 1966, p 23. 

13. S. Buck-Morss, op cit, p54. 

14. Ibid, p 74. 

15. Ibid, p 292. 
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The Parisian arcade, argues Buck-Morss, is a key example of how the dialectic 

would wor k.16 She believes that the form of the arcade encourages social 

stability by combining the vision of an ideal classical past (the classically 

decorated masonry shops) with the promise of technology (the steel and glass 

construction of the arcade roof) able to make life better in the future. People 

using the arcade associate this atmosphere of security with the products they 

buy. However, Buck-Morss argues, the arcades are built utopia. Therefore by 

juxtaposing this image with images of the demise of the arcade, people would 

be less inclined to believe the promises of security offered by a consumer 

society. 

In Melbourne, it is interesting to note that the arcades have a very different 

effect. Of Melbourne's shopping complexes only two of the nineteenth 

century arcades remain substantially unaltered; these are The Block, and 

Royal arcades.17 These arcades run through the area bounded by Swanston, 

Elizabeth, Lonsdale and Collins Street (the main retail area of Melbourne's 

Central Activities District). The Royal Arcade was completed in 1870 and the 

Block opened in 1892. The arcades planning, with shops on either side of a 

central pathway, was the most common of arcade plans. The Block became 

part of the promenade in Collins Street in the nineteenth century.1s The Royal 

and the Block arcades have been adapted and reused since their construction. 

The Block has been in almost continual use as for luxury shops and offices 

since its completion. As remnants of nineteenth century culture they are 

nostalgic reminders of the brief period of wealth and power when Victoria's 

gold mining boom spawned a city. Therefore rather than a static and 

decaying culture the arcades demonstrate the ability of a consumer culture to 

adapt buildings to suit changing retail conditions. Modem versions of the 

arcade are the shopping passages which burrow through many of 

Melbourne's retail shopping blocks. Centreway Shopping Centre, which runs 

between Bourke Street and Little Bourke Street, is one of these. Typically 

16. Ibid. 

17. Arcades that have been demolished are the: Victoria (constructed 1876), Queen's (1853), Eastern (1873), Coles 

(1883), Queen's Walk (1889) arcades. Centreway arcade (1912) remains but has been altered, while Port Phillip 

arcade (1962) is a revived form of the nineteenth century type but on a much more modest scale. 

18. A. Garran (ed.), Picturesque Atlas of Australasia, 1888, p 219. 
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these arcades are multilevel buildings. They are artificially lit and the shops 

are often independent of a reinforced concrete structural grid (unlike the 19th 

century arcades which commonly had shops corresponding to column bays. 

More common is the single storey passages like The Walk Shopping Centre. 

This arcade runs between Bourke Street and Little Bourke Street. It has similar 

characteristics as Centrepoint but can be found all over the city. 

Buck-Morss suggests that the Passegenarbeit not only proposes a new method 

of writing but also a new purpose for intellectual writing. Buck-Morss argues 

that this new purpose for writing is to reveal a particular political intention in 

the montage of quotations of the Passegenarbeit. Fixing such a meaning to a 

collectively experienced thing like the arcade shows how difficult this would 

be. In the case of Melbourne nostalgia seems to be a more appropriate 

collective form of experience of the arcades. She acknowledges this when she 

suggests that the images of the Passegenarbeit may not be so strongly 

perceived19 (even in their revealed form as part of Benjamin's quotation 

montage) for the revolutionary purpose of creating a dialectics of seeing. 

Susan Sontag argues that Benjamin's writing (especially the Passegenarbeit) 
relies on a theory of melancholy.20 She suggests that his temperament would 

naturally resist the idea of a rational criticism. As noted previously rational 

criticism implies a straightforward process whose limits were clearly defined 

by a conventional analytical technique. The application of this technique 

would then result in answers limited to what that technique could express. 

Therefore the whole process has a clear beginning and end in time. Sontag 

argues that Benjamin's temperament rejected this because for the melancholic 

time is inconsequential. As a result of his inaction, the world presents itself for 

endless decipherment. Therefore 'it is melancholies who best know how to 

read the world. Or, rather, it is the world which yields itself to the 

melancholic's scrutiny, as it does to no one else's.'21 As a result of this 

perception of the complexity of the world the melancholic recognises that the 

only way to move beyond the conventional and encounter truth is to stray. It 

19. Buck-Morss, op cit, p 251. 

20. S. Sontag, Introduction, in Walter Benjamin One Way Street and other writings, p 8. 

21. Ibid, p 16. 
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is in the course of straying through the Passegenarbeit that the reader discovers 

the limits that Benjamin imposes. They are found by abandoning the 

organised searching of analysis. Here the montage of quotations and the 

rejection of analysis as exegesis gains its own purpose or intention. 

For Sontag, this theory of melancholy with its detours, delays and solitude 

indicates a kind of life in the city.22 She argues that the use of these urban 

images, one of which is the arcade, expresses the problem of the orientation of 

the critic. Instead of the arcade being an object of historical research or an 

archetypal image of social ills, it is a device for straying both physically and 

intellectually. 

Each of these analyses by Geist, Buck-Morss and Sontag proposes a different 

view of the freedoms offered by the absence of rational critical method from 

the Passegenarbeit. Geist identifies the way the montage of quotes might 

provide a view of the arcade as part of its social and political context. 

However he adopts the idea of reforming the arcade-which is a project 

similar to that which might be produced by rational criticism. Buck-Morss 

argues that the intention of the Passegenarbeit is related to its method. 

Therefore she ascribes a convention breaking intention of social revolution to 

the Passegenarbeit. Like Buck-Morss, Sontag acknowledges that Benjamin's 

method is related to his intention. She proposes that the convention breaking 

action of the Passegenarbeit works by a kind of intellectual wandering. The 

architecture of the arcade is the primary image of these analyses. Its spatial, 

formal and programmatic complexity make it rich in the historical 

associations raised by Geist, Sontag, and Buck-Morss. If the theme of the 

Passegenarbeit is as Sontag suggests an attack on convention then the arcade 

summarises the possibilities that a freedom from rational criticism might 

offer. 

However, in Melbourne the arcade never really did offer these possibilities. 

The arcades of Melbourne were not intensive social centres. They are 

composed of shops and offices-they didn't contain dwellings. Originally, the 

Block arcade was part of the promenade along Collins Street. This social 

institution was a result of Collins Streets' good quality street surfaces, its 

cultural activities (music teachers, music stores, and clothes shops) and the 

22. Ibid, p 10. 
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proximity to the financial district. Promenading promptly finished an hour 

after the offices closed. The arcades therefore closed after the crowds left for 

the suburbs. Melbourne still mainly consists of a business district that 

operates from nine o'clock in the morning until five thirty at night, and a vast 

suburbia. Therefore the arcades do not play a prominent social role. They fit 

neatly into the pattern of retail stores. Uniform lighting, paving and 

advertising contribute to their sanitised appearance. The ability to wander, to 

move smoothly from public to private, is now the province of the commercial 

megadevelopment. Its ability to attract public infrastructure has allowed it to 

accommodate a city dweller who is as much a part of suburbia as the central 

business district. In the Daimaru development the public space of a train 

station in the private space of the shopping centre again creates the possibility 

of unfettered wandering that Benjamin's writing suggests. 
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TREASURY PRECINCT: WORKSHOP PAPER 

Architecture And Colonisation 



Colonisation is the exploration, mapping and exploitation of territory. The 

practice of colonisation involves spatial ideas aimed at motivating 

colonisation and controlling colonised territory. This essay aims to examine 

the connection between spatial ideas about colonisation and the development 

of cities. It could be argued that the privatisation of institutions in the city is a 

form of colonisation. In support of this idea, this essay will show that space 

can have a political theory, that architecture can be a political message, that 

analytical diagrams show how a city can be a metaphor for the struggle 

between different ideological viewpoints, This essay will define architecture 

and space as they are used in colonisation. The essay will identify the way 

colonisation uses architecture to control power and what effect this might 

have on the life lived in the city. The essay will then show how colonisation 

can be seen as the transformation of the buildings in a city. Then it will 

suggest an alternative to the colonisation of the city and how architecture 

expression can show values different from those of colonisation. The 

conclusion will attempt to resolve the reality of change and the possibility of 

identifying change as colonisation. 

In 1836, William Lonsdale lead a party of government surveyors, customs 

and other officials, soldiers, and convicts to a town on the north bank of the 

Yarra Yarra river in the southern Australian colony of Victoria) Lonsdale's 

task was to organise the surveying of the settlement and establish 

government services in the colony. This organisation of the settlement was 

forced on the New South Wales colonial administration due to the success of 

this illegal town founded by farmers and businessmen. These farmers, 

storekeepers and opportunists wanted to legally own the land that they 

illegally occupied, and the New South Wales administration, unable to 

prevent the land's occupation, wanted to ensure that the native population 

was not harmed.2 

1. G. Tibbits and A. Roennfeldt, Port Phillip Colonial1801-1851, p 13. 

2. Ibid, p 11. 
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In 1836 the town was renamed Melbourne and in 1837 the surveying of the 

settlement was complete.3 The placement of Melbourne's grid can be seen as 

an effort to implement authority, not only as a means of placing land under 

the administration of the government, but also as a way of erasing the 

original identity of the land on which Melbourne is sited. The grid subdues 

the topography by showing the vagaries of the land to be irrelevant to the 

subdivision of the city. The grid also establishes governmental authority by 

ignoring the orientation of the illegal settlement that had grown up on the site 

by placing the grid in an orthogonal relationship to the Yarra River.4 The grid 

is a representation of the inevitable limitless extension of habitable territory 

across the neighbouring unsettled land. 

