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Introduction

By Rene Rietmeyer and Team

We, artists, creative entrepreneurs, and researchers, as a collective group
we believe that there is a need for an emblematic space, located in Venice,
dedicating time and space and presenting the existence of the culture of
Europe. A centre devoted to cultural exchanges, meetings, artistic projects,
and laboratories, with Europeans and others, it is our aim to cherish our
differences and strengthen cultural commons. TIME-SPACE-EXISTENCE is
the second exhibition of the European Cultural Centre, which was created
in 2014. This exhibition should be seen as a platform for architects from
Europe and other parts of the world to visually present their personal
thoughts and creations about and within architecture.

Sixty years ago, the Swiss philosopher and great pioneer of European inte-
gration, Denis de Rougemont, believed in a cultural Europe, in a Europe with
direct participation of people beyond the nation-state with culture as a vital
ingredient for Europe’s post-war rebuilding and healing. Today, sixty years
later, the importance of culture within the paradigm of our society’s well-
being still needs recognition and further active stimulation, more than eco-
nomic growth. To achieve a sustainable Europe, the environmental, social,
and cultural objectives have to be rebalanced against the financial and
economic ones. The role of creative and critical thinking, fostered by arts,
architecture, and cultural activities, also plays a key role if the citizens are
to regain trust in Europe. The reason for the need of the existence of a place
for European arts, architecture, and culture is rooted in these statements
by Denis de Rougemont.

Today’s ‘Erasmus generation’ is living Europe and is its future. Coming from
Europe and abroad, they share an interest in the development of alternative
approaches and improvement of cultural research and awareness; imple-
mentation of knowledge, which leads to an ongoing questioning. Even
though knowledge and many connections come through the internet these

12

days, a real physical venue in the city of Venice offers everybody a unique
meeting place in Europe to explore, experience, document, and present
cultural togetherness. The Global Art Affairs Foundation organised the exhi-
bition TIME-SPACE-EXISTENCE with these thoughts in mind. Since 2002, the
GAA-Foundation has organised worldwide exhibitions, symposia, and pub-
lished books highlighting philosophical themes in contemporary art and
architecture, in particular regarding the subjects Time Space Existence,
bringing together artists and architects from various cultural backgrounds
and different ages. Also in this exhibition at the European Cultural Centre,
the concepts Time Space Existence are central and presents architects from
all over the world, next to each other, a documentation, often regardless the
personal preferences of the organizers. As sincere as possible, the Global
Art Affairs Foundation presents in this exhibition what can be seen as a
modest cross section of European architecture, in dialogue with several
non-European architects. Although the European Cultural Centre hosts this
exhibition and presents it as its statement in Venice, TIME-SPACE-EXISTENCE
does not only show works by European architects, but rather a global togeth-
erness, a dialogue that goes beyond cultural background, age, race, and sex.

The European Cultural Centre reflects upon the dynamics of European cul-
ture and influences, upon how Europe is seen within and outside its borders.
Our aim is to go beyond our geographical borders. Borders — in the widest
sense of the word - have to be crossed in order to develop ourselves as
human beings, in order to understand who we are. “To cherish our differ-
ences and strengthen cultural commons”, this goal can only become reality
if we open ourselves up to the world around us and share our thoughts,
without prejudice. “To cherish our differences and strengthen cultural com-
mons”. This mission of the European Cultural Centre [ECC], which, as a place
for reflection, research, and creation for interdisciplinary encounters, as well

as a centre for resources and experimentation, provides the conditions to
invite artistic and creative practices from all fields - visual art, dance,
performance, theatre, music, literature, architecture etc., seeing them as a
process of learning and experiencing. The ECC is a place for investigating
the most vital contemporary issues, designing a shared future. For hundreds
of years, Venice has been a place of cultural exchange and an important
exporter of European culture. Venice, however, was chosen as the seat of
the European Cultural Centre not only for its historical importance, but also
for a number of specific features that make it the ideal venue for the
realisation of the objectives of the ECC. Venice is a city with an extraordi-
nary concentration of facilities and organizations dedicated to culture. The
historic centre is only populated by approx. 60,000 inhabitants, but it sus-
tains: 45 museums and seven theatres, 14 foundations with the objectives
to promote and develop culture; two leading universities, an art academy,
a conservatory, and many public libraries; 32 consulates and regional
offices of a.0. UNESCO, WHO, and the Council of Europe; places of worship
for many religions, but Venice is also home to a large atheist association,
and it is also the city of La Biennale di Venezia. All of this makes Venice an
excellent place to study the sociological and ethnological development of
the European society in general. It is the ideal place to come to understand
who we are and how we are seen.

In the context of La Biennale di Venezia 2016, the European Cultural Centre
presents TIME-SPACE-EXISTENCE in three of its prestigious Palazzo’s in
Venice, Palazzo Mora, Palazzo Rossini and Palazzo Bembo. The exhibition
shows an extensive combination of established architects and architects
whose practice is less known, as a cross section of what can be seen as
architecture today. Their common ground is the architect's subjective, per-
sonal expression of his or her reflection upon what architecture should and
can be. This results in architecture that visually appears to be very different.
The exhibition mainly presents recent architecture by living architects.

Conforming to the aim of the European Cultural Centre, the exhibition fea-
tures architecture presented in a broad variety of artistic media; video,
sculptures, photos and installations. Since the more than 150 participating
architects originate from very diverse cultures representing over 50 coun-
tries and are also of very different age, the works are highlighted from
unusual, very personal points of view.

Despite today’s easy access to knowledge, the exhibition manifests that
intellectual development, expressions, and creations in architecture still
show great differences. Not only from culture to culture, but even within
one culture. TIME-SPACE-EXISTENCE shows the commonness and differ-
ences between Europeans in dialogue with works of Non-Europeans. In
addition the exhibition stimulates a more conscious relationship from the
spectator towards their daily surrounding, aiming to increase the awareness
of their own personal Existence as human beings influenced by a specific
Culture within Space and Time.
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2Architecture

Tonal is a site specific installation that utilizes individual light transmit-
ting devices, suspended within a space, to gather light and colour from
the exterior of a building. The tonal variations picked up by the devices
are transported into the darkened room as a lively composition of light
and colour. These light transmitting devices contain within them a series
of optical components: light collectors, light transmitters, and light pro-
jectors. The light collectors, located outside of a window, deploy glass
lenses and the end of a length of fibre optic cable - the transmitter. The
lenses focus exterior light and colour onto the ends of the cables that
then pass through the threshold of the window into the exhibition space.
Once inside, the transmitting cables terminate, and the light is projected
through lenses that amplify the light and colour. The collection of devices
within the space act together to present a fragmented and pixelated
depiction of Venice to the viewer. Amongst the cables and lenses, the
quality and intensity of the tones one experiences will be oddly familiar
and cohesive, yet offer a moment of displacement and curiosity. The
project is at once both a highly technical experiment with light and its
ability to be captured and transported through fibre optic cable, and a
phenomenological exploration that brings into question the role of place,
seeing, and memory, in relation to tonal variations.
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23 ldeas from Indonesian Architects

By Aboday Design, Adria Yurike Architects, AI-CTLA, andramatin, Arcadia, Atelier Cosmas Gozali, Atelier Riri,

Baskoro Tedjo Associates + Hepta Desain, budipradono architects, d-associates, Delution Architect, Gujo Architect,
HMP Architects, LABO, Muhammad Thamrin Architects, noMADen, Parametr Architecture, PDW Architects,
Raul Renanda Design, MSSM Associates by RSI GROUP, Studio ArsitektropiS, studiokas, SUB

European virtual fortress was formed when the Schengen Agreement was
signed in 1985. Recently the fortress started to be fragile, mainly because
of the migrant crisis. In 2015, there are more than 1 million migrants
entering Europe; it is more than four times from the previous year. The
European countries are really in a crisis, while there is a mass movement
towards the dream countries.

Some countries started to re-build the fences to repress the insistence of
refugees, commonly from the countries with continuous wars. Thousands of
them have died, drowning in the Mediterranean Sea leading to Greece or Italy.

In the northern French city of Calais, there are more than 4 thousands
refugees in parks with only plastic tents surviving, trying to cross over
to England. In the border between Greece and Macedonia, there has
been built fences with more than 10 thousands refugees building their
simple tents around it.

In this installation, Fortress Europe is to be interpreted by perforated walls,
consisting of brick piles having apertures. These brick apertures reflect the
junk space or the remaining space between the buildings, between the
cityscape, city terraces, or city gardens. These apertures later are expected
to be filled by the public to design the maximum way to fit the refugees
who can occupy these apertures. In the middle of this installation, there
are several models of designs from 23 Indonesian architects offering tem-
porary solutions for temporary shelter for the transit countries or social
housing proposals for destination countries.

This temporary shelter is not only able to answer the cold and extreme
climate challenge, later it can also give segregation for the refugees between
families, men, and women. This is very important since 99% of the refugees
are Moslem, so that there are some proposals to accommodate them with
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specific public spaces to be used for worship or other social activities. Some
other designs are the social housing design, which can accommodate the
asylum seekers as well as can offer the specific spaces for common interest.
This social housing is specified for the asylum seekers in destination coun-
tries, such as Germany, Switzerland, England, and others.

This Social Housing is a motivational work since the immigrants are not
fully accepted socially by the public. Thus, this social housing design is very
thought provoking, because there must be certain programs given to it as
a device for acculturation. In European countries, they commonly have a
housing standard, but for these immigrants, it is necessary to create a
housing standard with new specific programs with very diverse and unique
immigrant characteristics.

This exhibition is a positive step for Indonesian architects, as the biggest
Moslem country in the world, to contribute their thoughts in the migrant crisis
in Europe. At last, architecture becomes the device for humanizing humanity.




A-01

By Oliver Schiitte, Marije van Lidth de Jeude

A-01 is a multidisciplinary network organization creating integrally sustain-
able solutions within the fields of urban and rural development. In a glob-
ally urbanizing society, we act at the borderline of city and countryside or
help identifying new synergies. Our work methodology is designed to break
the boundaries of a single profession or perspective in order to allow for
a holistic approach that shapes our products.

The office was founded in 2005 by German architect Oliver Schitte and
Dutch anthropologist Marije van Lidth de Jeude. The anonymity of its name
reflects the multitude of actors who stand behind the projects. Each assign-
ment is carried out with a custom-fit team of experts and entities, intro-
ducing A Company and its non-profit counterpart A Foundation as operational
vehicles. The company works as a commercial consulting and planning firm;
the foundation has at the core of its agenda the investigation, documenta-
tion, and discussion of transformative habitation processes worldwide.

The majority of our work is situated in developing countries, which means
working with the existential limitations of people who find themselves in a
permanent state of transition, and where the necessity of improvisation with
its resulting visuals of the ‘incomplete’ are amongst the defining elements
for the appearance and functioning of the built environment. In this context,

flexible as well as adaptable strategies are needed for reacting to modified

in crucial locations has been designed to stimulate economic, environ-
mental, and social development through a toolbox of vernacular architec-
tures that blend with their tropical surrounding, combining traditional ways
of living with modern construction techniques.

As one of the results of our design-and-build studio, which was joined by
the Latin University and the National University in Costa Rica with the
further support of the Veritas Center of Innovation and the Costa Rican
Fab Lab Association, the Recycling and Community Center of Chira (RCCC)
is now being constructed. It has been financed through the United Nations
Development Programme, a Dutch NGO, an international fundraising cam-
paign, as well as local donations. The self-organized Association of Ladies
Working for the Environment (ADATA) will operate the center, empowering
islanders and sustaining their livelihood.

Besides collecting and recycling garbage, ADATA will engage in upcycling
processes by producing jewelry made from ‘trash’. Like this, the facility
will generate an income for women who now depend solely on traditional
ways of fishing and help building resilience. Besides being a workplace,
the RCCC offers a space to gather for meetings, events, and environmental
education, as well as a daycare center for children of the women at work.

circumstances over time. Participatory and people-centered approaches are
a driving force in enabling adequate and well-appropriated solutions.

Collaboration is key for building up long-term structures and capacities, as ] : - i P . : o, it I \ o g o TR ¢ ) . =Ll
shown in the works for Chira Island and our joint efforts with Bill Price and -3 ST S : - . . 1 : : P e
his students from Prairie View. Since 2012, national and international ; : : 2 :

stakeholders worked closely together in order to develop a plan for the . ] -
impoverished island in Costa Rica’s Gulf of Nicoya. A set of acupunctures g b F s e % i : : 4 . B ' ",




Bill Price

Brown Endowed Chair of Architecture - PVAMU

Holding and releasing space to experience time.

Rather than treating time as something that is passing, we would rather
treat time as something palpable, something sensed, something which
holds space or is held by space, something which allows space to become
the skin that lets us exist with that which exists, something which allows
us to share the experiencing of experience.

Chira Island, Costa Rica and the continued collaboration with A-O1 repre-
sent an interesting moment for PVAMUs School of Architecture to experi-
ence a different type of time. A slower time, a time of urgency, a time of
potential, a time with oneself, a time with others. These eight projects take
time to explore time and what it means to be.

Mangrove Museum with View Tower

The Mangrove Museum serves as an exhibit for the complex ecosystems
supported by this tree species. The museum is composed of a series of
modules that spiral upward, starting at the complex root system of the
Mangrove and rising up to the canopy created by the tree’s leaves —
Jonathan Ortega.

Housing for Health Personnel

HHP is conceived as one cubic volume and sits lightly on the landscape.
Overhead planes and volumes extend outward to define the entrances to
public and commercial spaces, offering refuge from sun and rain - Bill Price.

Jicaro Artisan Center

The Jicaro Artisan Center hovers lightly above the landscape defining a
central core that is inwardly focused while still embracing its surroundings.
A group of Jicaro trees become a focal point, framed within the courtyard
for study and observation - Lana Howe.
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University at a Distance

This building offers a place to study for the youth of Chira. Like this they
don’t need to move to the big city, avoiding a culture shock as well as high
economic costs. With a university degree they will be able to diversify their
income from fishing — Blake Burns.

Floating Market

The market brings fishing and tourism together, exploiting agro-tourism
by educating tourists on sustainable angling methods and native fish. At
the same time, the building serves as a public fish market where locals
can clean and sell their produce - Jordy Matas.

Anclado

The building exists as a floating eatery on the waters surrounding Chira
Island. The mobile nature of the building provides it with an ephemeral
quality: always present, but never in the same place - Jeremy Mano.

Air

This space for an artist or investigator allows for the re-interpretation of
the existing. Materials that are readily available in nature find new life in
the work of the artist. The art produced from these materials opens up
new unrealized potentials for everyday objects that would otherwise be
discarded - Vanessa Hernandez.

Multi-use Center

A place where people from the Chira community can meet for social, edu-
cational, or recreational activities. Its primary use will be for the big amount
of elderly people living on the island; as a space to gather with their peers
for social and recreational activities - Roberto Alas Murga.
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aac Academy for Architectural Culture

European Cultural Centre Venice
Designing in Dialogue between Traditional and Modern

The Academy for Architectural Culture (aac) is a private, non-profit insti-
tution founded by the architects von Gerkan, Marg and Partners (gmp).
With research studies and intensive courses held throughout the year,
the aac is dedicated to finding solutions to relevant architectural issues
and the further education of young architects from different cultures
(see p. 470 in this catalog).

The aac spring workshop 2015 was dedicated to designing in dialogue
between traditional and modern with the specific assignment to accom-

Venice, with both the Art and Architecture Biennale already hosting two
of the most renowned cultural events worldwide, suggests itself to be
the location for a future European Cultural Centre. It seems desirable to
find sustainable cultural reuses for the increasing number of vacant
buildings in Venice which prove appropriate to actively contribute to pre-
venting the further decay of the lagoon city. For this reason, the Global
Art Affairs Foundation decided to take up the initiative for making the
broader public aware of the importance of the project.

Palazzo Mora in its present form is result of an elaborate, historical process
in which two originally separate buildings that faced each with their own

Workshop
scenario
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representative facades to one of the plot defining canals in the east and

rrifaiidng FEM LGN than wrer MR ke and make
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modate a European cultural centre in a traditional Venetian palace. Archi-
in the west of the plot gradually merged into one ensemble; the last addi-

tecture students and young graduates from Germany, Italy and China
formed four teams and worked out specific design proposals with many
variations. The three-and-a-half-week course was started with a site visit
to Venice. The excursion offered the possibility to meet with the initiator of
the idea of the European Cultural Centre (ECC), the Global Art Affairs Foun-
dation, represented by Rene Rietmeyer, and learn more about his motives
and understand the challenges of the selected building Palazzo Mora.

Subsequently back in Hamburg, the studio work on the actual assignment
took place at Campus Rainvilleterrasse. Lectures from renowned experts,
namely Giulia Foscari (OMA/AMO), Alexander Schwarz (David Chipperfield
Architects Berlin) and Maria A. Segantini (C+S Architects), complemented
the course. The results of the workshop were shown in a public exhibition
in Hamburg and now also in the object of the workshop itself.

Workshop scenario
Time seems to have come for an institution to make Europe’s cultural
identity its main objective beyond the institutional political associations.
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tion, for the time being, as single-storey extension facing Strada Nuova
took place in the first half of the 20th century. Already before, at the end
of the 19th century, the carving of Strada Nuova into the existing structure
led the original garden courtyard to become address of the ensemble.

The space allocation plan requires a variety of functions to particularly
provide spaces for exhibitions and conferences, furthermore a library, a
research archive, a café as well as spaces for researchers and artists in
residence. The designs of the workshop cover a wide range of architec-
tural possibilities to activate the Palazzo Mora for use as an ECC. It is the
wish of the Global Art Affairs Foundation that the designs form the basis
for the further implementation of the project.
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Joaquin Alvado, University of Alicante

Dynamic cities

What do we refer to when we talk about Architecture?

This is the question that our architectural research at the University of
Alicante revolves around. We want to talk from scratch about innovation,
social behaviour, nature, growth, time, change, sustainability, weather,
citizenship, atmosphere, water, adaptability, welfare, and environment. We
use research as a technical tool to work on diversity, an open future, emo-
tion, imagination, and a complete portfolio to establish a dynamic process
that will help us formulate concepts concerning architecture and life.

The structure of a City is related to time, space and existence. Cities are
real dynamic systems, chaotic descriptions. Had we conceived cities as
dynamic structures, we would have learned from the beginning that archi-
tecture is related to innovation and sustainability. Nowadays, Architecture
has many things to say about the real change and the real need for a shift
towards sustainability.

In dynamic systems, time and space are interdependent, there is no apparent
center or order. In our research, we focus on dynamic diagrams of geometry
which create the shape of a structure, thus giving architectural design pres-
ence. As a Dynamic system we work with Iteration and sensitivity as initial
conditions. It is under those parameters that a system process becomes a
structure. Our approach is related to two main items: emptiness and dynamic
systems. Emptiness is related to iteration and recursion, while dynamic
systems are related to sensitivity to initial conditions.

Emptiness as a “democratic space” is projected as a conflict between virtual
and real space. It gives architecture a kind of depth that is not exhausted
on a spatial scale, but works jointly with the virtual space to manifest its
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void as a possibility. It is a probability, and it is shown as a domain within
the realm of possibility. It transcends architecture’s perception as an "object"
at the moment or stage that we become aware of its existence.