After the grid was established the next step in implementing the colonial 

administration was to house its institutions. Early colonial buildings in 

Melbourne were an opportunity to represent the working parts of the British 

government system. The institutional building on the grid identifies 

ownership of the territory established by the grid. Thus, the institutional 

building, as a symbol of the colonial govermnent, appropriates the colonising 

authority of the grid. The authority of the grid can then be controlled through 

the way the institutional buildings are built. The design and building of the 

early colonial institutions expressed a desire for independence from N.S.W. 

The Supreme Court of 1842-43 became a symbol of the Victorian 

independence movements through the official criticism that the design drew 

from Sydney. The Sydney administration assumed that Charles Joseph La 

Trobe and James Rattenbury (the Melbourne settlement's Superintendent and 

3. Ibid, pp 17-18. 

4. Ibid, p 5. The suggestion that the arrangement of the grid was an attempt to implement the authority of the N.S.W. 

colonial government is speculation based on the description of the tensions that arose in Melbourne during the early 

years of official settlement. These tensions were connected with the definition of colonial authority through the 

building of institutional buildings. The placement of the grid is then seen as an initial attempt to maintain authority 

in the new colony. 

5. Ibid, p 37. 
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his Clerk of Works respectively) deviated from its Colonial architect's 

instructions in order to snub the N.S.W. government. Thus, the building of 

the court house and its design had direct political consequences in colonial 

Melbourne. When disputes arise over the form of the public building, the site 

of that building becomes a place of argument, contradiction and ambiguity. 

Colonisation seeks to claim ambiguous territory. This ambiguous territory 

occurs where people of different cultures and nations meet. Ambiguous 

territory represents the potential for expansion and legitimacy of the different 

groups. This potentially occupiable land is therefore a threat to the identity of 

the prospective colonist as the territory will be claimed by someone else as an 

act of establishing their identity. Therefore colonising forces attempt to 

remove places of argument and ambiguity by occupying them. 

If the city is considered as a series of layers6 with each institution as a layer, 

each separate layer represents an identity achieved through distance. This 

analogy is a result of the analysis of the plan of the city. By interpreting a city 

plan as patterns of lines and comparing these patterns to the history of that 

city, the city plan becomes a graphic source of ideas. The redrawing of the 

plan as a series of abstract diagrams allows settlements to be thought of in 

ways other than as blocks of land, streets, and geographical features. A 

comparison of these diagrams allows the city to be read as the competition 

between different forces. These forces are the possible patterns implied by 

each diagram. The elaboration of any pattern would produce a different type 

of city. Placing the institutions of the city in the different diagrams generates 

ideas about the role of institutions in the development of the city. Each 

institution is a device that is a possible model of a settlement's order. The 

development of buildings around a particular institution and the extension of 

axial ordering lines from that institution are two ways that the institution 

influences its surroundings. However, the variation in architectural 

representation of these institutions presents a plurality of political models. 

Models of hierarchies, neutral grids, or symbolically elaborated office 

buildings, represent different ideas about the form the community chooses to 

6. M. Gandelsonas, The Urban Text, p 26. 
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represent itself. Each institution can be seen as a fragment of an implied 

ordering of an entire ideal city. Therefore the city is composed of layers of 

these oppositional building idea fragments. 

The aim of colonisation is to erode this layered oppositional nature of the city. 

It is the oppositional nature of the city that makes it a place where political 

power is fought for. Urban strategies of colonisation aim to highlight the 

location of power in the city and restrict public access to these places in order 

to control power.? Lawerence Vale argues that the methods of colonial control 

of cities are; the occupation of the existing city, the demolition of existing 

structures and the construction of new buildings, the incorporation of the 

existing in the new, the building of a new settlement adjacent and separate to 

the colonised city, or the building of a new settlement at a distance from the 

old.8 Colonisation, in the form of housing institutions within commercial 

buildings, attempts to confer the image of the complexity of the city on its 

own institution. 

The physical colonisation of the city has its political strategies that prepare 

people for the control of territory. Political strategies of colonisation attempt 

to develop popular spatial consciousness. The racial theories of National 

Socialist political thinking generated the spatial concept of Lebensraum. The 

principles of Lebensraum were;9 Lebensraum is the geographic conscience of the 

state ie. the awareness of the ideological significance of territory, a state must 

expand its space to survive, decadent states are space bound, spatial 

boundaries are the peripheral sense organs of the state-its growing and 

temporarily stable boundaries, and the spatial conditions of the frontier allow 

ease of infiltration and provide border incidents which become opportunities 

for disputing these boundaries. 

7. L. J Vale, Architecture, Power, and National Identity, p 68. 

8. Ibid. 

9. Ibid, pp 831-832. 
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This spatial concept attempted to create a popular and politically active 

spatial consciousness through the suggestion of a culturallandscape.lo This 

cultural landscape was an image that ignored borders in create a new 

Germany by appealing to history and the presence of Germans within other 

nations. The concept of a racially superior and territorially dominant nation 

appealed to popular German idealisation of a German medieval empire and 

the belief that the German minorities of various nations were the forces 

behind social change in Central Europe.n The intention of this spatial 

conscience was to encourage a sense of spatial destiny which in turn inspired 

the desire to achieve an historical destiny through the occupation of territory. 

In the model of Lebensraum, nations continually vie for territory in a bid for a 

dominant territorial position. Lebensraum suggests a state of continual flux in 

territorial alignments. 

The questions that the 19th century shot tower within the core of Melbourne 

Central shopping centre, by Kisho Kurokawa with Bates Smart & 

McCutcheon and the Hassell Group, and the new post office counter amidst 

the department store shelves at Coles in Bourke Street raise are whether the 

appropriation of these buildings by private companies is an act of 

colonisation. The acquisition of the shot tower and the post office also 

suggests that a particular spatial consciousness exists in the corporate 

strategy of control of the city's territory. 

The shot tower is a remnant of the industrial past of Melbourne's CBD. The 

tower was a factory that produced lead shot which was made by dropping 

molten lead down the tower's interior. Currently the tower and its remaining 

low level wings are encased in a glass cone that forms the roof to the main 

public space of a large shopping centre. The tower now contains a colonial 

theme restaurant and a shop selling Australian country styled clothing. There 

is also a souvenir shop at the base of the tower. The Russell Street post office 

and telephone exchange of 1948-54 is a large post-war brick building 

10. G. H Sabine and T. L. Thorson, A History of Political Theory, p 833. 

11. Ibid, p 832. 
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designed by the Commonwealth Department of Works. It originally 

contained a public sales area at the ground floor level. Above the ground 

floor are six stories of office and technical accommodation. A one-and-a-half 

storey colonnade runs along the Russell Street facade. Recently the post office 

was closed and the public counter of the post office was incorporated in a 

Coles supermarket two hundred metres away. Therefore a public building 

disappeared from the grid and the supermarket assumed a new public role. 

When institutions are housed in their own buildings they have a strong 

presence in public life. In colonial Melbourne, the building of the Supreme 

Court designed by Rattenbury became a means of debating Victoria's colonial 

independence from N.S.W. The dimension of buildings were directly related 

to the perceived importance of the colony of Melbourne in relation to the 

governing body in N.S.W. Therefore it is the physical presence of the 

institution and its boundaries that allows debate about these institutions to 

occur. The effect of appropriating institutional buildings from their positions 

in the city grid is to remove the layered separations that define a city and 

create the city as a place of identity. By incorporating the institutional 

building, in this case the post office, in a private building the ability of debate 

to occur is lessened. Consensus through consolidation is achieved. It is a 

consensus brought about by a particular spatial conscience, the desire for a 

radical reformulation of public and private territory. Thus the strategy of the 

private company is to colonise the ambiguous territory of the institution. 

Corporate spatial strategies of colonisation of the city are: incorporation of 

institutions in the private company to confer legitimacy through a mimicking 

of the city's complexity, to deny the historical importance of the institutional 

building as a step towards independence, as the building of an institutional 

building is the possibility to debate the nature of the institution, to alter the 

nature of the boundary between public and private and thus expedite 

expansion especially by appropriating public institutions. 

The acquisition of the shot tower and the post office suggests that a particular 

spatial consciousness exists in the corporate strategy of control of the territory 

of the city. Strategies of power can be constructed as deliberate efforts to 

develop the spatial conscience necessary for an entity to carry out its desired 

program. Corporate strategies are implemented through a deliberate 
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spatialisation of corporate philosophy. The particular spatial vision of 

colonialism in Australia was one of Empire. Lebensraum presented a spatial 

vision of racial hierarchy. The spatial vision of the late capitalist city is one of 

commodification. Capitalism attempts to consolidate the separate physical 

and programmatic layers of the city. The spatial separation that creates 

identity through distance is removed. Architecture deals with the shaping of 

space. It is therefore able to contribute to the debate about colonialism by 

speculating about the nature of the spatial models of power. 