Networks connecting city spaces are instruments for understanding their
structural functions. Diagrams and city maps depend on the shape and
quality of the networks. In our research, networks are based on cultural
background. New policies for sustainable cultural thought will become the
answer to future design questions and new identity systems.

Our approach works with dynamic three-dimensional structures. Each unit
becomes a tensional network of visual negotiations. Geometry reinforces
the effect of chaotic order in such a way that certain “informal” elements
become structural supports for space. The visual complex of spatial inter-
connections is established through democratic architecture as emptiness.
The tensional organisation is based on diagrams, on creating three-dimen-
sional connections in which order is magnified into a labyrinth of structures
at a small-object scale.

Shape, like a dynamic diagram, is a reflection of the standard financial
elements present through history and their poetry. In our research, cities’
history is key to understanding the voyage through public and private
architecture and the prevailing developments in cultural life structures.

The sensitivity of dynamic systems to initial conditions means that an
asymptotic behaviour of a system can be altered by even the slightest of
changes in the initial conditions: “the butterfly effect”. As we well know, we
need to educate the next generations to stay true to the initial conditions.




APT Architecture — Atelier Pagnamenta Torriani

Shaping Public Space (SPS)

Our studio operates in the culturally diverse city of New York and abroad.

Our projects are transformative public structures and spaces, often in
underserved neighborhoods.

We believe that innovative design enhances everyday life and nurtures a
future generation of citizens.

We are sensitive to the environment our design will inhabit.

We formulate a concept in conversation with our clients, immersing our-
selves in their culture, history, and geography, while taking into conside-
ration their needs and desires.

As architects, we weave abstraction with reality, imagination with practi-
cality, and intuition with problem solving.

Time, Space, Existence are interpreted abstractly and pragmatically in our work.

While the design process is a negotiation between clients, communities,
site, cultures, climate, program, and budget, the architectural object
evolves and is continuously adjusted, reinvented, and reevaluated.

Our goal is to achieve poetic, innovative, and inspirational buildings and
spaces that will become catalysts in the communities. Our effort is to
maintain our design integrity throughout the process.

The SPS installation will offer a spatial and temporal glimpse into our design
process, highlighting research, concept, and synthesis. As with our archi-
tectural design, this installation intends to be a space for public advance-
ment that ultimately transcends its prescribed purpose. The common

32

thread of our projects is bringing people together, inciting education, com-
munication, and exchange towards a better understanding of each other.

We imagine our SPS installation as a launch pad where the role and future
of public architecture can be openly discussed, concerns can be raised, and
ultimately, where new ideas will come to fruition.

The installation will have an interactive component: via the short video,
the visitor will be asked:

What is public space?

What makes space public?

Is this public space?

Which public space has had the greatest impact on you?

Responses will be submitted and tallied via “hashtags” on “Twitter”, and
displayed via a social media feed on the screen.
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Architecture Project (AP)

The Rabbit-Duck Illusion -
The holes are not what they seem.

“The individual has manifold shadows, all of which resemble him, and from

time to time have equal claim to the man himself”
— Kierkegaard

Architecture is an extension of Man.

It is, undoubtedly. In its forms, its missions, its visions or rejections. And
yet, to paraphrase Protagoras, it is what it is, and it is not what it is not.
Like Man, it is multifaceted, like a ball of glass or the eye of a fly, and each
facet lays claim on Architecture from time to time.

Architecture is what surrounds most of us, more and more in an urbanised
environment, not the least in Malta. It is a trace in time and in space. It
marks, and in many ways defines, our existence. Through its most familiar
manifestations, yet also through the most mediated ones, we acquire an
understanding of architecture, but one that does not include its function
as container of organic memory.

Architecture is humanist. In its unmediated and mostly inconspicuous pro-
cesses, it belongs to the Assembly of Man. It therefore has hope embedded
in it, hope to build a better, more encompassing future, regardless of mer-
cantile considerations. Architecture has the power to catalyse change on
all scales, from neighbourhoods through to cities and to entire continents.

Architecture requires commitment, a dedication to ensuring that its social
programme survives and continues to strive despite the emergence of a
plethora of short-sighted alternatives. Beyond an exercise in style, and
more than a collection of statistics and other figures, it is an answer to
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the need of populations and environments. Architecture reaches outside
“the ordinary emotions of life”.

Architecture is a choice. Its existence is a manifestation of the potential of
preserving, adapting, mutating, or simply appreciating the existing.

Architecture is also void, uncertainty. It is ineffable and ephemeral.

Architecture is challenging. The actors and participants of this noble, mil-
lennial activity must dig deeper below the surface, its cosmetic and some-
times lucrative immediacy. The recognition and affirmation of its political
place will help fight the archaic conception of Architecture as a sole Mon-
ument, a mausoleum to creativity.

The confines of an island-state are defined, but potential is limitless, both
in its reach and in its destructive power. On an island that has embraced
(over) development, the consequence of a thriving modern economy, Archi-
tecture is very often on the frontline; dressed against speculation and
uncouth constructions.

Locally, therefore, Architecture is in need of a (re-)think, an exploration of
its expressions and innate interrogations, its manifold shadows. Not a soul
searching or a somewhat post-mortem justification, but more a laboratory,
a field of experimentation and research, an unlimited inquiry into the con-
temporary paradigms that lay claim on the discipline from time to time.
Architecture needs consciousness to maintain its specificity as social art.

Architecture is, finally, confrontation of itself with its context, a curated
impromptu between a structured rendition and a poetic metaphor.




Atelier d'Architecture Bruno Erpicum & Partners

| have always paid a lot of attention to detail so that | can make the most

of techniques available and really bring out proportions. But there is some-

thing else that has recently begun to influence my approach: after five or

ten years, many modern constructions that were initially pristine lose their

brilliance. And so | decided to turn more and more to materials that would
not suffer the ravages of time, but would instead take on a patina.

My colleagues and | have turned our Brussels workshop into a type of
laboratory where we work through different solutions before taking the
final ones to building sites in a dozen or so countries throughout the world.
Each time, we compare in particular the benefits of different woods, stones,
as well as smooth and granular concrete.

In Corsica, for example, we added tuff, dust from some Bonifacio stone,

to a mixture of cement, sand, and stone, so that the resulting colour of the

concrete would blend into the surrounding nature. We also poured this

concrete into forms fitted with planks of wood of different thicknesses.

This resulted in a grooved effect and also created flat horizontal parts
where vegetation debris and marine sediments could be deposited.

This process gave the impression that the material was living, stamped
with a certain “dirtiness” reflecting the rocks encompassing this enormous
structure. No more talk of “aging” or “deteriorating”, instead “patina” and
“authenticity”. Put simply, an ode to time passing...

As you will no doubt have gathered, my architecture practice stems from
an unconditional love for the modernist movement. Ultimately, it is about
freeing oneself from all forms of decoration, including the facing of
facades and walls - notably cement works - so that we can continue

working unconstrained.
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ATELIER MARTEL

Collaboration with artist Mayanna von Ledebur

Epilepsy residential care home

The site is located between pastures and activity areas in the semi-urban
fringe located at the outskirts of the small town of Dommartin-les-Toul. It
extends on a gentle slope in front of the parking of the former American
hospital and opens up to the panorama of the Moselle valley.

Even if it is unable to produce any urban quality, the so called “activity area”,
continues to be, most of the time, the place of work of contemporary architects.

The healthcare facility is a project enriched by these landscapes and proves
that the answer can be poetic, a strong image which finds its source in
these big, simple and autonomous objects, in the way one can access
them, in the sobriety of architectural processes, in the compactness of the
objects answering to the landscapes. The challenge of this type of sub-
urban project resides in its capacity to use the lexicon of fragmented cities
to make warm, caring, and permanent objects.

The building initiative of such a house for people with epilepsy originated
from a patient association. A collaborative and participatory method of
work has been implemented at the very beginning of the project including
with doctors, patients, architects, and the artist Mayanna von Ledebur. The
crossing of experience and point of views as a result of this collective work
has strongly impacted the project itself: the selection of the location, the
material, the rationalization of the plan, and the creation of a protective
and open environment. This work has defined the level of domestic ser-
vices, sweetness, and comfort this big isolated structure should offer,

The economic constraints governing the current construction world have
forced the Atelier to design a working method aiming at eliminating the
superfluous and concentrating on the essential; the idea of discipline as
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an art of building. That way of thinking should be perceived as a memory,
a culture, the reminiscence of an attention to details, the material, the
hand, the craft. A powerful catalyst making us want to build timeless build-
ings while examining the questions architects have always raised. This
building is an excellent example of this radical method aiming at doing
always more with less means, thereby demonstrating a strong willingness
to ease unbalanced situations.

Create a ground floor building, open it with four large planted patios, soften
the rough concrete through a curved matrix, use the walls to hang colorful
wool tapestries; these typological and constructive measures are enough
to blur the boarders between the worlds and summon a succession of
images adding to the complexity of the project: it is a shed but also a
cloister, a house, a public place, a school, a playground, a garden.

Our social commitment has allowed us to develop a very broad network
of expertise and tap the human potential giving all its value to a building
with poor means. The collaboration with an artist, which the Atelier sys-
tematizes, in the very early process of each project design, has facilitated
the dialogue between all the actors and promoted the appropriation mech-
anisms. This project advocates for a process of creating urban objects
based on the pooling of experiences in order to redirect the ordinary shapes
into specific and poetic places.




B&M architects

Bunkkeri — Time Space Existence

Helsinki is one of the fastest growing cities in Europe. New urban develop-
ment, including Jatkdsaari, reflects the strategic goals of the city, to create
ecologically, environmentally, and socially sustainable parts of the city.

The former dockland of Jatkdsaari is now one of the biggest urban renewal
projects in central Helsinki. The area is transforming into a lively urban
neighborhood with 21,000 residents and 6,000 jobs. Jatkdsaari has the
busiest passenger port in Europe, great commercial and public services,
vast park areas, and diverse housing. The area is quickly becoming an
attractive environment for living, working, and leisure.

Bunkkeri is a deposit storage built in the port in 1970. In the cityscape, the
role of the building has evolved from a landmark to an integrated part of
city structure. Bunkkeri is located centrally, along the main street, right
next to the passenger terminal and the future sports park.

The redevelopment of Bunkkeri is a successful example of public — private
partnership between the City of Helsinki and construction company SRV.
As a developer and builder of residential and business environments, SRV
provides innovative end-to-end solutions and embraces customer-focused
responsibility for the development, construction, and commercialization of
projects. Bunkkeri creates a distinctive and high-quality entity — a hybrid
block combining many key elements of SRV’s strategy.

The B&M design solution emphasizes Bunkkeri’s status in the new urban
structure and respects its distinctive original character, concrete facades with
horizontal windows and a solid canopy. The new structure is a glass crown
on the top and in contrast with the existing concrete structure. Once again,
Bunkkeri will be the landmark and serve as a lighthouse and gate to Helsinki.
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Bunkkeri will be a true hybrid — alive 24/7. It combines public education
and recreation services with private housing. The public services include a
swimming hall and an arena for cultural and sports facilities. During the
day public facilities serve local school children and, at other times, facilities
are open to the public. On the top there will be approx. 300 private apart-
ments, situated around a closed green courtyard with open views to the
surrounding city and the archipelago. The meandering roof surface enables
special penthouse apartments on the upper floors. Together with the undu-
lating glass facade it emphasizes the architectural concept based on con-
trast. Apartments built in the perimeter of the old structure are mostly
two-story loft apartments.

Bunkkeri has an impressive structural skeleton with solid @ 3m concrete
columns, in a 20m grid with a bearing capacity 5 tn/sgm. Use of the
existing frame and the original materials form a sound basis for ecologi-
cally sustainable construction. The concrete elements on the facades will
be reconstructed and the impressive columns and beamwork will be pre-
served wherever possible. The indoor material selections of the new struc-
tures aim to form a clear contrast to the raw concrete.

The design of the latest project started in 2015, the deconstruction and
construction will start in 2017. The sports facilities will be finished in 2019
and the apartments a couple of years later.




Alison Brooks Architects

City(e)State

Urban existence is framed largely by a city’s housing; it provides a private
space of dwelling, offers urban form, community identity, and collectively
frames the public of the street. Housing expresses the political, economic,
and social values of the period in which it is conceived. Personal experi-
ences of housing, or ‘home’, can deeply influence one’s world-view: it is
both city-building and cultural artefact.

Since the 18t Century, urban housing has been the primary subject for
major shifts in architectural theory, technologies, and styles. These shifts
are read clearly in cities that have experienced successive waves of urban
development over time. Each wave expresses a set of architectural ideals
in which economic imperatives and social structures are embedded.

In the 20t Century, post-war London became a testing ground for the
Modern Project. Victorian housing and bomb sites were cleared on a mas-
sive scale to make way for monumental, collective urban housing estates.
Pre-fabricated concrete technology, ‘houses in the sky’, pedestrian pre-
cincts, and open green space cleansed the city of the ‘contamination’ of
street life, cars, social diversity, manufacturing, and trade. Is it a coinci-
dence that the politician in charge of Britain’s post-war housing reconstruc-
tion programme was the Minister of Health?

Once shining examples of modernity commissioned by a benevolent State,
Britain’s post war ‘Council Housing’ estates and their flawed typologies
have become synonymous with its most deprived communities: an archi-
tectural and societal monoculture of mainly urban poor. Dilapidated and
dangerous, council estates symbolise economic and social segregation,
with many now being fully or partially demolished. Estate regeneration
now represents the largest scale reconstruction of London since the 1950's.
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Alison Brooks Architects consider housing design the most fundamental
form of city-building and the social project of architecture. We develop
new housing models that integrate urban design with typologies, explore
alternative forms, identities, and uses. For six years ABA has been working
with Brent Council on one of north London’s largest modernist housing
estates; the South Kilburn Estate. Our three projects — one completed, one
under construction, and one planned - each offer urban coherence and
equitable housing for social tenants and private owners alike.

Brent Council is ‘master developer’ for the Estate’s regeneration, commis-
sioning a 15 year masterplan of 2400. The Council stages architectural
competitions for each phase and oversees community engagement and
construction of each project in partnership with private contractors.

Focusing on our three projects in the Estate, our exhibition reveals its urban
origins and architecture as an expression of social, economic, and political
ideals at four points in time: 1890’s Victorian suburb, 1960's modernist
estate, current regeneration, and speculative future. We hope to show that
a strategy of proactive council involvement as commissioners and stewards
of urban design and architecture offers an alternative model for urban devel-
opment to developer-led housing. Catalysts for social diversity and inclusive-
ness: housing architecture is reconceived as civic building of the everyday.

City (e) State




bFarchitecture

By Bobby Fogel

BF Architecture designs each project with an academic approach of archi-
tecture. Looking for the best solutions through research and development
to provide a unique blend of art and technique.

De imagination Loci (applied imagination place):
Where time defines the existence of space.

The bathroom is usually considered as a “dead space”, because of its
private and non-living character. Therefore, natural light is acknowledged
unnecessary and is not the primary issue for its design. While doing our
research, we decided to concentrate on the bathroom’s most important
aspect and meaning. In this sanctuary, people usually are alone, thus they
feel free and express their inner selves easily and without judgment. They
are motivated to burst out their feelings, thoughts, true personalities,
unconscious activities; while taking a bath, one is meditating or relaxing,
while taking a shower, one sings, while sitting on the toilet one thinks,
relaxes, or reads, while washing hands and looking in the mirror he adjust
his looks and does the mental review of his day. We consider the bathroom
as the most important room of a house. People recharge their batteries
for the day, they express themselves freely, they meditate, they brainstorm.

The concept of our design is to transform this “dead SPACE” into a “living
SPACE”, providing an EXISTENCE to the bathroom as a unity without altering
its private and meditating character. In order to generate the feelings
mentioned and to physically experience the ‘Genius Loci’ of that holy place,
natural light that changes along with TIME and weather conditions is the
main catalyst. Our design tool will be the natural melody of variations from
the sunshine in combination with a constant UV-light. When there is insuf-
ficient daylight, special Venetian patterns are illuminated on the walls,
which are draw by invisible ink, stimulating thus one’s imagination. The

natural light is controlled and targeted into the bathroom through voids
that follow the Venetian patterns, allowing the visitor to experience the
transition of the light and space. By controlling natural light and using
UV-paint, the room itself is animated and takes itself to a new dimension
in an on-going relation with the exterior environment.

In addition, it is necessary to point out the different uses of the bathroom
elements and their lighting needs. The toilet, which is conceived as a thinking
space where ideas are born, should have low lighting on the activity level.
The wash zone is more of a physical activity, a final touch before one exits
the room, so diffuse lighting will be emitted at the mirror level.

With our design, we aim to approach experientially this particular space
and, as Alejandro Aravena states for this Biennale, to “improve the
people’s quality of life”.




Andrey Bokov

A-4X4X21

The “A-4” has two origins — the purposeful sketches that accompany any
design process and the purposeless, free drawing that fills the time of
involuntary idleness. In the beginning it was an object of “personal use,” a
form of conversation with myself. After some time the number of accumu-
lated “A-4’s” reached a critical mass and gained an independent existence.

Technical drafting and presentation rendering belong to the realm of dig-
ital technology. Hand and pencil have been pushed out into an increasingly
limited niche of a free flowing architectural composition and thinking. Yet
to think by hand is often easier, faster, more reliable, more versatile, and
more affordable. The hand remains the computer’s teacher. A computer is
still not capable of ambiguity, insinuation, uncertainty, nor mystery. Despite
its constrained parameters, “A-4” possesses information capacity compa-
rable to that of a monitor screen. Thanks to the efforts of the Byzantine
and Russian icon painters, who discovered reverse perspective, as well as
to the achievements of Cubists and Futurists, a flat sheet is able to contain
not only a third dimension, but also time. A two-dimensional sheet of paper
allows for space to be turned inside out, to show an object simultaneously
from the inside and from the outside, to look behind, to demonstrate
movement and transformation. The open-ended, free composition fills the
growing gap between architecture and art. It hearkens back to architec-
ture’s locus within culture — exacerbated by architecture’s increasing social
obligations, its dependence on technology, and other external forces. “A-4”
is evocative of the dramatic visions of the 10's-20's and 60's-70's of the
20th century. It is a memory of my teachers — Russian Avant-garde archi-
tects, creators of Rationalism and Constructivism. It is a dedication to my
colleagues and friends from the 60's — the time of the second Avant-garde,
practically unknown outside of Russia.
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Digital revolution has not resulted in a paradigm shift in architecture com-
parable to the one of the pencil epoch of early and mid 20" century.
Architects still use the means and methods discovered at that time. While
the terms and slogans that accompanied these discoveries have been
forgotten by now the visible and the visual still exists. The imported mean-
ings, adopted by or imposed on architecture free it from its disciplinary
duties, reducing the role of space. Architecture is self-sufficient, autono-
mous, able to communicate on its own — the ability that ensures both its
survival and value. For physicists and astronomers space is a given. Archi-
tects create space on their own. Man-made space, the space of culture, is
formed by points, lines, planes and volumes. The language of spatial arts
is the language of geometric structures and figures that communicates
stillness and movement, weight and lightness, enclosure and openness.
The language of architecture is more strictly defined than the language of
painting or sculpture - like the Bible scenes for medieval masters. The
space of architecture is the space of a city or a house. Points, lines, planes,
and volumes, which organize that space, take on the guise of “archetypes”-
units that represent a sustained, indivisible combination of geometry and
meaning. Archetypes - border, road, wall, street, intersection, roof, corner,
gate, square, tower, top, bottom, etc., exist in our consciousness, but, for
an architect, those are motives and themes for inspiration and interpreta-
tion. Interpretation is a form of existence for an archetype, including the
most significant ones, such as a City and a House. “A-4” is an exercise in
these eternal archetypes. Its purpose is to demonstrate that the number
of interpretations is infinite.




Marcus Bredt

A point of View

There exists no such thing as objective Photography.
The Observer creates the Reality.
If you keep your point of view, the world is moving around you...

Marcus Bredt, born in 1968, a Berlin-based photographer, has been
working since 1994.

He specializes in urban and architectural shots, collaborating with
national and international architects, and has photographed and published
around the world.

Rather than inventing stories, Bredt's work documents life and discovers
natural narratives and perspectives. He does not believe in the perfect
image; Bredt likes to show how beautiful the ugly and how wondrous the
obscure and ordinary can be.

For his latest significant projects, he shot FIFA World Cup stadiums and cities
in Manaus, Brasilia, Rio, and Belo Horizonte. Bredt is currently documenting
the build of a newly planned satellite city in China — Lingang New City.
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CAZA

Mirror Mirror on the Wall:
CAZA at the Venice Biennale 2016

Our ambition in this exhibit is to share our love for drawing. As architects,
our daily practice involves the creation of personal geographies through
drawing exercises. We start each project with a selection of primitive
shapes that define a relationship between the physical circumstances of
a place and our social goals. We then test the limits of these formal orga-
nizations through drawing in the hope of producing pictures of environ-
ments we have yet to imagine or experience.

In this exhibit, we have selected drawings from our upcoming book CAZA:
2010-2016 to serve as an interface with the visitor. We treat the concept
of an inter-face literally in that we present our drawings as a means to
look back at our faces. Our society is enamored by its own reflection and
our intention is to present the act of drawing as an interactive mirror
with a slight twist.

The visitor enters a darkened room, sits on a chair, and gazes back at a
screen engineered with a camera capturing the movements of the viewer’s
face. The twist is that the screen does not project a perfect mirror image
but instead a drawing animated by the viewers’ movement. Every facial
gesture engenders a physical change in the drawing on the screen so that
the visitor sees their face transcribed as a form they don’t recognize, yet
paradoxically control.

We fall in love, experience anger, channel emotions, and even justify wars
through a face. The face represents a formal singularity that holds both
the promise and the risk of encountering complexity through form. In this
exhibit, we offer visitors a real-time metamorphosis of themselves through
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our experiments in geometry. Each drawing used as a facial mask was
developed during the execution of an architecture project that is currently
under construction. Visitors, therefore, gaze at an animated reflection of
themselves in drawing that is neither completely true nor entirely false.

From Snow White to Lacan, the reflection of the self has been an oppor-
tunity to build identity through distance and distortion. We encounter a
kind of strange yet powerful materiality in our self-portrait. At CAZA, we
are convinced that drawing is an active agent in the material formation
of our world. Drawing is our most primitive tool to register how we see
and, as such, holds the potential to change how we relate to our world.
As we look at ourselves through drawing we wonder what is it that we
see and how the difference we will behold in the reflection inspire positive
change in our world.







CHAN Ching Kan

Procuring Collective Memory: Institute for Transient

The project is an extrapolation of a retroactive hypothesis for the unstated
project that spans through 200 years: a journey of continuous discovery
and appropriation to fabricate a unique cultural logic that is specific to
our city - Hong Kong.

It aims to question how the specific locality can be sustained with
social progress.

In 1841, Captain Elliot granted an indemnity of Free Trade to Hong Kong;
the port has forever opened up a window to the gigantic motherland.

From a place of oblivion to an international trading port, the history of
Hong Kong was founded in a state of the ephemeral and self-gov-
erned: the momentum of assimilation, re-production, and speculation:
a permanent impermanence.

The visionary plan by Sir Patrick Abercrombie in 1948 is the only plan Hong
Kong ever had in history. Wanchai, literally the Cove, was never part of the vision.

Nevertheless, since the city was found in 1845, it has undergone a series
of projects to invent a vision that give rise to its uniqueness: restraint of
governance for freedom to cultivate, urban upgrade for growth and prog-
ress, and allotment for sharing the city.

Paradoxically, it is the lack of an overall vision that allows a culture not
imposed by autocracy nor governed by absolute power, but subcon-
sciously cultivated by the major population: a state of anarchy charac-
terized by the transient.

The cultivation demands autonomy: any displacement of local dwellers
would only result in extirpation of the local identity. Predestinated to be
anarchic and transient, the city was haunted by its history.
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The divorce from utilitarianism and alignment with free markets has fur-
ther condemned the city to a flight of perpetual progress.

Scarcity in land also implies an either-or approach in urban development,
threatening the eradication of the traces.

The culture is now expiring: the 50-year land tenure is ending and the rest
in 2047 when the city returns to the motherland.

The never-ending progress exorcises nostalgia; the city demands an opu-
lent facade for growth.

It is only until the recent incidents of Lee Tung Street and Wanchai Market
that the culture was given a name: collective memory.

Yet, it was named after it had gone, and gone forever. A posthumous appellation.

In a genuine sense, this naming was about things and activities that had
happened in the place that provokes memory.

Architecture and buildings were only a backdrop to the happenings.

Therefore, the project is a procurement of the uniqueness that gives the
identity to Wanchai: the culture of transience, a retroactive manifestation
of a culture that has been cultivated since the city was found in 1843, an
institute constituted by a large public without prejudice and generated by
everyone who shared the city.

The project is based on a fundamental concept: a city shared by everyone.
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Nina Choi Photography
Selin Maner Architects

The Pallet House

For the exhibition “Time Space Existence” | sought to photograph an envi-
ronmentally sustainable architectural project with low environmental
impact. Whether it was off-the-grid, recycled, or integrated into it's setting,
| found it important to point toward a new way of building, while dealing
with the many immediate ecological problems at hand.

As single-use consumption peaks and a growing population depletes its
resources, | felt it essential to capture the beauty of form and creative
concept of function demonstrated in this work - the idea of newness in
something extant.

| found the work of Selin Maner specifically aligned with what | had envi-
sioned. Through the innovative re-purposing of discarded materials such
as shipping pallets, Maner gives them a secondary function. Energy con-

sumption is reduced through natural cooling via gaps in the pallets. 3 | | | Lf U i
=41 b T RN h

Eschewing wasteful materials such as sheetrock, the building’s insulation, el . ' i il I’hl | irHl ll:H| J i |l|'il”u-]-.ﬂ{|[lh nm i

wiring, and waterproofing are hidden between two layers of pallets. Down | 1 i ’ } it el l' rl*\“, If } ikl n

to its foundation, which is constituted of repurposed 50-gallon oil drums { | 8T 4 e {lf B =

filled with concrete, Maner’s structure is an almost entirely recycled home. e

In addition to my goal of capturing an ecologically sound project, | aim to

highlight the continuing global struggle for women’s rights. By showcasing

a visionary female architect in a male dominated industry, | hope to inspire

young women and raise awareness about equality.
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Stanislaw Chomicki

Pinhole Towers - City of Frankfurt

Stanislaw Chomicki, a Polish photographer living in Frankfurt, Germany, is
working with a very special camera, a kind of camera that is lately expe-

riencing quite a renaissance — a pinhole camera.

This simple photographical device consists of a plain closed box with a tiny
hole in it, not bigger than the tip of a needle - a pinhole. Through this tiny
hole the picture finds its way from the outer world to the film material
inside and projects an upside-down picture. The camera can literally be a
simple blackened box.

Time

The latest cameras are able to take several pictures per second. Today pic-
tures are taken fast and rapidly, thus mirroring our accelerated way of life.
The flood of pictures seems unstoppable. The art of observing is left behind.

The individual work with only one motif loses ground to the never-ending
search for more and more pictures. Instead of simply shooting away, the
pinhole camera forces the photographer to concentrate on the essence

of photography.

With the high amount of work involved in each picture, the usual outpour
of quantity is no longer possible. The demands of quality take over - com-
position and light reenter the center stage.

The final picture is no longer defined by “the right moment“ but by a sum
of right moments, which can consist of several minutes or even long
patience-exercising hours.
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Space
Compared to pictures taken with a focusing camera, the pictures taken
with a pinhole camera are slightly blurred.

On the other hand, the depth of focus covers the whole picture, completely
independent from the distance to the photographed object.

Furthermore, there is a slight overexposure, which gives the pinhole pic-
tures a mysterious aura. The space is depicted in a highly individual and
unique way that cannot be achieved with any other camera.

Existence

Analogue photography has undoubtedly been seen as an impartial repro-
duction of reality. This claim for truth no longer works with digital photog-
raphy. Too high is the potential for manipulation, too artificial seem most
of the digital pictures which surround us in our daily lives.

Together with the analogue photography, the impartial reproduction of
reality is about to vanish into thin air.




Chu, Chih-Kang

ABE—BHERIEWK, BYEEREm.
Mountains Waters:
Creation of Landscape, Life of All Beings

All forms of natural life on Earth exist in the composition of time and space.

It is in such composition that | find the phenomenon of life stores our
creation of a so-called product, so-called building.

“Mountains Waters”, my presentation in the themed exhibition, offers a
contemporary perspective into a world of living beings and to further

uncover the natural transformation of all our creations.

Human beings have claimed to be the highest order of all living things,
above all groups formed through billions of years. We dictate everything
and transform, like gods, which, in contrast, also induces unprecedented
problems and destruction to Earth. Planting trees and reducing carbon
emissions are only part of our redemption, served only as our reminder to
never destroy Earth again. Now, we have been plagued with the negativity
of fears and worries.

It is with my presentation that | wish to overturn this concept.

The adoption of a different perspective offers to conclude all these situa-
tions as God’s arrangement. Through hundreds of years, Nature’s phenom-
enon may have already included the doings of human beings.

Comparably speaking, how ants view anthill is how human beings view
towering buildings. All human creations may simply be a small phenom-
enon through billions of years in Earth’s history. This proposed perspective
encourages human engagement in being part of the Great Nature of God’s
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making and of Earth’s evolution. Human civilization should coexist with
Nature in better harmony.

Mountains Waters, in an alternative perspective, exhibits an urban mirage.
The organic landscape of mountains and waters represents human cre-
ation of Nature, a manmade extension of natural growth. Since human
beings are part of organic Earth, so are our buildings. It reaches beyond
conservation of primitive “Nature” towards a pursuit of coexistence on
primitive Earth by employing our intelligence and more of Nature’s ele-
ments to create the world of Nature that we have been part of.

My presentation features a landscape of mountains and waters made of
bronze discs, mirroring an urban mirage in an environment of water, mois-
ture, and organic interaction as part of Nature. As the exhibition com-
mences, the evolution of time and space triggers changes on the metallic
surface, and the green, rusty spots become like a natural green lawn.

Life is, then, granted to lifeless objects in the process of time. Like moun-
tains and waters to Earth, the process validates the evolution of life in
human-built creations along the changes of time and space.

Human creations would be incorporated as Nature’s wonders. As we con-
cede to Nature as a mere, integral part, we need to believe, and need not
worry, that God and His Almighty Power would grant to all living beings
cohabitation with Nature and coexistence on Earth.

In my view, such is a better life on Earth.




Waltraut Cooper

A Digital Signature

Waltraut Cooper, a pioneer of digital art, has created a ,room of light*
under the title ,A DIGITAL SIGNATURE" in the Palazzo Mora for the Venice
Biennale of Architecture 2016.

This is the continuation of a series of works which display a fascinating
poetic power, beginning of the 80's, when this region between art and the
digital media, combining artistic sensitivity and the rapidly expanding
digital technology in a fruitful dialogue, was ,terra incognita®“.

Cooper’s training in mathemats, theoretical pgysisics and art made it nat-
ural for her to choose a synthesis of analytic thinking and creative work as
her favorite theme combining art with mathematics, architecture and light.

Cooper’s most recent contribution to the Biennale is again a work of clarity
which continues her international series of light installations on the
facades of museums and iconic buildings in a vast public space, trans-
forming the nocturnal scene by imposing a digital signature, made all the
more striking by this strict reduction to essentials.

,A DIGITAL SIGNATURE" is part of the series ,DIGITAL POETRY* which com-
menced at the Venice Biennale 1986/Art and Science in which various
artistic forms of expression - linguistic, visual and musical — were con-
nected directly via binary code and computer which could be manipulated
by the visitors.

As in the case of her present contribution, many of her installations are
based on mathematical series and constructions, often using digitalised
versions of names or themes as a starting point.
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In this case the installation consists of a room illuminated by a digi-
talised version of the artist’s name in the language of the future written
in light, her favourite medium.

Cooper has persued her artistic vision and carved out her incividual niche
with a series of digital creations encoded in various forms which represent
a challenging synthesis of free poetry and strict encodement, of playful-
ness and strict rule, of analogue sensitivity and digital construction.

Based on texts by Heide Hagebélling, Cologne and Rosa Maria Plattner, Vienna.




CREUSeCARRASCO arquitectos

Juan Creus and Covadonga Carrasco

Transitions in Context.
Between Territory and Architecture.

Architecture builds a space that is going to be used. This apparently simple
question, related with the rational and the necessary, is proved just when
it is lived and through experience. Inhabitance relates the existence with
the conditions of the space.

That is why, even if the determinants of architecture respond to a known
behaviour, almost globalized, its form is conceived with the actions occur-
ring and not just with the theory or the already known. The process of
discovering architecture is a step by step experience.

From the house, which summarize the passion for life and an intimate place;
to the territory, as an expression of the collective experience of the landscape.

Between them: equipment and plazas. Entities involving the conver-
gence of a group.

Also, paths acting as a sequence that discovers transitions and links among
territory and architecture.

Our approach for the exhibition “Time Space Existence” delves into the
influence that a territory has over the built pieces, improving the existence
as architecture contributes with something else.

We claim the importance of taking into account the values of the land-
scape. The architectural work is taken as part of it whose experience will
not leave you indifferent since it is a new interpretation of the context.

Our architectural work is located in Costa da Morte, a mythical landscape
of “rfas” and shipwrecks, located between the rain and the fog, sometimes
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even invented to subsist. A landscape where some shapes and materials
have been ennobled as key points of a culture.

That is why it is important to understand the sense of treating an element
of the natural world as an object and likewise understand an architectural
work as the synthesis of an entire landscape.

The model we propose for this exhibition represents the territory — a com-
bination of abstract and reality — in which our works and projects are
placed. Those are represented by pieces rising from the interpretation of
all the elements that characterize them.

On one side, in a first level, are the landscape’s references, meaning the
intangible material, lines defining ambient qualities, and links to the
architectural work.

On the other side, our works, as materializations of the intangible through
construction, summarize different ways of inhabiting a place. The overlap
between the references of the project and a superposition of layers with
information of our work allows for going through it and discovering the
transitions between territory and architecture. Transitions in context.

Architecture, as a way of art that produces the translation between the
landscape and the object, is a reinterpretation of the existence that also
means a change, an interference in time.




Gustavo Crisostomo

Time

Chile is a country defined by its territory. It is an area dramatically located
in the southwest corner of the Andes, on the edge of the Pacific Ocean. It
is very narrow and long so it has very different climate zones, all under
one condition: it is exposed to a challenging geographical context.

Emergency is a current event in Chile; a few times a year, somewhere,
makeshift neighborhoods are built, many times over its own remains. We
are familiar with that, we know about it, and we have got enough experi-
ence to wonder about quality. That means minimal building resources,
short time, low volume, low weight, good comfort standards, and public
facilities. Organization and solidarity are particularly relevant.

Globally, either because of natural disasters (homeless, displaced) or for
geopolitical reasons (migrants, refugees), our present constantly demands
our inventiveness to face extreme situations, where every achievement,
no matter how small, is a great victory.

Space

On behalf of Syntheon Chile, we have developed a conceptual emer-
gency solution, including a 24m? House for one family, and a 80m?
Collective Use unit.

The material used is the same as that used in high-end projects, as
Tunquén House, located on the coast of central Chile, corresponding to
an EPS panels system with steel structure.

The panels have been coated and organized in parts, some of which have
hinges that allow raising the units in one day with 1 or 2 quadrilles. Each
kit of parts can be delivered in sealed packaging, which occupies a quarter
or a half High Cube 40" container.
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The panels system used provides a high standard of habitability thanks
to the detail of the system, which allows the steel structure take full
advantage of the insulation material. Considering the relevance of the
transportation in the case of emergency structures, the low weight of the
structuring/insulating element significantly reduces the carbon footprint
that considers the entire process.

Existence

Tunquén House

The commission consists of housing for a mature couple, childless, that once
retired, decides to leave the city to live in this place near the sea. The land,
located between the road and an interior driveway, has a gentle slope to the
west and a distant view of the sea from the height above the neighboring
houses. Such a view appears as the main attribute of place next to the
immediate presence of a young forest of eucalyptus and some native species.

The project includes two separate living units that join in the service area,
but volumetrically consists of two bays that develop from east to west,
joined by a perpendicular and larger body containing the living areas, study,
and main double height.

The main house develops along an interior corridor divided into three suc-
cessive sections built along an exposed concrete structure, and in its exte-
rior is placed a square terrace of 100m?2, which is the center of the house,
defining a new system of external circulations between enclosures. The
fourth side of the terrace, also made of concrete, measures the relation-
ship of this space with the landscape, framing the view to the distant sea,
taking the neighboring houses out of the vista.




Lorena Darquea

By Jose Lomelin and Lorena Darquea

Tijuana has always been an eclectic city, a poetic expression of how chaos
is the logical order in which Mexico survives. It is a city that exhales the
contrast between the best and the worst, between resourcefulness and
mediocrity. The history of the city has always been attached to its inherent
nature of being one of the busiest borderlines in the world. Through its
veins millions of legal and illegal merchandise is in transit each day. It has
always been a hub; a pit stop for immigrants who seek the American dream
and hope that one of the many “polleros” that proliferates in the city can
help them achieve the promised land. This reality is reflected in the land-
scape. The city is located in the middle of a mixture of dry land, small
mountains, and a concrete wall that divides Mexico and USA.

The architecture of the city has been ephemeral for many years, made by
people who are in transit, inhabitants who do not consider it their city.
However, they will never leave, these people from the most distant places
with the most complex life stories and a tremendous will to keep moving.
The city feels like a stop to somewhere else, somewhere better where the
sun is less harsh and the concrete softer. Tijuana has been built over
broken dreams, violence, and ambition

In the past decade, the city suffered a most horrific crime wave, and the
inhabitants and the world got to see the worst of humankind materialized
in the Narco Cartels. The city witnessed a mass exodus of those who would
not wait to see how crime, corruption, and impunity take the best out of them.

For those who stayed and held the wave, they grew stronger and wiser.
Among those who stayed and are betting towards building a new Tijuana
is Disefio Nortefio, a couple of talented architects whose work got inspired
by the cultural clashes that Tijuana has to offer. Fortunately, the city is
stabilizing, the citizens are regaining control of the streets, and those who
left are coming back.
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The portfolio that Disefio Nortefio has assembled since its foundation in
2013 sets a deliberate contrast with the surrounding structures. The use
of local materials and techniques is a staple in their work, but in a way
that defies the status quo in local housing standards. Disefio Nortefio
fights to create an architectural identity for the city, to create an amalgam
of the variety of cultures that coexist in this Kafkanian location.