Methods of resisting the strategic consolidation of space require the 

development of opposing spatial consciences. A building that could be said to 

develop this conscience is the CML tower by Stephenson and Turner (c. 1960) 

on the north-west comer of Elizabeth and Collins Street. It has its narrow end 

set back from Elizabeth street. In this space there is a statue. The formal 

gesture of the building creates another space that has a separate identity from 

that of the tower. It is an unbounded space that remains as part of the 

footpath. 

The Telecom Building achieves a similar resistance to colonisation. The tower 

provides "a changing profile from each direction. "12 The lack of frontality of 

the tower allows the shifting corporate image to be projected with equal 

weight in each direction. Even the sun screens on the Northern facade are 

reduced to decoration thus obscuring any functional affirmation of compass 

orientation. On the other hand, the foyer at the base of the tower creates 

ambiguous territory. The space of the foyer is 11Composed residual space left 

between bits of building that inhabit the foyers. "13 This space represents the 

unbounded colonising aesthetic of corporate identity while the foyer 

preserves the accidental or residual space between the public and private city. 

The predatory nature of the corporate identity is made static through the 

formal balance that the foyer and the tower achieve. This balance is a means 

of formally representing the resistance to commodification of the city. 

12. C. Lyon 'The Telecom Corporate Building 1988-1992', Backlogue Journal of the Halftime Club, I, (March 1992), p 97. 

13. Ibid, p 96. 
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However the foyer is not always accessible so the resistance is only partial. 

Architectural methods of resistance to commodification used in the CML 

tower and at the Telecom tower are: to articulate the spatial conscience of 

capital strategy, to create boundaries for this spatialisation, to create 

ambiguous space outside the spatial map of the project. 

In the evaluation of design solutions and the analysis of city plans, political 

theories of space offer insight into the wider effect of architecture. Although 

architecture is often isola ted in a single building, the symbolic and geometric 

order of the building extend far from the site. This influence can be political 

and then a model of how the influence of that building is used is needed. This 

model can be found in the colonisation of cities. Even though the era of 

western colonisation of the east is over, colonisation occurs in other forms. 

These forms can be examined by deriving rules of colonisation from previous 

colonial models. These models propose ways of considering the political 

effects of landscape planning and architecture. These political effects are 

developed in the form of a spatial consciousness that connects space with 

ideology. Architecture can be examined as ideology if it is considered as part 

of a spatial consciousness. Development of cities can be considered as a 

natural part of the growth of cities or it can be considered as the result of a 

particular spatial consciousness. By applying the idea of a spatial 

consciousness of colonialism, development can be seen as the result of a 

change in values. In this way, development is not inevitable, it is an option 

that is the result of political power. If the causes and purpose of this political 

power can be examined through the idea of a spatial consciousness then 

alternative strategies for the city can be devised through the development of 

alternative spatial consciousnesses. The spatial consciousness of colonialistn 

is one model for such an examination. 
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NATIONAL STUDENT DESIGN FORUM: WORKSHOP PAPER 

National Memorial To The Australian Vietnam Forces, Canberra 



Now that the Vietnam war seems to be a distant event, the question of 

what a monument to the defence forces that served in that war should be 

would not seem to be much of a question at all. The far greater problem 

would seem to be how our nation and the world has changed since the 

Vietnam war. What would a national monument represent? Who are the 

people whose aesthetic needs the monument is meant to satisfy? These 

questions suggest that the design of a national monument might suggest 

how we understand our nation. This question of monumental expression 

suggests that a critical examination of the monument would reveal the 

extent to which new directions may have been taken, what haven't, and 

what might have been. Two recent esquisse projects from this Masters 

program will be used to suggest alternative monumental expressions. 

The National Memorial to the Australian Vietnam Forces is a monument 

recently built in Canberra, the Australian capital city. Canberra is a city 

laid out on the flood plain of the Molonglo river. The river widens into the 

artificial Lake Burley Griffin on whose shore is the major triangular zone 

of government buildings, at the apex of which is the Federal 

Parliamentary building. A venues radiate out from this apex and axially 

connect the parliament building to other city areas, hills or national 

monuments. One of these avenues-Anzac Parade-makes an axis between 

the Parliament and the National War Memorial. On one side of this 

avenue close to the National War Memorial, is the Vietnam Forces 

memorial.1 

The monument faces the avenue and announces its purpose with the word 

Vietnam spelt out in large letters that sit on a low wreath laying ledge 

parallel to the avenue. This ledge is set back from the avenue and a ramp 

passes this ledge and leads to a triangular podium filled with water. 

Ramps leading onto a triangular island at the centre of this pond separate 

three massive slabs clad in granite. The architects have designed the 

monument so that images of soldiers in Vietnam during the war are 

sandblasted onto the inward looking faces of the slabs. They have also 

1. L. van Schaik., 'The symbolic terrain of loss', in Architecture Australia, 82, 1, Ganuary /February 1993), p 35. 
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attached a sculpture called 'Halo's on Strings' by Ken Unsworth to the 

slabs.2 

A monument is solid and permanent. Since a monument is meant to 

remind us of an event then it is appropriate for the materials that the 

monument is made of should outlast the people involved in the event. 

Commercial and domestic buildings only have to last as long as their 

owners or until a better use is found for the site they are built on. 

However, the purpose of a monument is to last as long as possible. The 

event that the monument commemorates will not change. 

However, the solidity and permanence of a monument does not recall the 

individual experience of the people who fought in Vietnam. The 

permanence of the monument requires the architect to fix an event in an 

image that will endure. That the architects Tonkin Zulaikha Harford 

choose to use a photographic image from the Vietnam war suggests that 

they were ambivalent about the ability of the permanence of the Vietnam 

monument to adequately express the experience of soldiers at war. For 

those who fought, the experience of war continues long after the event is 

over. Their emotional responses are more messy, abrasive and disturbing 

than the stability and permanence of the granite of the monument} In the 

two Masters esquisses involving the Shrine of Remembrance in 

Melbourne, this idea of the experiences of war was used as the idea of a 

war memorial that has no message. The two Masters esquisses suggest 

different ideas about monuments; in the Seidler esquisse the monument is 

a series of gathering spaces for veterans, while the Hocking esquisse 

monument sends a dissonant rather than a harmonius message about the 

event and people that it commemorates. The new memorial proposed in 

the Hocking esquisse is something that is not permanent and could be 

rebuilt differently since it is meant not as a symbol but as a place for those 

who were involved in the war as soldiers or relatives of soldiers. 

Even though monuments of war are dedicated to the soldiers who fought 

in war, they also remind people of a nation at war. For this reason a 

2. Ibid, p 36. 

3. R. Cork, A Bitter Tntth, p 8. 
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monument should appeal to the popular idea of war. For the Vietnam war 

this popular view has been shaped by television and public opposition to 

the war. The Vietnam Forces memorial uses the popular expression of 

newspapers and television to remind us of the war through realistic 

images.4 The typeface used for the word Vietnam on the wreath laying 

ledge is similar to the typeface used in newspaper headings while the 

large sandblasted photographic images could remind the tourist of point

and-shoot amateur video or snapshots taken with a 35 mm camera . The 

Vietnam monument builds on the previous ideas of monuments as 

permanent and solid and introduces the popular idea of current culture as 

ephemeral and impermanent. The openness of the monument also moves 

away from the traditional funerary monumental space of the church-the 

crypt-and is instead the space of the underside of freeways-the urban no

man's land that we identify with monumentality in a secular urbanised 

country. 

Taking the popular course means losing the chance of change that an 

event such as war brings. That the Vietnam memorial also includes the 

more difficult (and usually confusing) abstract sculpture and forms of the 

pylons, means that the architects are undecided about the possibility of the 

monument being ambiguous. This elite form of expression that requires 

the viewer to adopt a position that challenges ideas of a single national 

message of the monwnent. This idea of monumentality was adopted by 

one side of the cultural debate in early Soviet Russia. For some artists and 

architects the revolutionary changes in Russia presented a chance to create 

new and unanticipated forms,s although these experiments were stopped 

in favour of a popular approach to monumentality. The potential of not 

providing obviously popular monuments is seen in the recent Washington 

Vietnam war memorial. That monument is elite in expression but popular 

in use. In the Masters esquisse for the Shrine, a similar idea of abstraction 

was adopted to suggest that the memorial value of the monument would 

be found in its use. 

4. V. Tolstoy, I. Bibikova, C. Cooke (ed.s), Street Art of the Revolution, p 23.This form of memorial was favoured 

by Lenin during the 1920s with the monumentalising of events through popular and topical celebrations. 