The architectural photography presented in this exhibition demonstrates
the beautiful contrast that has been created with the projects presented
by Disefio Nortefio and Tijuana.

In the photographs | tend to exhibit the ugliness, sadness, and lack of
aesthetic sense in the constructions in Tijuana, and how it becomes a
poetical expression when combined with the projects of Disefio Nortefio
that show the experiences and details their projects provide for the user.

The projects captured are a reflection of the misfit’s drive to make a state-
ment, of their willingness to fight, to evolve, to transform their environ-
ment, and to take control of the situation not being victims of it; and that,
that is Disefio Nortefio.




Vivian Dembo

My professional experience encompasses four decades focusing on archi-
tectural practice mainly in Caracas, a singular city surrounded by imposing
mountains that define the borders of its sinuous and distinctive valley.
Therefore, my designs aim to dialogue with that generous geography of
amazing sights, influenced by the tropical nature of the outstanding Carib-
bean landscape. Since the mid 1950’s, this magnificent city aspired to
reach the spirit of the modern language from functional and rationalist
architecture to deserve an important place as a modern metropolis. An
accelerated development has been shaken — among other things - by
contradictory urban policies and a dramatic process of environmental
destruction of its public spaces.

Today, Caracas reproduces a chaotic and disorganized territory, which con-
stantly challenges me in every new project, amid what is currently a poly-
centric structure. It is an inspiring challenge, imposed by the need of
building habitable spaces for common citizens in a constantly changing
urban context. My passion for architecture, and the continuous learning
derived from the understanding of infinite variables in this context, has
led me to experiment with diverse construction alternatives and methods.
It forces me, at the same time, to unveil the huge potential of a city that
sprawls towards the mountains; it encourages me to defy conventional
solutions and to submit new proposals where what is ludic and concrete,
visceral and rational, smoothly integrate with each other. Caracas inspires
me to propose efficient and versatile solutions, incorporating the splendor
of the landscape and the motion metaphors as its arguments.

When | design for inhabitants of Caracas, | cannot ignore the particular
topographical features of the city, fundamental design criteria among the
architectural concepts that emerge from each of my projects. The envi-
ronmental context definitely affects the emotionality in us, the Caraquefios,
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and demands a thorough and honest response to the difficulties and con-
flicts that it paradoxically presents to us in daily life. My architecture
attempts to strengthen itself in front of the landscape and its potential
visuals, taking advantage of every opportunity to honor the magnificent
dominance of our omnipresent mountain, El Avila, and its surrounding hills.
On this account, my single and multi-family houses are deliberately open
towards the privileged perspectives of a glorious panoramic view. My inter-
pretation always considers the transparency of large windows and open-
ings, while simultaneously taking advantage of the unique weather, our
lush vegetation, and the ever-changing shades of light. My design process
takes the form-function equation to maximize structures, create efficient
spaces, and join volumetric elements in an articulated game of integrated
positives and negatives, which ultimately develop dynamic effects on the
extended facades. Occasionally, it is important to break the surfaces or
lines several times to get to the core of a new concept, the breaking of
patterns or schemes. Free sketches are my finest working tools. It is in that
medium where great ideas are born and where my users’ fantasies and
my imagination come to life.




Design Futures Group at Melbourne School of Design

By Alan Pert, Mark Burry, Marcus White, Gideon Aschwanden, Donald Leslie Bates, Justyna Anna Karakiewicz, Karen Burns

X-Ray the City: Melbourne 1946/2016/2046

In 1946, the Melbourne-based architect Ernest Fooks pioneered the topic
of urban density in his book X-RAY THE CITY. Every act of urban planning,
he declared, must be accompanied by the “principle of integration”: the
synthesis of four urban functions - living, working, recreation, and distri-
bution. Integrated urban research could only be achieved by a science of
urban planning that demanded the input of data. Fooks proposed two new
research instruments: the Distance Grid and the Density Diagram. These
graphic representations mapped his integrated urban functions and cali-
brated the social needs of the metropolitan population. He wrote, “visual
order is always the expression of the social order which it serves. It is the
human scale, which has to be the guiding principle. Human beings, their
collective needs, their grouping, their distribution and redistribution, become
the primary concern of urban planning”. Seventy years after X-RAY THE
CITY first appeared, the Design Futures Group at Melbourne School of
Design will reimagine the Distance Grid and the Density Diagram for the
Melbourne of 2016 and the speculative future Melbourne of 2046. Fooks
had suggested that some elements of the city could never be measured;
some issues could not be reduced to a table of figures. What is the
immeasurable data missing from X-Ray the City, how can it be graphically
represented, and why is it critical to the reimagining of the Melbourne

metropolis? Our project investigates and presents a new X-Ray and the
missing “immeasurable data”.
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DJURIC TARDIO ARCHITECTES -

A controlled and adapted densification, a r-evolution
in energy management: the "eco-controlled density"

Hyper-urbanity, migration towards cities, and the lack of properties are
issues largely approached. The solution most examined in depth was that
of density, both in city centres and the outskirts. Yet a lot is still to do.
Against the tide common thought about densification, it is possible to find
lasting solutions from architecture at a small-scale without giving up the
reflection on the individual housing.

Thus, density can be reinterpreted in terms of ecologic, social, economic,
and urban revialisation, profoundly in both the short and long term. About
ten eco-sustainable city houses for private individuals, built in wood, were
used as laboratories to develop innovative solutions both on the reinter-
pretation of the territory and the production, consumption, and storage of
energy. The data gathered constitute a basis to imagine the city of tomorrow
and the day after tomorrow. The lack of surface, the weakening of the eco-
nomic model partially linked to the toxicity of loans, and the necessity to
control the consumption of energy served as many unavoidable constraints
that guided the research towards solutions and compromises expressing
the best synergies of sustainable housing, city, and energy.

Respect of the territory is fundamental. The projects must be vehicles for
urban and architectural specificities they must also function as epicentres
of social awareness to sustainable development and to the “eco-controlled
density”. “Eco-controlled density” is an investment concept of the suburban
areas that accentuates the respect of the urban and architectural estate
while densifying it and maximising its energies.

Some architectural principles of interconnection and increase of the existing,
first developed in this project in Gennevilliers (suburb of Paris — France)
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Mirco Tardio & Caroline Djuric

with the Boucle de la Seine's council estate cooperative, take into account
the embodied and local energies. They are coupled with in situ renewable
intelligent production, energy storage in a battery like one designed by
TESLA, and with the sharing of this production with the surrounding build-
ings. This creates an effect of energy transition larger than the any project
in these neighbourhoods. The intelligent occupation of the available prop-
erties and the creation of services and local equipments completes a con-
trolled and adapted densification. This position takes the opposing view of
the anti-spread schizophrenic concept that lead to congestion and the
asphyxia of the territory and the people.

More than avoiding the perverse effects of sur-densification, “eco-con-
trolled density” is an alternative to the identity abnegation of cities and
neighborhoods bordering hyper-centres, energy-hogged in every sense of
the word. It creates elements for an adapted suburban Smart Grid; new
sustainable local town planning for a specific and identity territory that
refuses to be swallowed by the "capital” city.




Amy Dolego, Architectural Photographer

Winton Studios

To many, time and space are abstract concepts, in Kantian terms, ideal
structures outside of which existence is unimaginable. But time and space
for the architect have a very different meaning.

Walter Niedermayr is notable for his investigation of space "as a reality
occupied and shaped by man". For most architects time and space are
concrete and malleable, capable of being determined, defined, and struc-
tured. Viewed from the perspective of human facticity, they are subject to
being shaped in ways that can provide refuge, manifest strength, inspire
creativity, and instill hope.

The architectural photographer should be no less connected to this rich
and concrete view of space, time, and existence. Just like the architect who
must engage with their subject matter on an existential level, so must the
architectural photographer capture the fruit of this engagement in such a
way that the emotive content is expressed undiminished. This is the "art"
of photography that extends well beyond the application of technique.

Whether urban or rural, commercial or residential, organic or geometric,
the fabric of the built environment is constantly in flux. Innovative tech-
nologies and materials create new opportunities changing the ways
structures are imagined and brought to life. Shifting social, political, and
environmental conditions set new boundaries and new challenges for the
architectural enterprise. Each generation of architects is driven to redefine
anew how space and time can most meaningfully be lived by peoples
across geographic, cultural, and economic divides.

Across this evolution, the architectural photographer acts as historian
and chronicler, capturing in images structures as they are created and
as they age. This body of images serves as the primary medium of com-
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munication for architecture's genesis, sharing the past with the present
and the distant with the near.

But while architectural photography documents, in my view, it is of greatest
value when it also interprets: when it takes a position, when it engages
with the subject matter and coexists with it. In my work | aspire to this
approach. | strive to capture the "feeling" of structures, how they are
"lived" by those that reside in them, work in them, or merely gaze upon
them. | often capture the social context in which buildings are created and
exist as well as the entropy that inevitably besets them. In all manifesta-
tions of the built environment, | endeavor above all to uncover the human
element, which in some manner signifies that the structures are integral
parts of people's lives.

Although produced in "stills", my work is more of a narrative that captures
the promise of a structure, the mystery of what's around the corner and
of what's inside. The images are invitations to look closer and engage more
intimately, to share in the time and space of the structure. As a result, the
images here are less "illustrative” and more perspectival, even subjective.
But it is in this subjectivity that | hope to uncover the true shared experi-
ence of the space and time so forcefully transformed and recreated by the
architects of these structures.




Aaron Dougherty Photography

I've struggled a lot with the concept Time Space Existence as it applies to
architecture. At first thought it strikes me that all things that occupy any
measure of the first two satisfy the last — be it architecture or shoes or
grasshoppers. I'm not sure architecture has any singular claim on time
space and existence that every other physical thing that possess “objective
reality” (as the New Oxford American Dictionary calls it) can’t claim as well.

I’'m already way over my head - if there’s anyone still with me this far |
hope you’ll grant me some artistic license and except my apologies for
going on...

Architecture unlike most other objective reality is summoned into existence
by human imagination to satisfy human need for shelter, so its place in
time and space are human driven. Photography of architecture, which

is my current practice, is even further removed from naturally occurring
objective reality because it is not only man-made but man-comprehended.
An animal can enjoy the shelter provided by a roof over its head, but it has
no use at all for a photograph of a building. Printed on paper it can be
eaten or used to line a bird cage, but the image itself is only meaningful
to humans. And this is where a photograph occupies Time and Space and
satisfies Existence uniquely from architecture.

Images of architecture can and often do outlive the lifespan of the building
photographed—and though the building has to come first chronologically,
a photo of it can outlast the structure by at least decades. Photography of
anything has only been around for a hundred years, but it's easy enough
to imagine images surviving millennia in one form or another.

And though a photographic image in two dimensions literally occupies zero
space, a work of three dimensional architecture depicted in one can be
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“visited” from the other side of the planet - the space occupied and
enclosed by architecture can be “experienced” in the imagination. Many
of us can remember at least one photo of a place that is breathtaking in
the same way as the experience of actually being there, because we are
able to read the visual cues and project ourselves into that objective reality.
So in a sense, photographs of architecture exist only so far as there are
humans to view them. A photograph is only successful so far as it com-
municates space as understood in human experience.

Massing and volume, elements and voids, opacity and transparency
employed by the architect and experienced by all the senses - but visu-
ally only in the presence of light. And it’s in light that the objective realities
of architecture and photography intersect: at the human experience of it
as it plays off the built form. The eye and the lens “see” the world in
essentially the same way by collecting together in one tiny point all the
diffuse light that’s reflected off surfaces and diffracted through materials.
A photographer is just like all visitors to a building except that he chooses
that point and captures it in a form that can be viewed by others at any
time and however far removed - one instance of time in a single particular
existence of space.




Reneé Diirr

Studio for architectural photography

Venice, the Aging Beauty

| intentionally dedicate my photo series to the city, which lines up biennales
for years, and provide time and space for a lot of arts, creativity, and vividness.

Rediscover Venice? Unfold new perception? The art is to give new dimension
to what was often seen, and that is what | attained with my reportage.

The choice of my photo technique expresses the atmosphere that Venice
offers me, especially during winter months, or in the nights, after the
disappearance of crowds. The time stands still. The existence of residents
and tourists can only be imagined in pictures.

By minute-long exposures everything that moves, fades out into nothing,
is transparent or even invisible. The movement of the water is captured,
and through that puts buildings and other places distinctly at the center
of attention. This context, and the magic of black and white images, repro-
duce almost scary silence that Venice features at certain times. Yet the
presence of the people by the trails they leave behind, is not denied.

This emptiness, peace, and non-existent time witness, makes the photo-
graphs so timeless.

Photographs of the aging beauty touch us far more than images of other
cities. There is so much sky, so much water, the silhouette of bridges,
narrow passages, which open the sight onto the open sea. Fog enshrouds
parts of the city in a ghostly silence. One is daily overwhelmed with new
moods and feelings.

The life takes place on squares, bridges, streets, and narrow, sometimes
barely navigable channels. We can only guess what happens behind the
facades of Palazzi. We are only visitors.
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The decay of countless beautiful facades lends a special patina to streets
and houses. The vision we have of a city go hazy, and a dream is forming,
a dream in which we can lose ourselves in narrow streets.

In Venice, we understand, more than anywhere else, how finite, how
perishable we are.

How timeless is the future of Venice?

The fear of residents is growing, fear that they ultimately cannot save their
city. Because of the sinking ground on which the Venice is set, the water
rises — the city goes under, slowly but steadily.

Is the end imminent for a historically unique experiment of daring pioneers?
Does the lagoon someday take back what man has wrested for a time?

Massimo Cacciari, a philosopher and former mayor of the city, once said
of Venice, that it is "a totally unlikely, entirely artificial city", yet, at the
same time, "a technical masterpiece, the highest manifestation of our
capabilities, our spiritual power".

May Venice preserve for many generations, so that people do not lose their
homeland. That our descendants can visit this masterpiece, and possibly see
it from a very different perspective, with other sensations, as | have done it.



eb arquitetura

Espezim Biazzetto Architettura Studio was founded in September, 2002,
by two architects, GB and CEB, with the purpose of creating an integrated
architecture practice aimed to be both competitive and active within the
commercial and residential market of Curitaba and its metropolitan sur-
rounding area. The two architects’ main goal is to focus on their client’s
needs and satisfaction whilst keeping the project well assimilated to its
environment. The team, driven by an innovative as well as a provocative
idea of architecture, constantly looks for new projects and participates in
training courses to keep the knowledge up to date.

Thanks to their desire of creating and renovating, the Studio is growing
fast and is gaining the attention and the respect of the field it operates in.
After the great Studio growth within the regional area in 2013, the two
architects were ready to open their new Studio in Campinas — SP, aiming
to expand their market nationally. Finally, in 2015, they managed to expand
internationally, creating a partnership with a Milan based studio. Today,
they have a partner in San Paolo — SP for each project based in San Paolo.

Thanks to its experienc and constant growth, the Studio has reached a high
level of design ability and tecnique and its conceptual approach keeps on
improving over time.

Concept

We have always been concerned with the concept of our projects, other set-
tings, materials, light, volume; they are a concept of operations. The line of
work is to look for contemporary urban architecture with an interaction with
the environment in which it was inserted. We think of the sea and the forest
as key concepts so that the views and the feeling of being in both environ-
ments were key points for the creation of an urban project on the beach.
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Espiral

Territory in Contrasts

Chile is a territory conformed by a wide variety of climates, cultures, and
landscapes, such as the Patagonia, the Atacama Desert, the central valley,
the mountain areas, the lake and coastal areas. The local geography,
despite its massive changes in its different latitudes, allows that most of
the cities are located interconnectedly and accessibly however, the same
geographical condition, causes that some urban settlements are located
in isolation, resulting in remote areas and extreme climatic and geograph-
ical conditions. This situation requires specific responses to the develop-
ment of settlement, where the understanding of the environment becomes
the key factor for permanence.

The role of architecture in these cases must precede the variables and
should be able to become a vehicle of equity and integration for these
communities as well as a bridge between memory and development.

In these scenarios, a particular phenomenon emerges manifesting from
the spontaneous acts of the inhabitants that result in the hybridization of
the programmatic functions in public buildings in remote areas. Their use
and needs manage to transcend the original programmatic condition by
adhering to the functions and shortcomings based on the structural and
cultural needs of the different locations, such as leisure, culture, recreation,
and the civil. These acts reflect the appropriation and attachment to the
place, describing the identity of each locality.

"Territory in Contrasts" originates from the ability to account for the iden-
tity of the territory and its inhabitants through the action of men on the
landscape according to their forms of settlement. For this, we put value in
the town of Alto Del Carmen, located in the province of Huasco, through
the construction of the future Municipality.
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Study case

In 2012, Espiral +Iglesias & Prat Arquitectos, was awarded the tender
commissioned by the Architectural Department of the Ministry of Public
Works of Atacama, to design the future Municipality of Alto del Carmen in
the Atacama Il Region. Construction began on the 3" of December, 2015.

Alto del Carmen is located in a remote and isolated place, inserted in the
Huasco Valley, at the crossing of the rivers El Transito and El Carmen,
where the Huasco River starts. Surrounded by mountains of strong ocher
color and of a dry and stony composition, the village does not exceed 700
inhabitants and, except for the church, no building exceeds two stories high.
In 2015, Alto del Carmen suffered a severe alluvium that destroyed part of
the town; therefore this building, in addition to becoming the meeting place
of the town, also will become the landmark of the city’s reconstruction.

The exhibition

Visitors are invited to experience and imagine Alto del Carmen through the
senses. The user will connect with the place through the interaction with
an installation structured by textures, images, sounds and time, where the
degree of participation of each visitor, plus their own imagination, becomes
another factor for the personal recreation of a place and a way of life.




Estudio Ramos

Figueras Stables Project

This project is located in a distinctive region of Argentina known as “The
Pampas”. Pampa is an indigenous word meaning “plains” or “flatland”.
Along with its mild climate and fertile soils, the area is ideal for agriculture.
When traveling through this area, there is an overwhelming feeling of a
never-ending horizontality. The horizon, like in the middle of the ocean,
becomes a very powerful element. The poet Atahualpa Yupanqui refers to
the landscape of the Pampas as "serene and pensive”. This project, with
its pronounced horizontalism and simplicity of elements, attempts to make
a reference to all of these themes.

The building is a stable for polo horses with 44 stalls, an area of 3850
square meters, and a length of 180 meters. It is composed of two long
volumes and freestanding walls, which, when articulated, create diverse

spaces and situations.

The floor plan has two parts, well distinguished by their functions. One has
more of a more social use and overlooks the polo field, and the other,
facing the back of the property, houses work facilities and groom’s quar-
ters. The volumes that face the field are partially hidden behind extended
walls and massive planted earth slopes, which not only provide privacy to
the stables, but also subtly reduce the building’s impact on the landscape.
Only the center of the building is revealed, where a large water pond is
located next to the covered exterior terraces and the tack room.

The roofs are planted with wild native grasses in an intentional contrast
to the perfection of the polo field’s turf. The slopes serve as both access
to the roof and as natural stands from which to observe the polo matches.
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Water, the universal symbol of life, purity, and harmony, is used to connect
and articulate these spaces as well as to create a serene atmosphere.

Two basic materials were used for the construction of the whole project:
exposed concrete and local hardwoods. These materials were chosen
because of their aesthetic properties, low maintenance, and beautiful aging.

A very special and intimate connection is forged between the horses and
the people who train and take care of them. It has been our aim to design
these stables as the space that contains and nurtures that relationship.
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ETAT Arkitekter

Building in solid wood — material presence and sustainability

Etat arkitekter has developed several projects and competition entries to
be built in solid wood. It is a sustainable construction method and a
wooden exterior develop a distinct presence through ageing and weath-
ering. In order to enhance the character and potentials of wooden construc-
tion each project explores different modes of construction.

The Pilgrimage centre in Norway is a proposal for a new building adjacent
to the historic stave church in Reldal. It would be constructed in solid
wood, in a manner that reflect and juxtapose the traditional stave church
building technique.

The pilgrimage centre would complement the religious functions of the
stave church and provide services for pilgrims and other visitors, containing
a chapel, restaurant, auditorium, exhibition space and offices for the parish.

In the proposal for a new clubhouse and changing rooms for Coniston
cricket club in Cumbria, UK, the landscape is key. Coniston is located in The
Lake district and the site is marked by sweeping views in a stunning set-
ting. The building’s interaction with the landscape forms the basis for the
design and the building plan with angled walls, providing a full view. The
project is community-led, aiming at engaging the local village and pro-
moting the idea of a community built and owned resource. The building
would be constructed in solid wood, with a load-bearing inner core and
exterior wooden uprights in the corners.

The Housing proposal located by the main square in Katrineholm, Sweden,
would be constructed with a load-bearing exposed outer facade of solid
wood and a secondary, wood-clad inner facade. The building contains
apartments on three stories and a restaurant on the ground floor. Con-
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tinuous balconies offer varied views since most apartments have access
to balconies in two or three directions. The outer load-bearing wooden
structure function as a screen, enabling balconies to face the square and
yet remain private and non-intrusive.

Though a distinguishable contemporary building, it is referring to the sur-
rounding historic wooden buildings, as the adjacent freight- and storage
buildings dating from the early 1900 ’s.




FG Architects + Ortuzar Gebauer Architects

Urban/Rural Scale

These two architectural firms based in Chile come together to show the
equivalence of their works in their antagonistic realities through a common
fund, the "urban / rural scale." This unifying element, "scale" is understood
as the relationship and communication with the surrounding environment,
which can be understood regardless of their situational context, culture,
and geography, giving to the inhabit condition and proportion.

The projects presented here are trying to raise awareness through antag-
onistic environments where these offices develop their jobs.

FG Architects is a Chilean practice that was founded by Alfredo Fernandez
and Matias Gonzalez. The practice has been finding new associates, Nicolas
Arancibia, Mariana Gobantes, Rodrigo Martinez, Cristian Herrera, Juan
Pablo Papic, and Enrique Colin, widening the range and possibilities of the
assignments, while developing all kinds of projects.

Ortuzar Gebauer Architects' office was founded by the couple Eugenio
Orttizar and Tania Gebauer. They base their works on the importance of
attachment to the place and its surroundings, with a fusion of tradition
and modernity in a new architectural language.

Monroy building.
The Decomposition shape in response to recognize the human scale of its
urban surroundings.

The project, an office building located in a neighbourhood that has been
lately renewing itself, creates an urban landscape where houses and
middle scale buildings coexist.

A site, marked by its condition of being a corner site where its best oriented
and longer front, presents itself as a very irreqular perimeter.
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A building proposes a sinuous and continuous shape, yet it is searching for
its way between the geometrical constrictions of the site and the inalien-
able condition to meet the maximum built permitted footage.

The assignment is to achieve an environmentally sustainable building that
dialogues with the residential scale. Considering this, the amount of direct
sunlight exposure through the crystal facade, added to the will of minimizing
the perception of the building ‘s mass, was a fundamental consideration.

The proposal was a volume that decomposes itself through adding and
subtracting exercises along the horizontal displacement of the units
(floors), fragmenting the mass to recognize its parts in order to then rec-
ognize the neighbourhood scale. This fragmentation of the volume is rein-
forced in the horizontal plane through a strict modulation of vertical
elements that partitions the length creating transparent and opaque planes
depending on the curving shape.

Makuc House.
The Fragmentation shape in response to recognize the human scale of
its rural surroundings.

The project is a house located on a peninsula where the relations of the
place strategically dominate; the project must have the ability to adapt to
their disparate uses constantly. The housing must form two to fifteen
people, always practical and comfortable in its different functions.

The proposal retrieves the image of the ancient rural settlements, as a
large volume breaks down into three and opens in a fan, taking advantage
of the views and topography, sheltering each other from the wind and rain.
Therefore, the house is inhabited by sluices, which open and close depending
on its use.




(Full) Scale Architecten

This project started last summer. | was inheriting the farm of my grand-
parents, where | had spent lots of summer days in the orchard and rainy
days in the hayloft. It still is an idyllic location but the building is a ruin.
However, the memories are lively, and triggered my curiosity. How did my
grandparents organize their daily activities in these spaces? How did my
grandfather refurbish the house when it was passed down to him? And,
thinking of the house where | grew up: did my father incorporate any of
his childhood memories into the design his own house? And what about
my mother: did she also influence the make-up of the house, and did she
incorporate her own family background?

The idea grew to build a genealogy of my families’ homes over the gen-
erations, to investigate how each generation shaped their own home from
their experiences and aspirations. | started with my own home and went on
to interview both my parents trying to draw plans of their childhood houses
and the houses of their grandparents. While they described to me the posi-
tion of the rooms, the views, the materials, and the decorations, | got
insights in the stories that go with these rooms, the house, their home. Later
local community officials provided me with a copy of the original plans.

So now we have the floor plans tell their stories and their evolution on the
one hand, whereas the narratives of the spaces extracted from the inter-
views can be illustrated and allocated a position on the plans, on the other
hand. Eventually | spanned the four generations from my grandparents,
over my parents, my husband, down to the experiences of my children. The
result is a narrative of experiences and spaces through time.

Some spaces moved on from one house to the other. Others are lost over
the generations. What spatial remnants of forgotten rituals are passed
down the generations? As an example, the kitchen finds its place between
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two poles over the generations. For my father’s branch, the stove took a
central position in the living space. My mother’s branch lived with a maid
whose domain was the kitchen, and where threshold spaces clearly marked
that domain. Down the line, my own house has the kitchen as a clear entity,
but with permeable boundaries. It has its own distinct domain while
drawing in the center of living. The family story can also explain the shift
of the bathroom to the back of the house, and the importance given to
raised ceilings. My grandfather combined here his medical background with
his experience of living on a farm. These two examples are still only an
illustration of the richness of stories passed down in the bricks and mortar
of the family houses.

As an architecture office, we often design reconversions for family homes.
How people live, where they come from, what their aspirations are to
improve, what they like: all these inspire us as much as the history
embedded in the architecture of the old house they just acquired. Listening
closely to our clients’ stories helps us understand their history of living,
similar to the genealogy project. Presenting them our design drawings
forms the basis to discuss how their habits and past experiences can enter
a next iteration in their own architectural genealogy of home.




Form4 Architecture | John Marx

By default Architecture implies an intense commitment to being in the
world. It has physical extension, it involves sequencing, and it constitutes
the autobiographical imprint in material substance of its creator. In brief,
it resides in Time, Space, Existence.

The 9[+3] Conversations is a visual-textual artwork dealing with the
broader philosophical choices architects make in their longing for mean-
ingful space. 9 are pictorial poems illustrating an architectural design phi-
losophy. [+3] are the existential premises journaling the uniquely personal
itinerary of those individuals embracing architecture as a life project: the
why (Epiphany), one's place in the order of things (Avocation), and the
challenged navigation of one's own choices in life (Existence). The rebus is
the rhetorical device both groupings share within the artwork. As an
ensemble, they invite viewers to decode, interpret, connect, and reflect.
Each poem intersects the Visual (V), the Textual (T), and the Work (W), three
areas encompassed in a living philosophy. Poems are paired with either
one or two projects, in each case illustrating the relationship of the Work
to the underlying philosophy. The poems featured reflect the inner world
of design architect John Marx.

We present our concepts through highly concentrated optical allusions. Our
Work is impregnated with aspirations, ambitions, and anticipations; that is
those intentions mobilizing the individual to externalize in architecture all
that lives within the self in an effort to communicate with others the range
of emotions nested in the flow of Time. Architecture is a co-author of the
book of Time, its setting being Space, framing the collective's Existence. It
transcends the immediate pragmatics of building to reach dimensions
where the personal and the universal fuse into a socio-cultural and meta-
physical continuum. Heretofore literary language has alluded to bigger
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things, the inscrutable, the ineffable, the ungraspable. Its acknowledge-
ment of the self - either producer or consumer of architecture — is an
attempt to bring back the focus on a balanced relationship between the
humane and the rational side coexisting in the mind. The 9[+3] Conversa-
tions aim at striking that chord resonating in those who feel the vastness
of its argument. They shape the Work and in turn are recalibrated by it.
Each designer would likely craft diverse conversations.

Clustering these 9 headings/titles [+ 3] life constants into an exhibition
conveys the desire to engage the stable technology of paper. These visuals
are reflections and solace, roadmaps and statements of belief, pledges
and romance. Over three decades of John Marx's design practice, the Work
has unveiled a coherent philosophy. These 9 [+3] commitments are both
generative and interpretative of it. The 9 conversations are given purpose-
fully enigmatic visual and textual representations. The graphic texture of
each composition invites viewers to take a creative, interpretative leap.
The 9[+3] Conversations introduces the viewer to a puzzle with suggested
connections. The narrative outlines one possible interpretation among
many and explains the links in the iconography. Nothing is either conclu-
sive or definitive. The puzzle is open, holding pieces that are amenable to
variable arrangements.
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Studio Frank Havermans

Studio Frank Havermans, a studio for Architecture, Art, and Urban Space,
creates strategic, site-specific interventions. Their experimental installations
cover a broad spectrum ranging from autonomous architectural installa-
tions to buildings and from furniture to urban models. The work derives
from a fascination for architecture, urban dynamics, constructions, gravity,
and tangibility. The installations can be understood as structures that let
the human body relate to the outside world from within its own secure
environment. The architectural innovations always provoke the use of
space around them. Objects might be useful but are never accommo-
dating. In a world where everything is about efficiency, speed, and stan-
dardisation, the Studio offers distinguished, innovative, and tailor-made
solutions driven by imagination.

By building and organising constructions themselves, Frank Havermans
advances the possibility to create architecture independent from institu-
tions, contractors, and even architects. Not surprisingly, the workshop is an
important part of the Studio.

If you take your time, modest means may suffice to create architecture
that existentially contributes to the environment in a positive way. Initiating
your own project, organising and building it yourself is liberating and cuts
out several tenacious layers of the process to allow more freedom. The
Studio cultivates and extrapolates this principle in their works. Using basic
architectural principles, Frank Havermans creates new forms that do not
directly reference any accepted architectural vocabulary. The work is often
more related to industrial or rural construction, aircraft technology, or
coach building. Using and transforming elements from these fields, it
returns them to the surroundings as hybrids. This sets the work apart from
regular contemporary architecture; the design language is expressed in an
architectural dialect. To Frank Havermans, architecture is a mentality, a
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way of looking at their surroundings, rather than a formality derived from
a programme of requirements and wishes.

For its designs, the Studio uses only physical models that change their
functionality repeatedly during the design and building process. Design
models evolve into a true-scale final presentation model with fully devel-
oped details and a thoroughly tested construction. It is also literally the
three-dimensional building plan that is used in the workshop and on the
construction site. After the entire process, the model attains an autono-
mous status: instead of merely representing a built reality, the models
have their own architectural value. With this statement, Frank Havermans
stresses the idea that architecture is not always about the resultant
building. A building is not necessarily architecture and architecture does
not necessarily equate a building.

The exhibition is based on the design models from the Studio’s own col-
lection. With these constructively interrelated models, Frank Havermans
creates an architectural landscape from their own designs, advocating an
architecture that is both more imaginative and free.




Mads Frederik Architectural Photography

By Mads Frederik

5X5 AP

As an architectural photographer, | combine my origins as a graphic
designer with a modern angle to the motif to create an alternative view
to architectural photography. | only use straight angles 90 or 45 degree
angle on the building, using the natural lining in the building to make a
destinct and graphic image.

In the post production | keep the colors as natural as possible and retouche
the picture as little as possible, making the picture look the most realistic.

”I try to avoid being obvious, taking light by surprise in the moment, cap-
turing the essence and simplicity of the object.”

| work in close collaboration with my clients on diverse projects. It is
essential for me to find the right expression for the object by working with
color, light/shadow, composition and the environment.

Often | work with project from the start, documenting the building site
and following the progress of the building from construction to the final
finishing of the building and surroundings, often used to make a "com-
plete project book” .

"5X5 AP” is a composition of 25 images from various projects and clients
- using landscape, overviews, frontals, cut-outs and details — a compila-
tion from my photographic works.
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FWC Architecture & Urban Design Inc

Fook Weng Chan

ARCHITECTURE OF THE HEART, MIND, AND GUT

Life experiences shape our designs. My formative influences include child-
hood street-walks in Kuala Lumpur, Malaysia with my Dad, architectural
studies and explorations in the expansive Canadian Prairies, the dramatic
Rockies, the poetic Pacific West Coast, and God and man’s creations on five
continents. A love for history, past civilizations, many cultures, and land-
scapes have reinforced the notion of the importance of ‘genius loci’ — the
pervading spirit of a place.

A blend of Oriental sensibilities with a North American education has led to
an intuitive approach to design. It is thoughtful and emotional. Emphasis is
placed on the composition of movement and connections to, through, and
between forms, spaces, and their transformation with light. Moving through
one of my projects is experientially akin to approaching a town, entering,
walking along its streets, discovering a view, a piece of nature, a piazza. It
is about places to pause, enjoy, linger. It is about moments to delight in
through the cycles of the days and seasons.

My initial understanding of the creative problem at hand comes from living
with clients and camping on sites before putting pencil to paper. Emotions
are allowed to guide the pencil when it hits paper and before my mind
reviews the line. Local materials, craft and building traditions are studied.
Opportunities to reveal the passion of the human heart and hand are
sought. Meaning is derived from the value placed upon the skill, knowledge,
experience, and life-world of users and builders.

This attitude towards design leads to architecture that is authentic to place
and people. It is timeless and of substance as opposed to being trendy or
of a global or historical aesthetic. When all elements gel, the creations
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enter the realm of spirituality. Each is imbued with a soul. We step beyond
existence into life!

It is hoped that these simple notions of timelessness, the spirit of place and
life from a humble little studio in Vancouver contribute to this exhibition on
‘Time-Space-Existence’ and the ultimate goal of better-created environ-
ments for us — individually and collectively.

For this show, an introductory panel showing early work Fook Weng under-
took with an iconic Western Canadian practice provides the context. Subse-
quent panels and screen displays show several houses - diverse resolutions
of a single building type.
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Cherubino Gambardella

On a typical winter afternoon, a boat, not unlike an airplane, exploded near
the Casa Malaparte in Capri. Everything caught fire until the last fuel tanks,
leftover by the owner of the casa, an art writer, exploded. After the explo-
sion, all of Malaparte’s research into the myths of 12t century architectural
history was burned to ash. The stone self-portrait of the great engineer of
ideas plummeted into the abyss of forgotten memories, as in Inside Out.

Malaparte passionately built his home as his autobiography. He was an
unforgettable and intelligent snob, acting as an irremediable contagion in
the world of architecture. Perhaps too overwrought. Before him, Bernard
Rudofsky was in Capri.

This stateless architectural genius designed his home as a paradox for
paupers wealthy in their own right, his idea of the true rich, those that do
not need money, clothes, houses, or powerful friends.

In Positano, not too far from Capri, Rudofsky, together with Luigi Cosenza,
pictured a villa for another type of richess, a handsome fisherman who had
no need of anything except what he could get from the sweat of his brow
or his line in the sea; a new Ulysses surely less dirty with more concern for
his physical appearance. This Positano residence is a prefiguration of what
the red house of Curzio Malaparte would have become if not for the unex-
pected events of that winter’s destructive day, even if not all was destroyed.

On the light blue island proceeding immediately after the explosion,
strange new circumstances began to arise; Capo Massullo became a post-
atomic boulder, and all the stories about Malaparte in the area took a
sinister turn. This boulder slowly became a place where the agglomerated
area, and the ruins contained therein, began to take shape as the new Casa
Malaparte. It became a place for the wealthy paupers, much like the “post-
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atomic” friend in Ovosodo, the celebrated film by Paolo Verzi. Who were
these young, wealthy paupers with such battered appearances?

Capri is rumored to be the island of luxury, white linen and aperitivos at
sunset, which would have to prepare itself for a group of young haggard
artists. First, the house was born from internal conflict; Curzio’s break with
fascism led him towards an interest in Chinese social engineering. He
thought of leaving to posterity welcoming architecture where artists from
east and west could converge. However, an explosion of any kind never
crossed his mind.

New discoveries, new life, emerges from the ashes of what has come before.

Together with my group of tutors and students, | pictured Capo Massullo
as a new habitat for those who have no voice, if not their own wealth of
nihilism. These wayfarers will land on Curzio Malaparte’s promontory, and
the regulars of the island will be aghast as these young artists do not bring
fresh, but a paradoxical smell to the air, malodorous to the status quo.

They will occupy the concrete structure, drinking and carousing in the warm
Mediterranean sunshine. At sunset, on the helicopter landing pad, facing
the Faraglioni, a ceremonial burning of an effigy will take place. After the
sun has gone down, there are only cots indoors, surrounded by concrete
walls and the remnants of Rudovsky’s Lascaux-esque graffiti. What remains
is left to the elements, with concerns about so-called inherent value,
including the deeply expensive silver cutlery.

In conclusion, we share with you the images our inexplicable change as a
testament to contemporary archeology. As time is cyclical, one can return
to these moments that have yet to happen again, as they surely will, as
they have before.

CECONDA UNIVERSITA D NAPOLL
DIPARTIMENTO DI ARCHITETTURA
E DISEGND DIGITALE
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Beatriz Gerenstein

By Carol Damian

A Dialogue of Structure

The chairs presented by Beatriz Gerenstein at the exhibition Time-Space-
Existence, during the 15t Venice Architecture Biennale 2016, are moti-
vated by the concept of “art-based design” that combines the functional
with the aesthetic. With a successful professional career as a sculptor of
imaginative and abstract interpretations of the figurative, Gerenstein con-
tinues to explore the use of sinuous curves and natural forms to establish
spatial constructs and interactions that move beyond a humanly-defined
shape into that of furniture design.

Now she defines a new series of works to introduce romantic versions of
chairs and the endless, ludic possibilities present in all of their many struc-
tural interplays. A chair is a piece of furniture used to seat a person and
is as variable as its use dictates. A chair as a work of art provides a creative
version of the functional that is suited for use and installation that moves
beyond its intended purpose as an object into the realm of architectural
and artistic design.