5. Ibid, p 37. 
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If the use of abstraction can result in new ways of looking at the world it 

can also run the risk of alienating people for whom the monument is 

meant.6 By using compositional ideas of contrast contradiction and 

harmony, the architects of the Vietnam memorial have avoided this 

possibility without completely abandoning the possibility of new ideas 

arising from interpretations of the monument. The triangular shape of the 

podium recalls the triangles of the plan of Canberra's Parliamentary 

Triangle. Even though the monument is on the side of a ceremonial axis 

this geometry reminds us of the monument's importance by association. In 

contrast to the enclosed form of the Australian War Memorial and the 

covered form of the Parliament house, the Vietnam monument is open to 

the avenue, the sky and a line of eucalyptus trees. Through its use of this 

contrast it takes a new position between previous monumental forms. 

This progressive step could have lead to further developments. If the 

architects of the monument had adopted the compositional use of 

dissonance instead of contrast and contradiction they may have uncovered 

different ideas about our ideas of monumentality. Dissonance may have 

helped to explain the position of the Vietnam memorial site on the side of 

an axis. It might have been able to suggest the reasons for the long delay in 

the commissioning of a Vietnam Forces memorial. It might have been able 

to make sense of the changes in the planning of Canberra from the original 

idealism and symbolism of the Griffin plan for the city. The distance of the 

monument from the two ends of the axis makes the idea of contrast 

between the Parliamentary Building and the National War Me1norial 

difficult to sustain. This distance could have provided an opportunity for 

an expression different and more local to the site-a new monumentaltiy 

after the end of Australia's European history.? 

The Vietnam memorial is, however, a national monument. National 

monuments are meant to be messages not only for a nation but also for 

other countries. 8 They show an image of the country as having certain 

6. Ibid, p 23. 

7. van Schalk., op cit, p 37. 

8. Tolstoy, op cit, p 143. 
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characteristics. The architects of the Vietnam memorial show how diverse 

Australian values are by including symbolism and forms in the memorial 

that are from previous building traditions, popular and elite cultures and 

that show a respect for propriety and humility. 

However, the message that a national monument sends to the nation or 

other countries is not the only purpose of a monument. Behind every one 

of these national monuments are the stories of people who have suffered 

in war or because of it.9 It is to these people that memorials should be 

dedicated. Perhaps a national memorial is not necessary. In the Jennifer 

Hocking Masters esquisse, the project for an axial termination to the 

Melbourne Shrine of Remembrance aimed at being a monument for 

individuals. It commemorated their suffering rather than abstracting the 

degradation of war as an ideal of suffering or struggle. 10 In Ballarat, an 

Australian country town, the local soldiers who died in war are 

remembered by an avenue of trees that line the road on the western side of 

the town. Each tree has a name plate commemorating a soldier. The 

localness of the monument along with the gesture towards each individual 

makes the monument effective without offering any explanation or 

symbolism. 

In Canberra, the architects of the Vietnam memorial have attempted to 

make a much more ordinary and easily approachable monument than the 

stark reminder of Ballarat's commemorative avenue. The mixture of 

pictures, materials, gradients, levels, landscape, lights, and sculpture make 

the Vietnam Forces monument a place where there is something for 

everyone to be attracted to. This unthreatening expression is appropriate 

since the widespread protests and public opposition to the Vietnam war 

made its commemoration difficult. It could be said that the main aim of 

this memorial is to make the monument familiar and therefore its 

similarity to the forms found in municipal reserves around the nation is an 

effective way of allowing many people to approach a monument that they 

might otherwise have approached warily. 

9. Cork, loc cit. 

10. Ibid. 
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However, it is the drama of the visit to a monument that lives on in 

people's minds long after the visit is over. When the Soviet government 

wanted to commemorate their revolutionary victories they staged large 

outdoor dramatisations of those events to create a drama that might only 

last three hours but would be talked about for as long as those people 

lived.11 It is the idea of a dramatic meeting place that the revised Seidler 

esquisse attempted to develop. This was a series of concentric outdoor 

meeting areas on an inclined plane in the place where people gather for 

the parades along the street along which the Melbourne Shrine of 

Remembrance is aligned. Here the monumental expression of the axis of 

the shrine is dramatised on the days of ceremonial parades. The dramatic 

monument can also be popular. The drama of technology is apparent in 

our culture. If the drama of the instantaneous and ephemeral images of 

television were used 12 as monumental images they might have some of 

the popular dramatic impact of the Soviet memorial spectacles of the 

1920s-although on a smaller scale. In his article on the monument, Leon 

van Schaik resorts to reading the monument backwards in order to find 

the imaginative and dramatic national space into which the Vietnam 

monument projects us .13 

The Vietnam Forces monument appears to be designed as a number of 

formal decisions held in tension leading to a balancing out of emotional 

effects. It is dramatic but not too so, it is familiar but also sombre, it is 

inviting yet raised above the ground. Some parts of the monument are 

immediately recognisable while other parts are symbolically ambiguous. 

The materials of the monument and the sandblasting of pictures is 

permanent but the use of photographic images for these pictures suggests 

impermanence. It is open to the sky and the road but it is also partly 

enclosed. It is bare and stark yet is surrounded by eucalypts. These 

oppositions and tensions certainly suggest new opportunities and 

directions for monumental expression however they remain as only 

possible directions. The architects of the Vietnam Forces memorial 

11. Tolstoy, op cit, pp 24-25. 

12. van Schaik., op cit, p 36. 

13. Ibid, p 37. 
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designed a memorial that answers questions of who or what a national 

monument might address by including many different sorts of expression 

in their solution. However, this inclusion excludes the experiences of the 

people in the defence forces who served in Vietnam. It is possibly their 

experiences that could have provided the most important opportunity of 

the monument, that of telling us how that nation has changed in the last 

years of the century. 
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HARRY SEIDLER: WORKSHOP PAPER 

Harry Seidler And Latin American Modernism 



There were many progressive aspirations of modem international 

architecture but the most important was probably the aim of building 

entire cities. This notion derived from a belief that European cities (and 

their colonial copies) were shells which modern life had outgrown. 

Therefore new cities had to be built form new principles. El Lissitsky, 

describing such a city in 1930, gives the example of Canberra, the capital of 

Australia designed in 1912 by Walter Burley Griffin and Marion Mahony, 

as an encouraging sign that the object of building a new city is entirely 

possible.1 If Canberra, the bureaucratic capital of Australia was the hope 

of modernism then Brasilia, another capital inhabited by bureaucrats was 

the end of this dream. Oscar Niemeyer designed most of Brasilia and then 

reviewed his work in 1960. He noted how he had realised that architecture 

could not achieve the social goals that were set out in the Pilot Plan of 

Brasilia. It was social architecture without the society to make it work.2 

The postwar work of modern architects in Latin America, (mainly in Brazil 

and Mexico) and of Harry Seidler in Australia, are examples of architects 

dedicated to the optimistic view of architectural culture held by Lissitsky. 

However, while the most prominent Latin American architects, such as 

Niemeyer, in the case of Brasilia, have abandoned their belief, (if not their 

style) in the reforming possibilities of modern architecture, Seidler 

continues to build for such an anticipated society of highly urbanised and 

culturally sophisticated people. 

The difference between these two positions is, it could be argued that the 

result of the initial correspondence between Latin America's social 

aspirations and those of modem international culture. Seidler, on the other 

hand, has built modem architecture in Australia where the corresponding 

social goals do not exist. So, even though architects of Brazil and Mexico 

have shared similar international cultural links and the development of 

regional variations with Seidler, it is the local cultural conditions of 

countries that have determined the fate of a universal culture of 

modernism. 

1. E. Lissitsky, Russia: An Architecture for World Revolution, p 62. 

2. N. Evenson, Two Brazilian Capitals, p 179. 
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Latin America's colonial history ensured strong cultural contacts to 

Europe. Combined with governments keen to industrialise their 

economies, some countries in Latin America, such as Brazil and Mexico, 

were responsive to the progressive ideals of modern architectural culture 

and able to initiate large nwnbers of modem buildings. Brazil's colonial 

architecture consisted of Portuguese influenced buildings as well as the 

French Napoleonic Style imported by the exiled Portuguese Royal court 

after 1808. Norma Evenson argues3 that the Portuguese royal family, 

which fled to Rio in 1808, brought with it an ambition to create an empire. 

The French classicism of Napoleon was the obvious model for the culture 

of this empire and so from the early eighteen hundreds, the cultural 

contacts in Brazil were strongly tied to France.4 The Brazilian empire fell 

in 1889 and the architectural change from the prevailing academic style 

was well established by the time Brazil returned to political stability under 

GetU.lio Vargas in 1930. However, Europe was still the source of cultural 

inspiration. Therefore when Le Corbusier arrived in Brazil in 1929 he 

' ... was not limited to working with a select group of architects. Through a 

number of lectures he came into contact with a wider audience composed 

mainly of officials of the Estado Novo, as well as of connoisseurs. This 

helps explain how the new movement could grow under the wing of the 

state and become the official architecture of BraziL'S Le Corbusier 

consolidated this fertile and sympathetic intellectual milieu by visiting 

other Latin American countries. These visits yielded urban design 

schemes for Montevideo in Uruguay, Sao Paolo and Rio de Janiero in 

Brazil, Buenos Aires, Argentina, the university campus for Rio de Janiero 

and, in 1930, the Errazuris house in Chile. Through these projects Latin 

American countries maintained their contacts with European culture by 

realigning their post-colonial cultures with the modem movement. 

Le Cor busier was not the first modernist architect to bring new ideas to 

Latin America. Felix Candela came from Spain to settle in Mexico and 

build sophisticated concrete vault architecture. Gregori Warchevchik 

3. Ibid, p 36. 

4. P. Goodwin, Brazil Builds, p 81. 

5. F. Bullrich, New Directions in Latin American Architecture, p 13. 
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emigrated from Russia to settle in Brazil where he produced influential 

modern courtyard houses connected to walled gardens. In 1939, the 

Mexican government invited Hannes Meyer (a former Bauhaus director) 

to Mexico to present modern ideas on urban planning. 

In Australian architecture, Seidler represents this international modem 

culture. Before he arrived in Australia in 1948 Seidler had studied under 

Walter Gropius (a founder of the Bauhaus at Weimar in 1919 and at 

Dessau in 1925) and later under Josef Albers (also a Bauhaus teacher). In 

the USA he worked for Marcel Breuer (another Bauhaus teacher) and in 

Brazil for Niemeyer. The Rose Seidler house, built in Turramurra in 1948-

50, brought the planning and composition techniques of Breuer and 

Gropius to Australia.6 The Rose Seidler house heralded a practice of 

architecture that looked beyond its location to an international modernist 

culture for intellectual and aesthetic stimulation. It demonstrated Siegfried 

Giedion's (a Swiss architectural critic) idea of universal culture outlined in 

his 1941 book Space Time and Architecture. The principles of Giedion's 

theory are: that it is necessary to recognise historical sources for modern 

architecture, that the role of architects is to provide a unified culture, that 

this role is a moral role, and that individualism dissipates unity and 

purpose in a culture. Giedion explains that: 'The destructive confusion of 

events in the world at large today is so great that the movement toward 

universality is clearly visible in the field of science and scholarship. '7 

Therefore 'It is the new potentialities at our disposal which are the key to a 

new and balanced life for enormous numbers of men.' Seidler appears to 

have adopted this maxim so that urban and tectonic tasks can be tackled 

with internationally valid composition and constructive tools. 

Seidler's architectural intention was and has remained to 'bridge the gap 

between the creation of modem architecture and its universal 

acceptance.'8 Towards this end Seidler's association with American 

minimalist artists, and international architects such as Pier Luigi Nervi 

6. J. Taylor, Australian Architecture Since 1960, p 27. 

7. S. Gied.ion, Space, Time and Architecture, p 8. 

8. H. Seidler, 'Painting Toward Architecture', in Architecture, (October 1949), p 124. 
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and Niemeyer, has provided the forum for Seidler's exploration of form 

and structure.9 This attempt did not find the broad sympathetic reception 

it received in Latin America. Therefore Seidler's architecture developed in 

relative isolation10 referring to cultural developments outside Australia for 

intellectual and aesthetic stimulation. 

In Latin America the success of modern architecture can be attributed to 

the relevance of the modernist rhetoric. Issues of social change, race and 

independence had dominated these countries colonial history and their 

post-colonial aspirations. Modern rationalism offered a chance to break 

with the strict vocabulary of classical architecture which, in the case of 

Brazil, was the architecture of former colonial administrations, while also 

satisfying the desire for cultural independence by introducing regional 

variations to European modernist building types. Regional developments 

in Latin American modernism ranged from the rational planning and 

design for climate to the use of local building materials and techniques. 

Louvred sun shading (first used in the Ministry of Education Building, Rio 

de Janiero 1936) was used to control the effects of heat and glare on 

buildings and their occupants. Bullrich mentions a Portuguese colonial 

building practice of using azuleijos (painted ceramic tiles) as a protective 

and decorative wall cladding in modem Brazilian buildings. 

In Brazil, the transformation of modern architecture was essentially a 

reinterpretation of Le Corbusier's formal language. Purist volumes are 

broken open and transformed into freely sinuous wall lines. Papadaki 

writing of Niemeyer's group of recreational buildings at Pampulha (1943-

4) argues that this free form architecture developed in Brazil as a 

consequence of the good life [Niemeyer's architecture sought] 'the 

intangibles of a locus of pleasure.' [while] 'Modern architecture, until then 

was concerned with the health, the rational comportment of man and his 

physiological needs, fresh air, sunshine and contact with nature, which 

remained aloof from man's night life.'11 Frampton, however, argues that 

9. P. Drew, Harry Seidler, pp 24, 22. 

10. Taylor, op cit, p 15. 

11. S. Papadak.i, The Work of Oscar Niemeyer, p 20. 
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the distinctive curved forms of Brazilian modernism derive from '18th 

century Brazilian Baroque'12 architecture. This influence seems to refer 

only to the Baroque in plan as the idea of the illusionist spatial effects that 

Pevsner13 suggests as characterising the baroque seem not to appear in 

Niemeyer's formal vocabulary which, despite its formal exuberance, still 

follows the modernist characteristics of a visual assemblage of elements. 

Despite the exotic nature of the spaces in buildings like the Palace of 

Industry of 1951-4 in Sao Paolo, the free form modernism of Niemeyer 

may owe more to 'today's final synthesis of two important 20th Century 

Stylistic trends: the strict mechanical formalism of Le Corbusier and the 

Cubist-Constructivist movement, and the organic shapes and free form 

fantasy of the tradition of Miro and Arp. '14 

In Mexico where the pride in native culture was particularly strong Juan 

O'Gorman extended the use of art in architecture to transform the modern 

slab building form in his Main Library of the National University of 

Mexico in the new University City of 1952-3. Diego Rivera, an ardent 

supporter of Mexican nationalism produced the murals that cover the 

building's surface. The images of the murals is drawn from the folk and 

Pre-Columbian Mexican cultures. 

Seidler's architecture demonstrates a sense of propriety in its regional 

variations and poetic exploration of structure and composition. Of the 

Latin American architects it is Amancio Williams who seems to be most 

similar in approach to Seidler. Williams concentrated much of his design 

work on researching a shell like concrete structural member. This is 

similar to Seidler's continued interest in a long spanning T-section 

concrete beam. 

12. K Frampton, Modern Architecture: A Critical History, p 256. 

13. N. Pevsner, An Outline of European Architecture, p 16. 'Whereas all through the Renaissance spatial clarity 

had been the governing idea, and the eye of the spectator had been able to run unimpeded from one part to 

another and read the meaning of the whole and the parts without effort, nobody standing in San Carlo can at 

once understand of what elements it is made, and how they are intertwined to produce such rolling and rocking 

effect.' 

14. B. Goldstein (ed.), Arts and Architecture: The Entenza Years, p 108. 
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Seidler's response to climate appears to initially involve the manipulation 

of the depth of the openings in the facade. This strategy has the advantage 

of utilising the strong Australian light to transform the building surface 

into an abstract composition. Sun shading awnings are present in Siedler's 

work from the Marcus Seidler house of 1949 however they are of most 

interest in Seidler's commercial work. In the office and apartment project 

for Kuala Lumpur, Malaysia in 1980, the cowls over the windows differ 

from their previous derivation from Le Carburiser's egg crate grilles and 

Niemeyer's louvre skins. Now there is a sense of each cowl as an element 

as well as being part of an overall pa ttem. 

Formal variation in Seidler's architecture is most notable in the 

introduction of sinuous curving lines in plan. Derivation of this line is 

possibly the Baroque architecture of Italy or the American geometric art of 

Frank Stella, Norman Carlberg, and Charles Perry,15 or Niemeyer's formal 

language. However the cultural project of Giedion appears to tie these 

sources together.16 Giedion hinted at the Italian baroque as an example of 

a great moment in architecture due to the expression of a unified cultural 

vision through space and structure. It is this idea of a unified culture that 

also suggests the influence of painting as an essential part of architecture. 

The conviction with which Seidler has carried out this modernist project 

also suggests the isolation of international modernism in Australia.t7 

Influences and new directions have come from America and Europe and 

in doing so suggest that Seidler produces architecture for its contribution 

to an international culture rather than just its local impact. His buildings 

appear to stand aloof from the new directions in urban planning theory. It 

is the architecture of Lain America that has been more closely tested in its 

ability to achieve the social goals of modernism. In Mexico the proof that 

architecture alone could not produce the society it promised has brought 

the regional architecture of Luis Barragan to prominence. In Brazil the 

revaluation of modernism also occurred. Manfredo Tafuri writes that in 

15. Drew, op cit, p 22. 

16. Seidler, op cit, p 119. 

17. Drew, op cit, p 30. 
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Niemeyer's Brasilia buildings 'the gratuitous is tinged with sophistication. 