The essence of Gerenstein’s sculptures exists in a temporal world view that
features the human being journeying through time and space as they
encounter the forces of the universe and their many distractions, including
human and spiritual relationships. She says that she intends her artistic
practice “to represent the constant journey of the human being through
the struggle to seek happiness,” and with this philosophical approach to
her creativity, all of her work explores the essence of humanity. She uses
circular forms, couples, tubes, and knots that play with spatial and aes-
thetic decisions now innovatively adapted to the form of a chair.

These two chairs are based on her sculpture, “Couple,” and reconsidered
as a piece of furniture that requires interaction and participation of the
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viewer, just as being a couple requires the same level of engagement and
positive and negative spaces (physical and emotional).

The appreciation of her sculpture depends upon the viewer’s ability to
respond to form in three dimensions, a task often more difficult than
responding to only two dimensions, such as with painting. Forms in their
full spatial completeness are the dominant factor for understanding their
purpose, as well as psychological content. Each work begins with the idea
of personality or human relationships, and it is those concepts that control
the design and formal qualities engaged in its production. The transition
from abstract figuration into an object, such as a chair, demands the same
attention to formal qualities as an independent object. The works of Bea-
triz Gerenstein, biomorphic and organic at their core, represent a true
expression of humanity.




Edward Groeger

The Universe of Time

A sudden flash in the darkest night. Plain graphics. It parts the sky in two,
but it just scratches the surface of our minds. Only when you slow it down
to the very extremes you start to experience how much more there is to
it. Suddenly a universe opens. Every thousandth of a second the light beam
of a flash is different, casts thousands of different shadows on the earth.
That is the beauty to discover.

And then the opposite: You sit still with your mind straying on empty paths.
The sun is glued to its zenith, immobile. In the trees, the leaves do not
shiver. And a dog lies weary at your feet. Nothing breathes, nothing moves.
But even if seemingly nothing changes at all for hours, everything is different
from second to second - from split second to split second. Time makes the
difference. It never stops. For no one. It constantly changes the world.

To get a glimpse at the Universe of Time you need to adapt to it. Or you
need someone who adapts the Universe of Time to you. Someone who cuts
it down to a measure that is understandable for human beings. Someone
who can imagine how to make time visible.

Edward Groeger took a camera, a light bulb. As simple as that. And from
this starting point he created the art of time. His triptych is fast and slow
at the same time. It captures the beauty of time: a flash, a movement, and
then still stand. It is simple in its construction, but complex in its message.

The triptych helps us to get hold of the notion of time, from flash-like
action only to be perceived for a very short amount of time to nearly
unbearable slowness that opens the mind. In its movement the light bulb
cuts an even line through the impenetrable background. Then seven ghost
images of the light bulb on its way resolve the mystery of the object and
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remind us to have a closer look, to peek behind the curtain. And then: is it
immobility? Is it deadlock? It is Zen-like peace that opens the field and lets
our minds stray through endless fields of time.
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Nick Guttridge

Nick Guttridge is a London based location photographer specialising in
architecture, interiors and dance.

Allies and Morrison Architects commissioned Nick to photograph the new
home for ‘Rambert’ the famous Dance Company.

As this commission progressed, Nick was given the opportunity to pho-
tograph the rehearsal director Angela Towler.

Previously, Angela had suffered a serious dance injury which has taken
several years of surgery and recovery. Through these images of Angela
Nick hoped to help her on her journey of recovery. It was a really won-
derful thing to be involved in.

Nick has now worked with many of the dancers in the company, using
his knowledge of structure and light (similar concerns used when pho-
tographing architecture) to shoot movement both in the studio and on
location.
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Assistant Professorship of Architecture

and Construction Dirk E. Hebel,

ETH Zirich and Future Cities Laboratory Singapore

The 15t International Architecture Exhibition, entitled “Reporting from the
Front“, aims to identify “frontiers that need to be expanded in order to
improve the quality of the built environment and consequently people’s
quality of life. The Assistant Professorship of Architecture and Construc-
tion at ETH Zirich Dirk E. Hebel addresses this challenge from the perspec-
tive of building materials. This perspective confronts the inconvenient truth
that the materials required for the building of future cities — such as sand
or metals - are finite.

The 215t century needs to spark a radical paradigm shift in how habitats
are materialized. This is especially so for those who are less economically
privileged. While the first age of industrialization resulted in the conversion
from regenerative to non-regenerative material sources, our time should
reverse this pattern. This would require a shift from a mining-based men-
tality towards an ethic of cultivating, recycling, recovering, breeding, raising,
farming, and even growing future building materials.

This novel approach to renewable building materials also implies a renewed
appreciation for decentralized, local and renewable production strategies
and methods. Material availability must be decoupled from mining tech-
nologies or transportation logics. And material production should deplete
neither our planet’s resources nor its energy reserves. Mines run dry, yet
bio-chemical processes can be regenerated with the most reliable resource
we have: the sun. Together, renewable materials and decentralized produc-
tion have the potential to provide the appropriate material basis required
to house those people of our planet in desperate need of shelter and
security in dignity without forcing them into economic dependencies.

Any shift of this magnitude needs to respect local cultures and ecologies.
Varying norms, regulations, and standards need to be developed to mediate
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between the global environmental principles and local building practices.
Advocating for renewable building materials, be they recovered or culti-
vated, does not imply a return to a romanticized pre-industrial age. Rather,
research in this field suggests that to progress within our current industrial
paradigm is impossible; we will need to reinvent it, technologically as well
as economically and socially. Addressing this challenge will involve the
development of new construction methods that allow the systematic dis-
assembly of existing built structures. This would allow existing materials
to be preserved either by keeping them within a circular economy or by
returning them to the eco-sphere (a house can not only be grown, it can
be composted after use).

Our contribution to “Reporting From the Front” takes the form of a labora-
tory showcasing research work produced at the ETH Zirich and the Future
Cities Laboratory Singapore in collaboration with partners such as Myco-
Works Inc. in San Francisco and the Faculty of Civil Engineering and Geosci-
ences at the TU Delft. The exhibition features examples of new building
materials derived from mushroom mycelium, bacteria, grasses, and waste.
It also displays the power of an international, interdisciplinary network of
researchers, academics, and professionals working on commonly defined
challenges.







Hu Heng, Nanjing University

Cave of the Silken Web

This programme recreates a piece of my work called “Journey to the West:
The Cave of the Silken Web,” in an architecture / art exhibition ("Architec-
ture in Literature"), now renamed as “Cave of the Silken Web, 2016.”

“Journey to the West: The Cave of the Silken Web” is a narrative experiment
of the space, based on the chapter “Cave of Silken Web” in the Chinese
classical literature “Journey to the West.” It transformed the exhibition
space, along with the works by Zhang Yonghe, Wang Shu, Ma Yansong, and
the one | cooperated with Zhang Lei into characters of the narrative. It is
a combination of literature, architecture, exhibition and mental space, and
also a restatement of the Journey to the West.

For the version of “Journey to the West: The Cave of the Silken Web”, we
put an emphasis on the concept. It was made of inexpensive cardboard.
“Cave of the Silken Web 2016” is going to be remade with classical mate-
rial. It will include two parts: (1) Installation (Size of baseboard: 60cm*60cm,;
Material: Bronze). (2) Painting (60cm*180cm; Oil painting).

Postscript:
“Journey to the West: The Cave of the Silken Web”
Hu Heng (ChengDu, 2011)

This is an architecture.

“Journey to the West: The Cave of the Silken Web” is an architecture rather
than a model. One scene, the spider kept the exceptional talent Xuan Zang
in a cave, has been altered here. The cave turned into the exhibition space,
Xuan Zang into the works of the artists (Zhang Yonghe, Wang Shu, Ma
Yansong, Zhang Lei/Hu Heng). The net keeps the same.
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“Journey to the West: The Cave of the Silken web” created an illusion of
reality rather than visualize the novel. The illusion is constituted by three
dimensionalities in one space: the exhibition space, the cave of the silken
web, and the miniature cave. Standing in the exhibition space offers viewers
the opportunity to experience the three layers; it feels like these three
dimensionalities are one in another. It triggers a sense of existence, or we
could say it interferes the presence of it. It becomes a reality or an archi-
tecture.




Ideal Spaces

The theme of ideal spaces is basic for an understanding of time, space
and the human existence. It is an old theme deeply embedded in our cul-
tural memory, and at the same time, it has never lost its actuality and
appeal. Since it contains human hopes — and a myth: After a paradise lost
as the ancient space where humans led a peaceful life in harmony, the
human longing is about a new one, a paradise regained. A new space of
relief and of unity, with nature and with themselves, after that old paradise
has vanished forever. An ideal space is a one of both imagination and
utopian perfection, and we are looking for such a state of being, to experi-
ence it anew. Molded out as a vision of architectural settings where such
an ideal life could take place.

Throughout the years, in our work we have returned to the theme of what
ideal spaces could be: planned, imagined and practiced. Which mind set
and conceptions, which imageries, hopes and fears were underlying their
constructions, and what kind of paradise should become regained by them.
Today, where real spaces become the object of an ever-increasing dissolu-
tion and virtualization, the question arises anew of what an ideal space
actually is, or could be. Which is not only a matter of rational planning but
also of phantasy and imagination. Since as an ideal one, such kind of space
is a one experienced by imagination, primarily.

We want to invite visitors to join this venture, by experiencing spaces
through contemplation and activity. Through contemplation by experiencing
historical spaces conceptualized as ideal ones; and through visitor activity
by constructing their own spaces together, in common effort. This will allow
the visitors to experience their commonly generated spaces together, both
as a process and a result. A paradise is no place of solitude and it is not
build by a single person; but is the result of a common effort, instead.
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Moreover, if the myth of paradise is an eternal tale about life in harmony,
who says a myth is a lie.

As a whole, our exhibition consists of three interrelated parts:

A sequence of worlds the visitor can enter, to experience and to imagine
ideal spaces; shown as utopian but inhabitable places, built or conceptual-
ized in the course of history. The worlds we show cover the entire span
from conceptualized up to realized versions. They are presented in a cave
automatic virtual environment (“cave”), so that the visitor has the oppor-
tunity to really stand in the midst of these worlds, having time and the
possibility to really experience them; and through that, gain an impression
of those worlds very aim: to be an ideal space.

The sequence starts with the cathedral, a space that is symbolic, but points
to a final, real space to achieve in a future time, a final paradise to come.
It continues with worlds conceptualized, such as da Vinci’s ideal city, a first
functional city in the Renaissance; as Cité Industrielle, a space of liberation
through mechanics; as Motopia or Babel IID, spaces of utopian perfection
for a perfect life in the age of modernity. As worlds built but still ideal such
as Karlsruhe, a combination of ideal space, domination and civil freedom.
It ends with the Favela, a decisive counterpoint to all the constructions
shown so far. A favela seems to be the very opposite to any ‘ideal’ space;
but here, in contrary to all the spaces shown before, the inhabitants have
the possibility to actively participate in shaping their own environment. It
is a one not pre-given any longer as a perfect space made by some God-
like demiurges, fixed for all eternity. Instead, it is a space that has the
chance to unfold; molded by those who have to live inside its terms. Can
such a space of co-creation also turn into an ideal?




In the second part of our exhibition, instead of being solely an observer of
pre-defined spaces, the visitors have the possibility to create their very
own ‘ideal’ space. The emphasis lies on generating such a space together,
as a world where the visitors must act as a temporary community to co-
create the imagined space they want to live in.

The created worlds are composed of different physical elements such as
sand and building devices that generate, in their different combinations, a
virtual space projected in front of the visitors. The sand is for forming the
terrain, as one element of an ideal space. The building devices, symbolizing
certain kinds of architecture, are either mapped directly into the virtual
world as landmarks, such as temples, towers, etc; or represent a local
change in the virtual world, such as an area or streets. For the visitors
molding the worlds with their own hands, a direct haptic experience
becomes possible. By seeing the influence in real time on the spatial
gestalt as a visual representation, the space built up appears as a totality.
By that, a basic anthropological experience combines with imagination in
direct visibility: The ideal space becomes a space immediately experienced,
in the making of one’s own world.

Architectural types derived from the historical sequence of the worlds
shown in the cave are serving as input for the building devices offered to
the visitors. In this way, the two parts of the exhibition become connected.

Furthermore, the exhibit contains a world disk, as its third part. Here, the
results of those spaces generated by the visitors transform into a real
historical process, reflected in changes taking place on that cosmic disk
during the exhibition’s entire duration. It is composed of different rings
aligned in a concentric order, each ring representing a century, starting with
that of the cathedral in the disk’s center, and ending with that of the favela
at its outer rim. Each ring is composed of images of typical architecture
belonging to the respective century, and those centuries where our worlds
in the cave come from appear larger. Thus, the visitor can see where the
respective world is located, inside the entire historical context.

The disk receives input from the worlds created by the visitors and it
translates these inputs into changes taking place on the disk itself. Through
that, it reflects what is going on in the process of the visitors’ world making,
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and it does so constantly: each day, the disk will look different, as does a
real world formed by human beings.

The disk thus connects with the ideal spaces shown in the cave, as well as
with the spaces made by the visitors.

In these ways, the three parts of the exhibition align together, to form a
coherent system. Since it was our very intention to conceive the topic of
ideal spaces as a whole, the single parts of which present a unity, of both
experience and of making.

Information about the concept of our exhibition, as well as explanations
of the historical spaces presented in the cave are available at www.ideal-
spaces.org, also in Italian. Here, the ideal spaces made by the visitors are
on display also. We did so because it has been very important for us not
to merely install an event, but to provide the facility to continue. The search
for a better world should not cease after the event of exhibiting is over.

Ulrich Gehmann, Matthias Wolfel, Michael Johansson

Andreas Sief3, Daniel Hepperle
Johannes Gruber, Alexander Zyuzkevich, Alexander Kadin, Hana Rude, Nico
Hafner, Andreas Schaumann, Ulrike Sattler

We want to express our thanks to: Steffen Kramer (scientific assistance),
Matthias Bihler (Favela ass.), Jochen Heibertshausen (music ass.),
Michel Wirth and Anna Giulia Volpato (language & translation), Yasmine
Kuehl (data evaluation ass.), Sandra Beuck (showreel), Benedikt Stoll
(Karlsruhe ass.), Martin Reiche
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Ingarden & Ewy Architects

By Krzysztof Ingarden

Wicker sculpture: Materiality & Light

The wicker mesh sculpture is a semi-transparent “lantern”. The light placed
inside the form penetrates the delicate surfaces and invites visitors to
come closer, to experience the material by touching it. It invites for intimate
visual and haptic perception. The sculpture is made of manually-woven
wicker nets on steel frames, designed and spatially formed with the use
of the latest 3D computer modelling technology - is therefore a unique
combination of ‘high-tech’ design methods with ‘low-tech’ production tech-
nology. Suitably formed, the various steel frame modules are designed as
enclosures for light. The form and its production method try to rebuild the
long-disturbed relations between man, nature and architecture. Wicker
lantern represents its time, it is the artefact done within its cultural context
and space, and thus - refers to the essence of human existence.

Wicker weaving: Nature & Culture

Our experiments with wicker started about 10 years ago. In the year 2005
“Nature’s Wisdom” was the leading theme of the EXPO held in Nagoya,
Japan. This term was close to the idea of sustainable development under-
stood as a balanced development of human civilisation and the environ-
ment in which it operates, both natural and cultural. On that occasion,
during the design of the Polish Pavilion, we started to consider wicker as
a material to be used on elevation. Among traditional materials, we found
it the best among other materials being capable of carrying the idea of
nature and culture, handicraft and Polish music, represented by the com-
poser Frederick Chopin. The key reference for this concept we found in
Chopin’s Statue in Warsaw’s tazienki Park, where the composer is por-
trayed under a willow tree. This image, as well as the association of Cho-
pin’s music with the Mazovian landscape and willows, (an association that
is universal in Poland) provided an impulse to look for a method to use
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willow withies to form the elevation of the building. Wicker (Salix Sp.), being
a variety of willow, proved a perfect material for this purpose. Namely,
when woven, it is susceptible to spatial forming, and it also ties in with the
Polish tradition of arts and crafts and the legacy of regions that have
specialised in weaving wicker products for many decades. Wicker, as a
material per se, carries a message that other typical building materials are
deprived of. In the public's perception, the material’'s thematic references
to music, natural landscape, and handicraft traditions are comprehensible,
and, at the same time, they are intelligible in relation to the message
related to ecological solutions and the idea of sustainable development.




Interplan2 Architects — Camillo + Alessandro Gubitosi

Interplan? Architects is an Architecture based business promoting sustain-
ability and innovation, intended as the continuous questioning and trans-
formation of the built environment to match the pace of contemporary
communities” evolution. Our Architecture is largely influenced by climate
and culture. Climate affects architecture at a local level, or at continental
scale, as well as Culture. Architecture is the art of creating consistent
combinations of constructive measures aimed at transforming the environ-
ment through its improved relationship with Climate and Culture. From the
proper definition of this relationship with Climate comes sustainability,
from that with Culture comes the architectural expression.

We achieve that by studying and understanding our clients’ businesses and
context of operation. Whilst Space and Time refer to a “classical” formula-
tion of Architecture as a four-dimensional domain, the term Existence
refers, in our perception, to the actual context of conception of a work of
Architecture. As a cognitive practice, the architectural design project aims
at framing the global conditions that influence the process of generation
of the demand for Architecture. Projects are originated in different exi-
gency realms, and are symptomatic of the special social, economic, and
environmental conditions determining their opportunity or need.

Three different, although interconnected, generating conditions are explored
within the three selected projects shown, all concerned with actuality
themes at a global level:

1. The evolution of workplace strategy of the prime Italian telecommu-
nications company, tends to escape the traditional hierarchical and
static space, swerving toward a dynamic configuration (smart working
concept) of the workspace capable of promoting unpreceded flexibility
and mobility: the new Telecom Italia Rome Pomezia Headquarters
designed by Interplan? Architects.
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2. The theme of environment impoverishment, resulting from the condi-
tions of extreme urbanism characterizing contemporary China, is the
focus of Green Living Project, developed by Interplan? Architects for a
Shanghai start-up company. As an antidote, the scheme explores some
of the prophecies anticipated by the European avant-garde in the last
decades (Residential Agriculture / Urban Agriculture), coupled with
state of the art technology for energy and environmental sustainability.

3. The consolidation of Western security assets, associated with social
and political events that shaped our current epoch, materializes in
the upgrading of NATO infrastructure in Europe and in Italy. The
military organization migrates to the spatial and organizational stan-
dards widespread in current corporate realities: the new NATO JFC
Naples Headquarters.

The installation is comprised of three separate panels, made of the mate-
rials that most characterize each project. Thus, the Telecom project panel
is coated with a RAL 3028 Liuni red vinyl flooring material; the Green Living
project panel is built of Chinese Cypress slats, and the NATO project is
framed by a composite aluminum panel, in some cases documenting, in
others anticipating, the actual Existence of re-thought built form.
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Daigo Ishii

Think about a locality

In architectural history, various styles were generated and expanded to
other areas from their place of birth. Such styles that had a nature to share
might be regarded as Internationalism of some kind. In such Internation-
alism, nature in the original place was ranked as the authenticity that others
should follow, and others had to add something to the authentic nature to
differentiate them. Something that they adopted was a locality. There, the
follower was an imitator and was evaluated lower than the original.