Although they make a fine show it is one of superfluous velleitieslB and 

that Niemeyer ' ... attempted to mould his architectural objects as sequences 

of unexpected events, spectacles of the absurd, euphoric fragments of 

nature crystallised.' 19 Tafuri appears to classify Niemeyer's architecture 

with Hans Scharoun whose architecture Tafuri describes as resulting in a 

theatre of trauma but lacking in any capacity to shock'20 and Eero Saarinen 

whose architecture is described as 'masks of inquietude more than 

embodiments of a real unease.' 21 Tafuri's comments reveal the loss of 

confidence in the progressive values of international modernism. The 

development and industrialisation of Latin America that has been 

associated with modern architecture has stalled under debt (especially that 

resulting from the building of Brazilia).22 Ideas of contributing to an 

aesthetic that expressed the social possibilities of this industrialisation 

have been largely abandoned. 23 

Latin American modernism could be said to belong to the same 

international modernist mainstream as Seidler's architecture. Architects, 

especially of Brazil and Mexico, shared the influences of European 

modernism. In their architecture they experimented with regional 

variations modern forms and building types (most notably housing), 

developed similar responses to climate and maintained contact with 

European modernists. The experience of this culture in Latin America can 

be swnmed up by the project to build Brasilia. Originally intended as the 

beginning of a new social order, it ended by reaffirming existing social 

division and placed the country in debt. The optimism of the modern 

movement architecture 'bears witness to a moment when Latin America 

18. M. Tafuri and F. Dal Co, Modem Architecture 2, p 354. 

19. Ibid, p 352. 

20. Ibid. 

21. Ibid. 

22. J. A. Garraty and P. Gay (ed.s), The Columbia History of the World, p 1097. 

23. V. M. Lampugnani (ed.), The Thames and Hudson Encyclopaedia of 20th-Century Architecture, p 53. 
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saw itself as a region full of hope and possibilities, capable of occupying a 

significant place on the globe.'24 ended with the completion of Brasilia. 

This change in direction also occurred in Mexico with the growing 

prominence of Guadalaharan regionalism of Luis Barragan. Seidler, on the 

other hand, has retained the optimism and progressive ideals described by 

Giedion. His goal was and has been to promote the acceptance of a 

modern universal culture. All other theoretical aims, for Seidler, are 

irrelevant. 

For this reason, Seidler's architecture has taken a position of independence 

in local architectural debate. Unlike the modem architecture of Brazil and 

Mexico, Seidler's architecture never really represented a broad social 

movement. It remains, primarily, as optimistic fragments of a universal 

culture that has never appeared or has taken some other form. In Latin 

America, modem universal culture's connection to political programs 

meant that while its achievements were extensive, its failings, especially at 

Brasilia were acknowledged. In Seidler's case the optimism of universal 

culture has never been an important force in Australia. Therefore 

international culture has enabled him to hold onto ideals of reforming the 

city at a time when theory acknowledges the necessity of urban 

microsurgery rather than the drastic amputations undertaken in the 

optimistic early postwar developments. 

24. C. Olalquiaga, 'Paradise Lost', Arl and Text, 42 (1992), p 77. 
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JENNIFER HOCKING: WORKSHOP PAPER 

Mies Van Der Rohe: Reductive Spatial Strategies 



In The Artless Word, Fritz Neumeyer argues that Mies van der Rohe's 

Barcelona Pavilion displays a reductive spatial language employed as a 

symbolic expression of purely abstract valuesl. This view of the German 

Pavilion has been repeated by various critics since the 1960s. However the 

process of ascribing specific meanings to architecture has been questioned 

by recent feminist spatial theory in order to explicitly introduce the idea of 

the feminine into architecture. This feminist interpretation attempts to 

politicise the neutral theoretical territory that Neumeyer's idealising 

analysis presupposes. What then characterises the spatial theories that 

prompt these differing investigations? 

Neumeyer argues that Mies aimed to build in a way that gave prominence 

to spiritual and intellectual contemplation through an aesthetic vision of an 

architecture o£ simplicity.2 Neumeyer describes the German Pavilion as: a 

neutral space container, a transcendental vision of the relationship between 

the polarities of nature and building, a formally silent abstract space and as 

a building membrane. These elements of an architecture of simplicity 

would be achieved through poetic building construction which symbolised 

absolute truths and consequently a rejection of personal expression3. The 

1. F. Neumeyer, The Artless Word: Mies van der Rohe on the Building Art, p 211. 'In particular in regard to the 

Barcelona Pavilion, the planning phase of which fell into the year 1928, the proximity of philosophy to 

architecture becomes difficult to ignore. This was a display structure the function of which was to point to itself 

as objective meaning. Regardless of the external impetus - the listing of the Spanish royal couple in the Golden 

Book- there were no concrete functions to be fulfilled that could have disturbed the impression of an ideal 

Platonic object.' 

2. Ibid, p 214.' "All possible freedom and yet such great profundity"- this formula sized up for Mies the ideal 

existence, to the realization of which building had to make its contribution. To make conscious the possibilities 

residing in this freedom of movement in space and freedom of decision making, it was essential that the glance 

be reoriented to the absolute.' 

3. Ibid, p 69-70. 'According to the Platonic-Hegelian concept of the objective idea one cannot obtain self

knowledge without a prior understanding of the order of things. The inunanent guarantees the only valid 

model of eternal truth, the kernel from which the order of things reveals itself. The ultimate aim of architecture, 

as of all art, lies in an absolute value, detached from all that is subjective and temporal, embodying in its 

unsullied purity, as "objective demand" (Mies), the universal and eternal. This was the basis for that 
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accompanying theoretical territory involves the refinement and 

simplification of design rules of this architecture. Neumeyer argues that 

the neutrality of this theoretical territory is due to an interest in developing 

an internal or universal order for this architecture, and the Barcelona 

Pavilion is by a high point of this attempt to represent the form of ideas in 

building.4 Therefore, Neumeyer argues that space is of primary 

importance in the Barcelona Pavilion since architectural space is symbolic, 

in its abstraction, of ideas or universal truths. s 

The implication of Neumeyer's neutral position is that the order of 

architecture is analogous to the order of writing or reading. Rules of 

architectural grammar allow the meaning intended by the architect of a 

particular building to be coherently received by someone in the same way 

as the meaning of a sentence is understood by a reader. Therefore the 

minimal spatial and formal expression of the German Pavilion is 

analogous to the rigorous logical structure of philosophical axioms6 that 

underlie systems of thought. Why then does Neumeyer express 

architectural space in such a neutral manner-as universal truth? It seems 

that this definition proposes, in order to produce a universal truth, a space 

without differences: a genderless space. 

congruence of adaequatio intellectus et rei to which, as "identity of thought and thing," Mies, leaning on Thomas 

Aquinas, attributed a "truth relationship." 

4. Ibid, p 180. 'The breakthrough to a totally new understanding of space first led to a further, systematic 

reduction and separation of elements: the Barcelona Pavilion of 1929 was the high point of this development.' 

5. Ibid, pp 213-214. 

6. F. Schulze, Mies van der Rohe Critical Essays, p 13. "Mies,labouring to make his architecture as formally spare 

as possible and thus to gain impact proportionate to the subtlety, elegance, and determination with which he 

cut away any excess from it, leaves us conjecturing more actively than we could about Wright and Le Corbusier 

as to the ultimate meaning and deeper intent of his work. It is customary to affirm that he sought to 

dematerialize architecture, a paradoxical objective that prompts explanations extending from architecture into 

philosophy. Mies himself summoned up the spirits of philosophers in his own verbal statements more than the 

other major architects of his time did. He regarded his works as objectifications of philosophical concepts, not 

just as buildings that functioned at the practical or aesthetic level." 
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In addition to this position, feminists would argue, I believe, that 

architectural space, despite its abstraction, is social space: that is, the space 

of a society characterised by its differences rather than universal truths. 

Since architecture is the product of this society, the composition, 

representation, and interpretation of architectural space are political 

actions. Therefore while Neumeyer presents a theory of architecture as 

representative of some concept or ideal, a feminist theory may present 

architectural space as the place of politics and action. Here it is assumed 

that a sceptical architecture as a public art can demonstrate the difficulty of 

fixing meanings to an architecture for a diverse society. 

When architectural space is viewed as social space, Neumeyer's connection 

of architecture to ideals is seen as part of the social relationships in this 

space. The necessity of clearly defining who or what is represented by 

these ideals automatically assumes that others are not represented. 

Subsequently the neutral theoretical territory that Neumeyer presupposes 

for the German Pavilion is politicised. This politicised territory is of 

interest to feminists who look for ways in which the feminine is excluded 

from ideas about architecture. 

One feminist strategy for investigating how the feminine might be 

marginalised in architecture is to articulate the relationship between 

representation and gender roles in architectural space. This strategy is 

adopted by a 'Feminist criticism which ... scrutinised its texts for fissures 

and cracks and signs of heterogeneity, re-examining" the masculine 

imaginary, to interpret how it has reduced us to silence, to mutism ... to find 

a possible space for the feminine imaginary." '7 Catherine Ingraham and 

Jennifer Hocking are two critics who appear to carry out this examination 

and politicising of architectural theory in order to find a passage for the 

feminine into architecture. 

In Initial properties: Architecture and the Space of the Line, Ingraham argues8 

that the exclusion of any reference to gender differences in architectural 

7. L. Irigrary, in A Dictionary of Modern Critical Terms, p 93. 

8. C. Ingraham, 'Initial Properties: Architecture and the Space of the Line', in Sexuality and Space, p 262. 

'Architecture traditionally has insisted on the neutrality of the category of space in order, I believe, to mute and 

neutralize both the political and analogical power of the sexual. To put it another way, by casting space as 
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space maintains the stability of architectural practice. For Ingraham, this 

exclusion is a politically repressive, or, so it seems, conservative, tactic 

which acts against the feminine in architecture. Therefore, in order to 

reintroduce the feminine in architecture, Ingraham questions the defining 

of architectural space as neutral: "How does one begin to connect sexuality 

with the traditionally asexual - or at least sexually indeterminate character 

of architectural space, which is the space shaped by the line into a volume, 

the so-called neutral space produced by geometry and technique?"9 As 

Ingraham observes, a design language of the sensual is required in order 

to manipulate the material substance of architecture. This language of the 

sensual is constituted as a body through the geometry of the line in 

architectural representation. Given a body, the language of the sensual in 

architecture gains a sexuality. Simultaneously the geometry of the line is 

opposed to this sexuality through its traditional "technical and scientific 

economy" .10 Therefore sexuality is connected to the sexually indeterminate 

character of architectural space through the ambiguous properties of the 

geometric line. How then, Ingraham asks, is it possible to represent the 

relationship between form and space as one that first deflects the question 

of sexuality from space to form and then represses this sexuality through 

the proprieties of architectural representation?11 

Ingraham's response is not to propose a design strategy but to instead 

suggest feminised forms of interpreting architecture. Ingraham therefore 

neutral, architecture is able to avoid the specificity, of difference that is the very structure of sexuality, insofar as 

sexuality is paradigmatically about the specificity of, identity through, and competition between genders.' 

9. Ibid, p 261. 

10. Ibid, p 265. 'The more I look at the line in architectural theory and practice, the more it seems that just at the 

moment the line begins to "sterilize the technical and scientific economy it most favors [sic]," it also begins to 

fertilize itself as an "improper" architectural figure, a space, a genealogical entity, a wall, an 

anatomy-something fleshy or animal.' .. .'In other words, at the moment that the geometric line achieves its 

greatest propriety-in the architectural drawing-it reveals another part of its ethos. It reveals the wall, the path, 

the joint or fissure, the materiality that is its substance and denotative content.' 

11. Ibid, p 267. 'If architecture situates, and then represses, sexuality in the line and wall-deflecting the 

question of space from its main sexual precinct-then how can architectural design and/ or analysis unveil this 

relationship? 
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introduces the idea of the meaning as a literary description rather 

than-as Schulz might argue-a statement of ideals. Ingraham uses the 

example of a series of cartoons showing areas of an apartment described 

by analogies with "natural phenomena".12 According to Ingraham, each 

analogy (for instance, a stereo is described as "Singing Rocks") creates a 

boundary around that object in the way that walls create a room. This 

means that there are possibly "a million houses housed by the walls 

themselves."13 In this example, the concept of a clearly defined 

relationship between architecture and its meaning is repudiated in favour 

of strategy where possible meanings become countless interchangeable 

texts. In this example, living is domesticated, or feminised, rather than 

idealised. 

Jennifer Hocking's (a Melbourne architect and design teacher) recent 

Princeton Masters projects for the Vatican and the Statue of Liberty raise 

similar questions of the feminine in architectural space. The following 

question was asked; who does the monument represent? In these projects, 

Hocking designed objects to occupy the secret, hidden or restricted 

interstitial spaces of some monuments.14 It seems that the objects were 

placed in the interstitial spaces because these spaces were inhabited walls 

hidden and away from the monument's main ceremonial space. In the two 

monuments chosen, the interstitial spaces functioned as passages. 

Therefore the objects introduced by Hocking occupy a marginal position 

within the monument and are visited by a transient population moving 

between symbolic points of the monuments. The power of demonstrating 

that after inserting missing or hidden female imaginary in monuments, the 

monuments continue to function unhindered evokes a feminism that 

suggests the female voice is marginalised within architecture. Therefore 

Hocking's argument was, it seems, that the designed object hidden in the 

interstitial space of the monument (introduced by Hocking) revealed the 

12. Ingraham, op cit, p 267. 

13. Ibid, p 269. 

14. In the case of the Vatican project, the space between the structure and the external roof of the dome of St. 

Peters, and for the Statue of Liberty, the hollow interior of the statue. 
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active role that monumental architectural space plays in the silencing of 
the politics of gender. 

Ingraham and Hocking's analyses of architectural space question the aim 

of architecture as some kind of distilled representation or meaning. Both 

argue that the design and interpretation of architectural space marginalise 

the feminine in architecture. However this marginalisation is the point at 

which their criticisms begin. It is the means by which the traditional way 

of practising architecture can be questioned. 

It is interesting to note that the Barcelona Pavilion is also a building that 

has been used to reinforce a particular vision, or meaning, of architectural 

practice. Gradually, a fictional pure architecture has been constructed 

from the accumulation and restatement of a handful of analyses of the 

Pavilion. Neumeyer's analysis seems to summarise and develop these 

established arguments. If these accumulated interpretations are indeed 

repressive is there any point of attempting to replace them? Is it possible 

to reinterpret the Barcelona Pavilion in terms of feminist criticism, through 

new definitions of the space of the Pavilion? Miesian reductive spatial 

strategies in the German Pavilion could be seen as reducing an ideal 

(national) house to an extension of the street as a passage. So instead of 

Neumeyer's ideal architecture, the German Pavilion could be seen as an 

extension of the street that temporarily changes the conditions of the 

street. This would seem to be a way in which the fissures and cracks in the 

imaginary of architecture could open up to other, and possibly feminine 

imaginaries. However, to Hocking and Ingraham, creating alternative 

spatial definitions is counterproductive. The authority of established 

definitions would go unchallenged. Instead Ingraham and Hocking aim to 

demonstrate the marginalising effect of traditional spatial definitions by 

presenting the feminine as repressed within these spatial definitions. 

The main tactics used by Ingraham and Hocking and others15 to expose 

this supposed effort of architecture in the maintenance of gender bias seem 

15. P. Singley, 'Living in a Glass Prism: The Feminine Figure in Ludwig Mies van der Rohe's Domestic 

Architecture, Transition by Backlogue, 44/45, (1994), p 23. Singley argues that Miesian architecture is not actually 

silent instead it 'speaks through the statues of silenced women which function as the plastic media through 
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to be similar to the paranoid critical model of the surrealists. Thus the 

strange connection of sexuality and space yields theoretical arguments 

leading to the possibility of a criticism of architecture that questions its 

accumulated historical analysis. Ingraham and Hocking criticise the ability 

of architecture to provide a reductive social and cultural vision such as the 

one that Mies' plauditors, including Neumeyer, proposed. However the 

point of the Ingraham and Hocking's analyses is that it is not important to 

connect past interpretations of Mies to feminism or to redefine Miesian 

architecture to suit feminist thinking. Through designing or theorising 

about objects that are marginalised within the dominant expression of 

architecture, we can observe this marginalisation of the feminine in action. 

which the surrounding space communicates.' For Singley this is antithetical to "a feminist approach that 

generates the woman's voice from her physical immanence.'' 
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WORKSHOP DESIGNS 

Peter Corrigan Workshop: Life Model. 

Hans Hallen Workshop: Graduate Centre. 

Treasury Precinct Workshop: Treasury Precinct Redevelopment. 

National Student Design Forum, Canberra: Acton Peninsula. 

Harry Seidler Workshop: Former CUB Site Redevelopment. 

Jennifer Hocking Workshop: Shrine of Reme1nbrance. 



PREFACE 

These workshop design projects are an investigation of different 

architectural approaches, to some extent influenced by the architecture of 

the studio masters. As I did the projects, I found that each offered different 

but equally useful ways of designing. This lead to the idea of an eclectic 

position. The projects presented here are developments and revisions of 

ideas originally raised in the workshops. 
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Life Model 

My past Is recalled as a series of memories discarded on a fragment of floor floating 

between the two nothings of light and darkness. The separate pieces show different 

memories from my childhood recalled In the context of the workshop brief. The 

memory models are linked by two beams. The beams represent the Idea of a project 

running through and above the everyday recollections of my life. When set In motion 

the beams move so that their ends touch. While the memories are arbitrarily recalled 

the proJect line Is constructed as a straight line. The project line Is free at both ends 

and Is meant to symbolize a projection to Infinity. The models are separate as they 

respond to the brief requirement lor two models. However the models do not change 
In character. I think that the project line changes In trajectory at the beginning of the 

entry Into university representing a maJor change In my outlook and posslbllllles. 

Throughout the model the memory models, the burning model aeroplane, the dead 

Ilea on the limber Ooor, the enormous foot from the Spanish play, the dead fish I 
caught that support the project line are not Important In themselves. Since I do not 

have perfect recollection I have to make do with these banal and Insignificant 

memories to make sense of my pasl I have no reason to believe that my recollection 

of the past will become any more significant. 