That is really correct?

If we change the standing point, would a different viewpoint not appear?
The followers might achieve no metamorphosed version of the original but
the re-interpretation of a locality by the new style brought from the out-
side. For example, should not the National Romantic in Scandinavia be
positioned as the North European version of Art Nouveau instead of a
progressive form of the local style re-interpreted by Art Nouveau? Would
the 1960’s works by Kenzo Tange not be a Japanese digestion of Mod-
ernism imported onto the local style, or rather local style corresponding to
the new scale and technology of Modernism?

House of Toilet is located at an isolated island in Japan. The composition
between the island as a periphery and the main land or a big city as the
center looks similar to the relation between the main house and a toilet
separated from it in the island. However, the history shows that the island
once had been a small center where a liner had directly connected with
the capital, and it is the only place in Japan where locals speaks the capital
dialect of that time even now. Through the design of House of Toilet, we
intended to change a toilet as a peripheral place into the center of the
island and to remind the island that it was the center.
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At first, 11 slits of light crossed the building. 6 slits point in the direction
from the island to 6 major cities on 6 continents. Those localize the coor-
dinates of the island in space and make relative the big cities regarded as
the center. Meanwhile, 5 slits of the rest show the solar orientation at 9:00
a.m. on the day of traditional ceremonies and the summer and winter
solstices. Those localize the coordinates of the island in time and let locals
know the visit of the season. Then, some of the island’s various landscapes,
such as the inclination of a roof, color of the exterior wall, the type of finish,
or the well for collecting a rain water, are reflected on the building with a
delicate gap that makes aware the island’s identity for visitors and locals.

The final form was continuous with the locality and independent from it
in the degree that they do not feel a sense of incongruity. House of Toilet
is the re-interpretation of the locality, but it does not depend on Interna-
tionalism, but the locality itself to surpass the locality. We call this type of
design Inter-Localism.

In a time when the world suffers for the spell of the Globalism, a way to
match to it through architecture must be Inter-Localism, and architects
utilizing this methodology appear in numerous places across the globe,
connecting like a horizontal cloud.

To think about a locality is to open up the coming future.
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Bengt Isling

landscape architect at Nyréns Arkitektkontor AB

Tracks of Landscape

Landscape architecture has evolved the close view of nature during hun-
dreds of years, long before the environmental movement and international
agreements on climate change. The robust relation to nature can be exem-
plified by the famous City Hall of Stockholm. It appears to be built on solid
bedrock where the eastern terrace of the brick building rests on a piece of
the Stockholm Archipelago. But if you look closely at the founding rock,
you see that it is divided into smaller units. The rock is actually taken from
the archipelago and moved to the site in pieces and joined together like a
great jigsaw puzzle. The architect Ragnar Ostberg and the leaders of the
city in the 1920’s wanted to show that the City Hall stands firmly on solid
ground and not in the deep mud, as it in fact does. Metaphorically, this
illustrated a city government that is safe and secure. The approach also
explains Stockholm as a city founded on a number of islands in the archi-
pelago, like a Venice of the north.

This is an example of landscape architecture that consciously relates to
the site, though the site here is completely man-made. Landscape archi-
tecture can be described as the transition between the built and natural
world, which becomes obvious in this City hall case. Sven-Ingvar Andersson,
once a professor at the Academy of Arts in Copenhagen, has put it this
way; "The garden design idea is to make a connection between man and
nature". However, man is still a part of that nature, and this dichotomy is
there to help process the thought.

In my practice at Nyréns we deal with these ideas in our park projects. In
addition to all the contributions of a park, like space for recreation and
ecosystem services, they can also play a significant role for the urban
citizens’ self-esteem. Taking this a step further, it is easy to see that not
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just the parks but rather the entire city, which is designed in a site-specific
way, can help to clarify nature in a wide sense. The structure of parks,
streets, and houses can make it possible for us to understand more about
our own vulnerability, our dependence on nature for our survival, and thus
our own nature of existence through time. This includes everything between
urban planning and the detailed design of urban spaces, or even the for-
mation of a bench made of stone.

This exhibition highlights urban landscape in three distinct projects in
Stockholm. All of the landscapes are tied together through the bedrock,
the soils, the water, and the climate around the city of Stockholm. The idea
is to present the nature of the city, the Urban Nature. It is therefore an idea
of sustainability; how to use resources wisely, etc. Furthermore, the concept
is based on an article | wrote in the Journal of Garden History to introduce
a topology of Stockholm parks and urban spaces. In this exhibition | show
three of my own projects based on this typology: A Hilltop park, Arstaberg-
sparken, a park in a Fissure valley, Norra Bantorget, and a Shoreline park,
Hornsbergs Strandpark. The exhibition concept will be to show all three
projects in a wooden model as a section of the landscape with layers of
bedrock and soil underneath. Beside the model is a stone bench, available
to sit on and interact with, to relate to the model, and to showcase the
textural quality of Swedish bedrock.




Jakob + Macfarlane

For this biennale exhibition, Jakob+MacFarlane presents three projects
that were born out of sites within ‘the abandoned city’ — undeveloped,
forgotten, post-industrial urban areas that have become the subject of,
and an example for, the challenge of tackling urban regeneration projects
in today’s cities.

Landmark projects such as the Docks of Paris, the Orange Cube, and the
Green Cube in Lyon have each found ways to bridge the past with the
future by rehabilitating existing urban structures, creating a new language
of architecture generated from these past traces and the demands for
innovative urban spaces. These projects act as urban signals that engage
and expose the public to the importance of urban regeneration and the
re-use of our cities’ existing fabric over time.

Jakob+MacFarlane uses parametric technology and research as a tool to
integrate new and sustainable materials, forms and construction methods
in their work. With the three projects presented here, Jakob + MacFarlane
has collaborated with some of the world’s most innovative engineers in
structure, building systems, and sustainable design to create projects that
are both innovative and sensitive to the environment and its users.

Jakob+MacFarlane’s work explores digital technology both as a conceptual
consideration and as a means of fabrication to create a more flexible,
responsive, and immediate environment. Urban connections, thresholds
between the interior and exterior, the facade as an interface between archi-
tecture and the city - these themes are explored at every scale of their work.

Their projects focus on the physical context, which triggers a set of con-
ceptual and technical processes that informs Jakob+MacFarlane’s way of
seeing and experimenting.
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Evan Joseph

My photography in this exhibition is concerned with the outward projection
of New York City as it is presented to the world at large in the 215t century,
striving to offer an idealized view of reality and the possibility that archi-
tecture can be transformative, elevating the human experience. In creating
brand-defining images for the most famous buildings in the world, from
One World Trade to The Empire State Building to the emerging super-tall
towers of “Billionaire’s Row,” my work defines the aspirational aesthetic
of “luxury architecture,” using form and space to frame the promise of
the cityscape and evoke both desire and awe.

In the evolving landscape of New York, | am fortunate to have a front-row
seat on the rapid rise and transfiguration of the newest and greatest
monuments of the city. Each of these buildings is at the grandest scale
of human effort, on the largest stage in the world, and is dedicated by
their creators to the perfect match of time and space, the delicate dance
of defining their moment with the tools to support daily life. It is my job
and my privilege to ensure that the craft and symbology of every design
gets captured for history, contextualized for our uniqgue moment and rei-
magined as fine art.

| am so often perched on the edge of a rooftop waiting for the “magic
hour” or dangling over a skyscraper from the open door of a helicopter
that the sky over New York feels like my native habitat. | am drawn to the
intoxicating palette that is New York from above where weather and
wattage mix with glass, steel, and stone in the endless visual variations
that inspired this body of work. Whether | am aiming to reinterpret a well-
known landmark or to build abstractions from the grid below, | twist, turn
and climb to capture that perfect moment when light and geometry
develop into color and composition.
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The juxtaposition of gilt and grit required to build any part of the New
York landscape hits every viewer in the heart as well as the eyes. | work
to fill my urban still lifes with this same amalgam, combining shape and
light to at once reveal the details of individual design and to mold dispa-
rate parts into a harmonious whole. Back in my earliest days as an artist,
| carefully created still life compositions to paint and draw. Now, | focus
on creating compositions from the built environment itself that ignite the
drama of architecture in the imagination of the viewer and help to trans-
form the urban experience into the sublime.
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KARAWITZ

After architectural studies in Vienna and a few years of practice with
internationally renowned studios (Roland Rainer, Vienna, Massimiliano
Fuksas, Paris), Paris based design-studio KARAWITZ was launched in 2006
by Milena KARAnesheva and Mischa WITZmann.

From the beginning, KARAWITZ is engaged in essential architectural issues
and understands construction as responsible working within and for the
benefit of society. Within a holistic perspective, the design-process is con-
ceived as a function of exterior and interior influences on the design-object.
In a pragmatic approach, KARAWITZ’s intention is to convert the existing
constraints into advantages.

KARAWITZ'’s architecture is free of any ideological or dogmatic restric-
tions, is tailored to the requirements of users, and is sensitive to the
existing environment. “Function” is understood in its broadest sense,
including concepts such as “beauty” or “security”, or perceptions such as
“density” or “lightness”.

Environmental considerations play a key role in KARAWITZ's projects. “Eco-
friendly architecture” is not misinterpreted as a stylistic concept, but should
be seen as the logical consequence of a responsible attitude to natural
resources and the respectful treatment of one’s surroundings and the

environment.

KARAWITZ employs all currently available technical resources and methods
with a view to achieving maximum “utility” in the sense described above with
minimum expenditure and the least possible damage to the environment.

With its widely acclaimed "Bamboo-house" in the suburbs of Paris, KARAWITZ
sets an example of sustainable architecture in which usefulness, simplicity,
and pragmatism combine to form a poetic unit. Built in solid timber-con-
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struction, the small house is the first architect-designed certified passive-
house building in France.

“The conceptual idea may be quite simple. | also do not see that everything
has to be new. People often tell me: “We already know what you are telling
us”. My only response to that is: good. | want what’s right, not what’s new.
If something is absolutely right, it will also be new in a certain sense, as no
brief, nor the method for its execution, is exactly identical to the last one.”

— Roland Rainer, Austrian Architect, 1910-2004




Keiko + Manabu

In rhythm with the great Earth the waltz begins, the first words of a spell...
“Statuario, Cipollino Apuano, Bardiglio Nuvolato Grigio Verde.”
In and out of the light falling from overhead you frolic together.

Joining hands now, you turn in a circle, and with lifting joy your turning
forms a gentle arch in the air.

And now the children of yesteryear hold hands too, and gently the three-
corned waltz begins.

Tucked in at the foot of Mt. Kozuka the pulse of new life...

Spring Waltz, at the POLA Museum of Art, Hakone Japan

2014 House of Procecco Marble h 1600 Time Space and Existence 2014
2015 Spring Waltz Marble h 1600 POLA Museum of Art

2016 Hummin’ Bloom Titanium h 300 Time Space and Existence 2016*
2016 Black Birds Wood h 2700 Tomoko Kodera Jewelry Show

2016 Dancing Stage MDF h 1000 Hankyu Umeda Department Windows

The “Time Space and Existence” experiments to be continued.
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Taeman Kim, HAEAHN Architecture, Inc.+ H Architecture PC

Two Cases of Public Architecture:
An Ancient Future/An Evolving Past

Architecture and Urbanism on a Roller Coaster of Modernization

Over the past half-century, all aspects of South Korea have gone through
a roller coaster of modernization, industrialization, and democratization.
The country’s architecture and urban environments are no exceptions. The
first of two projects in this exhibition, MPPAT (Master Plan for the Public
Administration Town), exemplifies the government’s desire for a shift of
weight away from the 600-year-old capital, Seoul. The second project, the
National Assembly Smart Work Center and Press Center, is situated in the
National Assembly complex in Yeoido, Seoul, a site symbolic of Korea’s
modern democratization.

MPPAT: An Ancient Future

In 2006, an international design competition was held for a master plan
to relocate the administrative center of Korea to Sejong City, located
121km south of Seoul. The competition guidelines distilled the govern-
ment’s desire for a new era of communication, transparency, and democ-
racy. The competition-winning master plan, “Flat City, Link City, Zero City”
was designed by a team led by Haeahn Architecture and H Architecture,
respectively responsible for the architectural and urban design. The land-
scape design was the product of Balmori Associates. The master plan
proposed a topography-based network of streets layered upon a modern
grid of boulevards. Upon this system a 2-kilometer-long structure, housing
government facilities, an elevated garden, and an open ground level would
be constructed. The proposal represented a process of establishing a new
architectural order while materializing an ancient future based on history
and past experience.
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Ten years after the groundbreaking, the environment surrounding the
project is still taking shape and not without growing pains. Much of the
dynamic topography that had been an integral foundation for the design
process has been leveled, and the proposed openness of the facility’s
ground level, which was to symbolize the new government’s transparency,
has been mostly fenced off. Adjacent sites remain largely vacant. The town
and its inhabitants still hope that one day the area will take on an identity
that is more congruous with the civil ideologies laid out in the master plan.

National Assembly Smart Work Center and Press Center: An Evolving Past
Once used as a landing strip, Yeoido, an island along the Han river, became
a new urban center with the construction of the National Assembly com-
plex in the 1960’s. Even today the rigid, grid-based site exudes a strong
sense of order reflecting the authoritarian political climate of that time.
Traces of decades of sociopolitical change are surprisingly absent. Between
the constraints of the site shape and the underlying subway line, Haeahn
Architecture and H Architecture designed the National Assembly and Smart
Work Center and Press Center as a hybrid solution, converging perceptible
urban conditions of the past with invisible strata of the future. This con-
vergence is an architectural process that is conservative yet contemporary,
restrained yet dynamic: a process that aims to bring a modern evolution
to the spatial legacies of Korea’s past.




Johannes M. P. Knoops
Art in Architecture

Venice Re-Mapped

An animated voyage through an alternative Venice... a Venice depicted
through the idiosyncratic maps of Venetian business cards

As a lagoon-city, Venice has a unique urban morphology that engenders
an equally distinctive means of wayfinding.

Venetians rely on a forma urbis giving preference to landmarks, edges, and
nodes rather than street addresses. When giving directions they abandon
all references to sequential numbering. Often their directions are narrative-
based: “30 meters from the Rialto Bridge,” “to the left of San Polo,” “in the
Campo Santa Margherita.” The ubiquitous maps found on Venetian busi-
ness cards (biglietti da visita) reveal how a Venetian understands and
imagines his city.

Using no single cartographic source, these business cards rely on hand-
drawn pictorial representations to orient patrons. Highly fragmented and
not drawn to scale, these drawings alternate between perspectival-view
and plan-view. Many of these maps volumize landmarks while flattening
surrounding buildings to achieve legibility. By exaggerating the size of
landmarks relative to their context, they create a new hierarchy rooted in
issues of subjective significance. These are not misrepresentations, but
portals to another Venice... a more intuitive Venice... a non-Euclidian Venice.

“Venice Re-Mapped” is an animated voyage through that alternate Venice.
It collages the maps found on over 200 Venetian business cards into a
single digital model, allowing another city to emerge ... a Venice that is
magical yet oddly legible. Within this city exist many Rialto Bridges,
numerous San Marcos and a variety of contradicting perspectives.
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In the gallery, the animation is both projected on one wall and reflected
on an array of mirrored vinyl map pieces to create a site-specific immer-
sive environment — a Venice within Venice.

As Kevin Lynch wrote in his seminal book “The Image of the City”: “Most
often our perception of the city is not sustained, but rather partial, frag-
mentary, mixed with other concerns. Nearly every sense is in operation, and
the image is the composite of them all.” Though focused on one city, “Venice
Re-Mapped” contributes to our global understanding of urbanism, percep-
tion, behavioral geography, and architecture. It peeks into and exposes a
Venetian’s poetic understanding of their city while suggesting that similar
highly subjective modes of navigation exist throughout our world.




Renate Krammer

By Renate Krammer & Roman Grabner

Lines

The reduction to the line is an attempt to free it from that which is unnec-
essary and to emphasize the essential.

The line is in a sense also a metaphor for things that come into being and
thereby leave behind perceptible traces of an existence.

As a primary element of design, the line is in its reduced usage not at all
of simplistic nature, for the line in itself becomes loaded with meaning.
Through variations of form or through the proportions of variations to one
another, lines become charged with energy. Nevertheless it remains open
to the attention of the viewer whether the spaces between the lines or the
lines themselves become the focal point.

A line develops: the pencil/the paint glides — every emotion causes a varia-
tion. Thus the line turns into an expression of every movement.

The tip of a guided pencil naturally assimilates itself to the material cir-
cumstances, will be influenced and changed by the corporeal properties of
the paper - soft and hard pencil leads; fine, smooth, rough, coarse paper
- the inadequacy of the hand and finger - everything that leaves behind
traces and variations. No stroke, no line is identical with another.

Meditative, apparently calm: everything in motion becomes visible in fine
subtleties. Though the line — drawn freely by hand — arises expression that
is comparable to handwriting or a musical score; written script without
words that generates poetry.

In today’s world, where the spectacle stands to such a degree in the fore-
ground, delicacy and minimal representation become subversive.

| want with my reduced work to compel a more exact observation — one
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searches to find the key to the work and decode the alleged hidden infor-
mation. However, there are no connections of meaning given - the only
meaning lies in the eye of the viewer, in the time and attention that one
dedicates to the work. Empathy for the immediate and the insignificant
should stimulate pauses and make visible the factor of time.

Appropriations of Space

Renate Krammer’s concept for the exhibition “Time-Space-Existence” envi-
sions a space no longer defined by the conventional parameters of length
by width by height, but rather through specific intensities that enable dif-
ferent perceptions of space. Ever since the “Spatial Turn”, space has been
understood no longer as a Cartesian box, rather as a field of possibility, as
a cultural dimension. A room should not merely be entered more or less to
be in it, rather one should enter into a relationship with this room, interact
with it in order to achieve a different, longer-lasting experience of space.

Carrying further the thoughts of Peter Sloterdijk, Krammer comprehends
space as a multidimensional fabric of correlations, how things, architecture
and people are intertwined. Her focus lies especially on the way they are
interwoven, because different manners bring forth different qualities of
space. To design a room is therefore with intention “to enter into a fabric
in which diverse experiences as well as insights take place and begin to
make alterations in the weave of this fabric”, as the architecture theorist
Franziska Hederer once wrote.

For the Palazzo Mora, Krammer has suggested an installation in which a
fabric is literally stretched out in the room. From a loose net suspended
beneath the ceiling, twelve drawings are hung which are near life-size and
seem to float in space in such a way that the graphic structure of the
drawing sheets are visible from every position. The alternating taking-in of




various observational perspectives is also to be understood as a strategy
of opening up the space. At the same time, the spatial quality of the work
should be emphasized by the lighting and their casted shadows made
visible on the walls.

Drawing is in general thought of as being the medium of artistic experi-
mentation and immediacy of expression, as being the most spontaneous
formulation of what one feels in the very act of seeing and of thinking
(Walter Koschatzky). However Krammer, as draughtswoman, confronts this
idea of spontaneous, creative effusion with concept and deceleration. With
repetitive persistence, she draws horizontal lines with steady frequency and
intensity from the top of the page to the bottom. With their dense sequen-
tiality, the individual line loses its meaning in support of a planar fusion,
one broken through small hooks or omitted linear features that impart a
semantic structure to the whole. In their calm progression, the level lines
melt into optical nets, which both reveal and hide upon the semi-trans-
parent silk paper.