The memories are Insignificant fragments of my life. However since they are all thai I 

have the memories _that are recalled at any one time represent the whole of my 
understanding of my present nature. These fragment memories represent both 

themselves as real events that occurred and also the forgotten events that contribute 

to what I am. To recall fragmentary memories Is a way of recalling my entire pasL 

These memories are usually recalled Incorrectly. Therefore the presentation of these 

memories In form as the memo!)' models Is not a matter of reproducing the events or 

objects exacUy. 

The memories as model forms are modified according to my reaction to the brief, the 

source material, my knowledge of Corrigans previous student workshops, and his 
theatre background What seems to be Important Is that the model was about my life 

and that the elements thai determined \he construction of the memories as forms 
were superficial modltlcatlons to the recalled memories. Abstraction Is present In the 
form ollhe proJect line. Ills separale from the memories but strings them together. 

Memories and the project line coincide by chance. The model suggest how the 
emotional and the rational work together. The blackness In the presentation drawings 
Is the knowledge of mortality. Everything Roats on this emptiness, precariously 
balanced, this thin IIIUe wreck of a raft connected to the project line the abstract line 

that Is projected Into the fUture and the pasL 

The connecllon of the two beams of the project line over the connection point of the 
two halves of the model represents a raUonal project dependent on chance. There Is 
no certainly in the rational project being completed. However the two arms , swing 

together, pompously representing the complellon of the pro)ecl The discipline of the 

balsa mean turns the focus of the design to the elements that can be controlled. 

The project line is the rational structure of archllecture that disciplines the creation ol 

form. I really enjoy archflecture as a sensual experience. The feeling of moving 

through spaces and past volumes Is a great emotional experience for me. For me 
Cario Scarpa's architecture Is the best experience I have had of this kind of poetic 

architecture. For me archllecture !halls ruthless In manipulating sensual experience 

to the pragmatic ends of the program Is the archHecture that lives. 
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EAST 

TI1e graduate centre is n building in which Melbourne University graduate 
students can work and 
meet visiting professoiS. It 
is menot to provide an 
addilionnl facility to 
services provided to each 
faculty for Uteir graduate 
studeots. Services provide;, 
by the graduate centre are 
special seminars, COU!Se!;, 

computer access and sociai 
events.Curreolly graduate 
students nre scattered 
about the campus and 
mnny others work at home 
restricting their contact 
with the university. 
Therefore . the graduate 
centre is foremost a centre 
for a particular type of 

ELEVA T 10 N st~dy that puiS s~denlS ?f 
· different faculties m 

contact with each other and 
also gives the graduate 
students an identity on 
campus. 

Since the idea oflbe centre is a mulli-faeulty facility tlte plllll of !IJe building 
aims to provide inn 
intenveaving of meeting 
and study meas.A cellular 
plan fom1 of Hennan 
Hertzbergers Centrnl 
Beheer is used to suggest a 
fonn of cellular 
or8llllisnlion tlmt provides 
nn allemntive to the 
conventio011l academic 
model of the cloister. The 
convenlio011l cloister 
design suggests the 
academic isolatioo or· a 
single faculty building. 
With the Hertzeberger 
model the cellular units ari 
grouped around central 
ligltt wells .and val)'ing 
degrees of privacy are 
possible with senting and 
pnrlition arrangements. 
Thk type ofworlc area is a 
type between the 
completely enclosed cell 
and Ute open floor plan. 

Ligltling this centrnl area is n glazed roofbelow which 11re the open meeting 
spaces. These meeting 
places are platfornt bridges 
at each level of the 
building. They span 
between the cellular offices 
of the professors and the 
students Ums providing a 
neutrnl meeting space. 
nus centrnl space also 
gives access to Ute roof. 
garden on the fourtlt floor. 
Tite platforms are 
const.nnlly in use since the · 
vertical circulation 
between floors runs • 
through the plolfonns. 
Light falling into tlus space 
also defines the arcade liS n 
place of circulation nl the 
ground fioor.The enclosed 
courtyard of the cloister 

NORTH ELEVATION o 15 30. beeomesnnarcade. 



·EA.ST VIEW 

.. •-
NORTH VIEW 

North south and ens1 west access is provided lhrougb the building so that the 
building becomes part of· 
the circulation routes about 
the university grounds. 
The ground floor then 
becomes 11 place of 
interchange and circulation 
for the whole university. I 
believe that this is 
important for the graduate 
centre to be as m>posed ns 
possible to all students. Off 
the ground floor nrcndes 
are the major meeting 
areas of the graduate 
centre. There is a small 
lecture theatre, club rooms 
for the graduate students 
and a dining and function 
room. There are also study 
areas so that quick visits or 

0 50 100 umtllocated work spaces 
arc provided for students. 

Floor pinos for the student and professorial work areas plug into the nrcndc 
that contain the circulation 
ond public rooms of Ute 
centre. This a!l'lll1gemenl il: 
also the formal 
arrnngemenl of the 
building. The study nrens 
nrc two interlocking 
volumes suspended above 
and intersecting with the 
upside down T shape of the 
open nrcns. nus 
intt:tSCd.ion of forms is 
e>.-prcssed on the Swanston • 
Street elevation and the 
protruding centrnl arcade 
mnrks the cntrnnce finm 
this strecL The slcin of the 
building is very transparent 
on tltc ground floor and 
ccntrnl nrcnde and less 
transparent on the study 
flOOIS. Study nrcas \vitlt 
secure separation from the 
ground floor allow the 
ground floor to be used for 
n.llcr hours functions. 

The building faces north nnd steps down towards the main pedestrian access 
to the University of 
Melbourne. .The main 
cntrnncc is from Swanston 
StrccL A large lawn 
connects the clubrooms 
that form tltc northern 
ground floor face of the 
graduate centre with Ute 
tree lined pedestrian spine 
that runs between the 
Union Building and 
Swanston StrccL The 
dining and function room 
of Ute gmduntc centre· 

e!.1ends along Swnnston 
Street in order to provide n 
wall along Swmston 
StreeL TIIis wall creates a 
gnteway for the university. 
On one side of this opening 
the univemties spaces 

open up and on the other 
side is the open space of 
thcstrceL 



TREASURY PRECINCT WORKSHOP 

Treasury Precinct Redevelopment 
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SECTION 

CITY TOWER 
The esqulsse project was meant to develop the former Carlton and United 
Brewery Site on the northern periphery of the main office building area In 
Melbourne as a commercial development. The plot ratio to be achieved on 
the slte was 1:12. This meant designing 250,000 m2 of office, retail and 
residential floor area. The main architectural task was to Investigate how 
the axis of the Shrine of Remembrance could be dealt with In the 
development. The Initial proposal for this esqulsse was or a number of 
towers accommodating most of the required floor area. The revised project 
presented here arranges the site as four parts based on the ceremonial 
use of Swanston Street. Meeting rooms, lecture theatres, and outdoor 
courtyards are arranged around the axis that joins the site with the Shrine 
or Remembrance. The mass of this building Is Inclined so that II can be 
seen from anywhere along the Swanston Street axis. The top of the 
building Is a pool that catches the early morning light. The rest of the sHe Is 
a grassed park supported on office areas and car parking. This park joins 

the pavements on either end of the site. The office tower that provides 
most of the 'development's floor area was an Investigation of Seidler's 
principle or changing the form of office towers by arranging a small number 
of standard structural components. The external form of the tower Is 
created by alternt~ting a standard office floor rotated ~. A restaurant In 

the tower Is connected to the meeting rooms arranged around the 

Swanston Street axis. 

LOCATION PLAN 

SWANSTON STREET AXIS 
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SHRINE OF REMEMBRANCE 

The esqulsse project wa11 an examination of monumentality In 
architecture. The esqulsse project was to have something to 
do with the Shrine of Remembrance In Melbourne. This 
building Is based on a mixture of runerary monuments from 
ancient civilisations. lis pyramidal roof and cubic mass 
resembles a similar building at the Artist's Colony at Wedding. 
Although the Shrine dominates the planning of the Central 
Buslne•s District It does not have the emotional effect of 
Ballarars commemorative avenue or trees for dead soldiers. 
Maybe this Is because the avenue of trees Is a simple gesture 
and most people would have trees In their own gardens. The 
trees also have the minimum of formal ordering. They grow 
from the ground beside the road. The Idea developed In the 
esquisse was to place something on the axis that passes 
through the shrine and along Swanston Street and make II an 
ordinary monument. 
In the revised version of the esqulsse presented here, the 
ordinariness of the proposed monument Is that of representing 
the messiness of peoples grief lnste11d of attempting to 
symbolise loss or duty or some other abstract quality 
e•soclated with death In war. Four stages of people loalng 
someone are placed together In a sequence based on how 
people eel together after a death. The monument Is placed on 
the former Carlton and United Brewery site end Is a meeting 
place for marches and parades. 
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ENTRANCE 

The entrance is wide enough for one person. 

ARENA 
The arena has seals to watch the wai!<WBys twirl 
In the air. There are handrails and stairs on some 
walkways and platfonn lifts on others. 

TUNNEL 
The tunnel unites the separate walkways and 

sells food and souvenirs. 

PROMENADE 
The promenade Is wide enough for a few people 

to gather on. People can watch the promenade 
from the traffic Island on Swanston Streel 