On the opposite side of the installation are three picture-objects which take
up the theme of the horizon addressing the boundaries of space. Krammer
has engraved horizontal lines in four sheets of plexiglass positioned in front
of one another over a black background. As such, the work gains the effect
of spatial depth and opens an abstract landscape view, which in sense of
the original German definition of boundary references the spaces on this
side and the other of a line.

The last work in her room is a video which shows the process of drawing
lines, one that ultimately reveals the icon of a book. Whomever draws a
line, does indeed draw the line. The drawer registers, notes down, sketches
and essentially follows the concept of recording even as a book does. The
spectrum of meaning of the book symbol as carrier of information, as
overcomer of boundaries, as cultural asset is near immeasurable; hence
the reference here to the time horizon of the process of making both a
drawing as well as a book, revealed symbolically in the video.

The appropriation of space, the sounding-out of its limitations, the drawing
of lines and the experience of these lines is always a perception of and
reflection upon the boundaries of space. And since our body is our organ
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of perception and our reference point to the world, one can in the truest
sense of the word speak of “borderline experiences” when perceiving the
works of Renate Krammer in her room.




leeMundwiler

Call it a “situation”? It can be a thing or a place. It can be a cultural or
universal matter that we would have never thought of or we would have
never seen or been, like Inuit's ONE HUNDRED words for ‘snow’, or the
fleeting chirp billions of years away coming from outer space. Time col-
lapsed in space and time and space that define the uni(?)verse prescribes
our being.

“CHILL" is an interactive architecture that has its own game plan.

It is one of many gestures in perceiving architecture with a distinctive
vocabulary. Further, it contains a metaphor calling out the imminent peril
of our existence. Its broad purpose is for users and viewers to become
aware of how intricate the interconnected world we are in is.

By employing the technological and mechanical applications outside of
architectural norm, the intention here is to investigate how the new system
that is nearly polar-opposite to the reciprocal design approach would dis-
turb the architectural principle we consent to. This calculated approach is
to provoke the system of static, inflexible, and archaic that limits design
on a complex and experimental plane. Even though computation is not a
final destination, the parametric design tools require us to logically think
in a different algorithm that, subordinated in it, offers new uncharted
opportunities to explore further. Therefore, the ambition of this experiment
is not to answer, rather to question.

What if architecture is no longer a static entity; rather, it is engineered to
be an animated autonomy that self regulates its own destiny as a living
organism that thrives in a challenging environment. It endures and is
adapted to ever-changing conditions by reacting to the external forces:
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CHiLL, animated with its own game plan, awaits.
A provocateur appears on the scene with its own determination.

CHILL awakens, perceives, and triggers gnostic movement.
The movements of the two is synchronized and engaged in
an interactive play.

The exterior surface is consisted of 500+ movable mechanic nerves,
attached to the core spine. As an instigator enters the inner space of
CHILL, the sensor perceives the visual movement of the instigator. The
data will be delivered to the “brain” for analysis, interpreting “meanings”
to control the mechanic nerves on its exterior in reaction to the instigator's
appearances and actions within.




Lewis and Gould Architects

Webster’s dictionary defines Time as the indefinite continued progress of
existence and events in the past, present and future. Space is a boundless
three-dimensional extent in which objects and events occur and have relative
position and direction. Existence is the state of living and having an objective
reality. Each definition delineates an architectural reality and places each of
us as viewers in a constantly changing network of relationships.

Architecture is where all of these converge. Work displayed at the Venice
Biennale 2016 by its very nature carries on a dialog with history. The
juxtaposition of old and new give the Viewer, the User, and the Architect a
fresh and moving perspective.

As we trace our history through our architecture, we define our purpose
as architects responding to a changing world. We embody a collection of
completed projects and issues studied over the past 30 years. Viewing our
work in time and space, we see responses that strive to expand solutions
to technical and fiscal challenges while continuing to create from our
nature of place making.

Our Work is efficient, beautiful, conscious of the conservation of resources,
and focused on reducing the impact on the environment. We continue to
believe in educating our clients, students, and the public of the world of
possibilities and realities. Our net is wide. We see architects, at heart, as
problem solvers. We remain challenged to hone our skills and use our
strength and our consciousness to guide us toward new solutions.

Take light as an example. Light, to us, is real and tangible. The transference
of light can be magical and open spaces, yet now we study the transference
of light through triple glazing. While we pride ourselves on accentuating
the richness of materials and detailing exotic woods and metals, we now
pursue recycled materials with the same goal of creating inspiring pieces.
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We often create versatile forms that provide multi-purpose solutions. We
prepare for future possibilities whenever possible. Example: a studio pent-
house knit with one angled roof, raised to receive the even northern light,
and a long flat roof with a large overhang. The angle is ready to accept
solar panels in the future and the flat roof was to be converted to a green
roof for cooling in the summer while also shading the expanse of glass
facing the view of lower Manhattan.

Our work has recently centered on the design of a net-zero home outside
New York City. This home taps our passion for being environmentally
responsible and brings new excitement to the world of the integration of
systems. We continue to discover new materials. We expect our work to
transition to Net Positive as we pursue correcting our carbon imprint, not
simply staying in balance. We are also engaged with our community to
apply new guidelines.

The reflection on our existence as Architects takes us through both time and
space. We have moved from very specific roles in our society to becoming
part of our community in a different way. We believe our existence is rel-
evant. We must and will stretch to understand how to use our skills and
abilities to solve the problems of natural and man-made disasters and help
to restore a sense of peace and purpose through the creation of place.




Lieven Lefere

Suddenly | stopped. Between my eyes and the horizon a sensational event
has occurred; a vertical rock, in granite, is there, upright, like a menbhir: its
vertical makes a right angle with the horizon. Crystallisation fixation of the
site. This is a place to stop, because here is a complete symphony, mag-
nificent relationships, nobility. The vertical gives the meaning of the hori-
zontal. One is alive because of the other. Such are the powers of synthesis.!

The point of departure of the work La raison des ombres? is the mauso-
leum of the former Vietnamese leader Ho-Chi-Minh. This building, with
adjoining public space, was constructed during the mid seventies in Hanoi.
It was designed as a unifying symbol for the Northern and Southern parts
of the country after the Vietnamese war.

| do not aim to express a political message through the work, though. The
inner space of the mausoleum, the sanctum sanctorum, is presented as a
room stripped of all visible symbols referring to a specific political context.
To me the space symbolizes a reflection on the status of the (photo-
graphic) image and the intersecting lines of photography, architecture,
memory, and history.

My main inspiration behind the production of La raison des ombres is my
fascination for places where it is prohibited to take photographs, which
stands in stark contrast to our over-mediatized world, flooded with images.
Based on rare footage and my own recollections of a visit some years ago,
| reconstructed the inner space of the mausoleum in my studio on a scale
of 1:3. The photograph is all that is left of this large scale model and
remains as a document for presentation.

Compared to former works, such as General Assembly, a reconstruction of
the Assembly Hall of the United Nations Headquarters, my modus operandi
is more or less the same. | recreate the basic architectural space and by
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manipulating or removing most of the existing ornaments and symbols.
Coupled with my choice of materials, | aim to make the space look more
universal. By then adding some small architectural gestures | try to acti-
vate the space. In the case of La raison des ombres | included two adapta-
tions. Firstly, | left out the glass coffin with the embalmed body, which in
reality is the main point of focus of the architectural space and the reason
of its construction. By setting the coffin in its negative space, a sinkhole, |
intend to make this absence of the body visible. Secondly, | made a thin
vertical incision in the main wall to open up the centre of the building. By
allowing the light to flood into the space, it is transformed into a symbolic
camera obscura.

The photographic image freezes time, just as the embalmed body denies
the transitoriness of the body and thus the progress of time. By this ges-
ture a connection is made between the outer and the inner space. Through
the thin vertical line you can catch a liberating glimpse of the horizon. It
was also inserted as a reference to The Museum of Unlimited Extension,
an unrealized building complex designed by Le Corbusier. Inside this
museum the architect drew a labyrinthine trail that leads the visitors away
from the centre of the building. Here and there an interuption of the wall
provides a rare view on the surrounding landscape. In the case of La raison
des ombres, however, the spectator is lead straight to the centre of the
building. The atmosphere of the mausoleum is dark and desolate, but the
incision is offering a vanishing point to the spectator. A mausoleum for the
living conceived as a liberating space where time stands still and existence
is commemorated.

1Quote Le Corbusier, from a lecture in which the French architect describes a walk he
made along the coast of Brittany in 1929.

2Referring to the book La perspective, avec la raison des ombres et miroirs written in
1612 by the French engineer Salomon de Caus.
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Lightroom and Bojana Ginn

Lightroom

Lightroom was founded by William Carpenter, FAIA, PhD, in 2002, and has
flourished over the past 10 years to become an international award-win-
ning design practice for its involvement in Web, Graphic, Interiors, and
Architecture projects. We are an urban studio located in Decatur, Georgia.
We are constantly reinvigorated through our engagement in multiple
design-related disciplines each feeding and complimenting the others and
allowing for unimpeded creative growth.

Our talents and abilities as architects translate into a unique approach to
our graphic and website design projects, with modern Architecture
remaining at the core of what we do. We practice architecture in a way
that is rigorous and restrained, with a strong regional and environmental
focus. We believe that each project contributes to the larger context of our
region, having its particular budgetary, site, and programmatic restraints
and opportunities.

Bojana Ginn

In discovering the relation between what a line can become and time,
space and materials, | explore the plasticity and creativity of human exis-
tence. As the line flows through dimensions and materials, it becomes a
path in space, a tangle of fiber, a pencil drawing on a wall. It becomes a
choreographed projection of photons, a digital sentence, the trail of a hand
exploring the surface. In a time of unprecedented technological and sci-
entific development, we are constantly re-inventing what it means to be
human. We are incessantly attached to our digital devices. Our pollution
has changed our environment, and our polluted environment acts back on
us. Genetic engineering techniques are applied to the human genome. We
hear about meta-bodies, the 3D printing of organs, and cognitive and
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psychological computer implants to enhance our minds. Right in front of
our eyes we are evolving into a new species. Still, our mind and our bodies
react best to natural materials and environments.

| am interested in re-defining our relationship to ancient materials. My
installations are landscapes of light, protein, and DNA, advocates for envi-
ronmental healing. Manipulated in a non-traditional manner, fibers of wool
(protein & DNA) are stretched into non-existence, exposing the microcosms
of organic tangles, presented as 3D drawings. The organic, biodegradable
material is molded into Platonic forms, suggesting new utopias. Working
in synergy with fiber, projected digital spaces are the sources of light and
shadow. A video is a drawing in action, revealing the manipulation of a line.
As such, it displays the flow of thoughts, exposing itself as reflection, a
mirror of consciousness and creativity. As the line molds itself through
various forms, the work is asking one question: Can our relationship to the
natural world and new technologies be re-adjusted?




Fumihiko Maki

Maki and Associates in association with AAl Architects
Beyer Blinder Belle Architects & Planners

In June of 2003, one year and ninth months following the tragedies of
9-11, Maki and Associates solicited interest by developer Silverstein Prop-
erties to join a team of architects in the reconstruction efforts at Ground
Zero — The World Trade Center. An initial site visit of the massive destruc-
tion, including a project briefing surrounding its master plan, materialized
in September of the same year with no specific assignment. A period of
three years had lapsed while the developer was finalizing the complexities
of the Commercial Design Guidelines outlining the key principles and
requirements of the redevelopment with the land owner, the Port Authority
of New York & New Jersey that also included other stakeholders such as
the Lower Manhattan Development Corporation, the 9-11 Memorial Foun-
dation, and the City of New York.

Only in March of 2006 was Maki and Associates formally appointed as the
architects for 4 World Trade Center alongside Foster & Partners (2 WTC)
and Rogers Stirk Harbour (3 WTC) while the design for 1 World Trade Center
by SOM was well progressed. The undertaking of the commission of a large
scale skyscraper overseas entailed a most serious commitment for Maki
and Associates and of its ability to secure a high quality of work that has
been the pride and character of its practice delivered by an architecture
atelier. Over the first two years, monthly design presentations to Larry
Silverstein and Silverstein Properties ensued in New York. A task force
office was established on the 10 Floor of 7 World Trade Center adjacent
the site with full time representation from all architects and engineers to
enable close and timely coordination throughout all design and construc-
tion phases. The process to achieve this building has been a 24-hour daily
operation over the course of the past seven years.
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4 World Trade Center belongs to a collective group of buildings founded
on the redevelopment master plan by Studio Daniel Libeskind known as
“Memory Foundations”. It is the first completed building on the original
16-acre World Trade Center site and is the fourth of five skyscrapers
intended to form a spiral composition of stepping buildings encircling the
National September 11 Memorial Park. Provided a corner site, the project
occupies a full city block bounded by Greenwich, Church, Cortland and
Liberty Streets and is adjacent two parks in a rare privileged setting within
Manhattan. The building is prominently staged onto Memorial Park on the
west and faces Zuccotti Park on the southeast corner, becoming a portal
to Wall Street and Lower Manhattan.

The 72-storey building reaches a height of 977 feet (298 meters) and
contains 2.3 million square feet (213,700 square meters) of office and
retail space. The offices comprise 56-floors in two distinctly configured
floor plates in three vertical sections. The larger of the two in the low and
mid-rise sections is 44,000 square feet in the shape of a parallelogram
echoing the configuration of the site. The high-rise section is 32,000
square feet in the shape of a trapezoid that gives the building a triangu-
lated sculptural effect that is chiselled at the top. The form achieves a
sense of a rotational pivot at the corner to contribute to its role in the
formal composition of the master plan.

The tower is designed to create a strong sculptural effect with a quiet
presence. Seen from a distance, it can be identified as a minimalistic
sculpture with its angular profile that distinguishes itself in the skyline.
The building is clad in colorless silver glass that dynamically changes
appearance depending upon the time of day, weather, and light. It trans
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forms itself from a distinct sculptural object to one that blends and
becomes a part of the sky with a glazed and metallic materiality. Each of
the 11,000 structurally glazed curtain wall units are detailed with a single
lite of insulated glass that is 5 feet wide by 13 feet 6 inches high con-
cealing the spandrel section at the floor / ceiling cavity via a horizontal
touch mullion to enable the tower to express a highly abstract quality.

The building reveals itself as a piece of architecture through space, tactile
materials, their colors, and refined details upon closer approach. Upon
arriving at the base of the tower, one is unable to discern the large building
as a complete entity. Unlike pure sculpture, the building clearly establishes
a sense of place that is not only visual but one that is felt through rich
spatial experiences.
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Manasaram Architects

Manasara... is the name of the ancient saint who wrote the oldest treatise
on Indian Architecture, Vastushastra, defining the role of an Architect.

For creating a Space for human Existence transcending Time, it is desir-
able that the architect designs projects to cater to all the three faculties
of Man - Physical, Psychological, and Spiritual; this is possible by using
the PanchTattvas, the five elements — Earth, Water, Fire, Air and Space as
elements of design.

An architect is a catalyst of change in society, creating stage sets for
various activities of human life to take place on this earth. As architects
we challenge ourselves to achieve a balance between Responsible Cre-
ativity and Creative Responsibility in all our projects to come up with
holistic solutions.

Our exhibit Symphony of the Bamboos expresses the above on three levels.

Bamboo: a Metaphor-Bamboo is a natural, humble, elastic, adaptable,
versatile, efficient, and holistic material. At Manasaram, we take our pro-
fession as service to society — connected to people and nature at all times.
We try to be adaptable, versatile, and look for simple, efficient solutions
just like the Bamboo. Secondly, traditional buildings with bamboo are sym-
biotic and part of our culture. Bamboo in that way symbolizes the need of
the hour for the architecture profession to become Symbiotic and Social,
rather than individualistic and elite. Bamboo is a metaphor for the way
human existence itself should be on this earth — Humble!

Bamboo: a sustainable Material — Recent research and development has
shown bamboo to be extremely resource efficient and a versatile material
for the building sector, capable of solving major issues of sustainable
development, especially in developing and under developed countries. This
can also resolve the problem of resource equity of natural resources.
Bamboo serves the triple bottom line of Sustainable Development — Envi-
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ronmental security, Economic prudence, and Social justice all at the same
time. It can provide cost effective, safe and aesthetical housing, livelihood,
security, eliminate poverty and crime, low carbon emissions, and fast seques-
tering of carbon and liquid fuel and energy! That's bamboo for us!

Bamboo: the Engineering material - Bamboo can replace many highly pro-
cessed engineering materials with high energy balance in the construction
sector owing to its inherent properties. The physical structure and chemical
composition of Bamboo has the properties of highly efficient materials. Its
high fiber strength makes it the only replacement for steel, especially in
small buildings and the housing sector that forms the largest chunk of
construction. It can replace wood in almost all its applications. It forms excel-
lent composites with a variety of materials suitable for many applications.

Bamboo with mud and stone can create a new vocabulary of architecture.
We are showcasing our journey after adding bamboo to our palette of mate-
rials in a wide range of buildings like housing, leisure, institutional, infra-
structure etc. We developed each of the projects as participatory research
based solutions in terms of materials and structure along with spatial, eco-
nomical, ecological, and social requirements with CGBMT, Aditi Constructions,
and Dayalbagh University, Agra, India.

Our office Bamboo Symphony is the major project presented depicting our
principles, the symbiotic character and culture of Bamboo and the physical,
chemical, ecological, and environmental properties of materials expressed
in the architecture as form, function, and aesthetics of the building. The
building connects the past to the future.

Symphony of the Bamboos celebrates the triumph of nature, unleashing the
potential of natural materials, processes, and symbiosis!

Because... “It takes a whole orchestra to play a Symphony”!
Halford E Luccock







Mangera Yvars Architects

Our view of architecture is drawn from our overwhelming interest in
urbanity and identity. By this we mean what the impact of architecture
is beyond the immediate and specific question of ‘the building’. How do
we blur the boundaries between where our architecture ends and where
the city begins?

What mechanisms are in place in order to anchor our architecture within
both its context and within an existing landscape? Our idea of landscape
refers as much to terrain and topography as it does to demographic, social
and cultural landscape, or urban phenomenon such as congestion and flow.

Our approach is through the idea of ‘architecture as landscape’ from which
we address the key issues of our day such as the changing way we live
and work, our basic requirements for shelter, our desire for better urban
space, and our absolute need for sustainable cities.

As an international practice we are constantly dealing with identity and
how people relate to our buildings and accept them as part and of local
culture while simultaneously being of its time.

Many of our projects are located in Middle Eastern nations that are under-
going rapid transformations. Whilst investment in infrastructure and plan-
ning accelerates, the pace of development accelerates as well; therefore
there is a growing realization that culture and identity are being lost. MYAA
has been working across the region for a decade exploring the question of
what is contemporary Islamic identity in the form of cities and urbanism
as well as architecture. The recently completed Qatar Faculty of Islamic
Studies (QFIS) represents the integration of faith, culture, identity, and
learning space.
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It is through these terms that we relate our architecture to the title of
this exhibition. We do not think of space in terms of boundaries but in
terms of transitions.

Time and space are inseparable, and both are transitional. The city and
landscape, social and topological, change over time, and our architecture
mu