'COOP HIMMELB(L)AU

DEFIES THE
SKY AT BMW.




CEILING & WALL | SYSTEMS

[ Between us, ideas become reality.]®

2' x 6' Infusions® Accent Canopies | Graphix Dots Red/Grape and Solid Goodness Grape
Lancaster General Hospital, Lancaster, PA | IKM, Inc., Pittsburgh, PA




Infusions® Graphix are the latest playful addition to our Infusions accent canopies line. They come
in an exciting range of screen-printed designs with a different visual on each side. So you're free to

choose the look that works best for you. Mix and match Graphix with our complementary solid colors
and patterns to create an Infusions bouquet. No matter which side you choose, it's sure to be spot on.

(Armstrong
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SOOT ON

visit armstrong.com/infusions call 1-877-ARMSTRONG
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environmental
responsible

Can a curtain wall be as environmentally responsible as a windmill?
If anyone will find out it will be Oldcastle Glass: Why? Simple.
While many curtain wall manufacturers are jumping on the “green”
bandwagon—we are the only curtain wall company that can also
custom manufacture glass. So our perspective and opportunity are
unique. We call that opportunity Oldcastle Glass® Envelope: It's a
commitment to forward-thinking technologies that lead

to more responsible building envelope solutions. We're

leaving our mark—just not on the environment. Call

us at 1-866-OLDCASTLE (653-2278) or visit us online

at the new www.oldcastleglass.com to learn more.

OldcastleGlass’ Where glass becomes architecture”
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111 South Wacker designed
by Goettsch Partners is

the first building to win
LEED-CS (Core and Shell)
Gold certification from the
U.S. Green Building Council*
Curtain Wall custom-engi-
neered by Oldcastle Glass®
*architecturalrecord.com

Our environmentally
friendly Curtain Walls
can incorporate our
exclusive SunGlass
which cuts energy
costs by reducing
the sun’s heat gain.

<



The beauty is what
you don't see.

Introducing Optik, the ultra-minimalist
he traditional glass shoe rai

Optik creates the impression of complete
I eate I It

rency with structural glass panels

| attachment brackets match the

liscreet stainless steel mounting t

for a fully coordinated de

CIRCUM™ HEWI® d line™

I 'HD' Railing Systems

www.hdirailings.com e 717-285-4088
3905 Continental Drive ® Columbia, PA 17512 USA
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The New Standard in Water Efficiency

SLOAN

€CAS

The World’s First TRUE Dual-Flush
Electronic Flushometer

o
s N

The new Sloan ECOS™ Dual-Flush Flushometer
is the first electronic valve of its kind. Advanced
Sensor Technology allows for hands-free
operation while still delivering water-saving

& dual-flush performance. The valve senses the

; user’s proximity and duration and delivers the
proper flush volume based on these factors.

<\ Intuitive dual-flush override buttons ensure
3 efficiency. Whether flushed manually or

automatically, the new Sloan ECOS offers
unequaled efficiency and reliable performance.

* Smart dual-flush sensing technology delivers
appropriate flush volume — automatically

* Ground-breaking water efficiency
* Intuitive dual-flush override buttons
* State-of-the-art sensor eliminates false flushing

For more information, go to
www.waterefficiency.com.

Generating Efficiency Through Technology

B@S[] {]@
866-663-2289

www.sloanvalve.com

Patents Pending
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LUXAR® Anti-Reflective-Glass
Perfect for any glass application

where glare and reflection are not wanted.

glastriisch
|
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Think BIG.

An architect’s vision often leads to
majestic and imaginative new
designs. That’s why they count on
RIXSON, the company that makes it
possible for concert halls, libraries
and office buildings to be adorned
with highly impressive openings.

From the most modest to the
grandest of doors, RIXSON’s
concealed closers and pivots
ensure effortless operation and
superior performance, without
sacrificing lasting beauty.

Our Products Support
Your Vision.
Think RIXSON.

o

Electromagnetic Door/
Holder Releases

Pivots and Pivot Sets

Checkmate® Stops
and Holders

RIXSON

ASSA ABLOY

1.800.457.5670 | www.rixson.com

Floor Closers

ASSA ABLOY, the global leader in door opening solutions
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Our new Ultimate Replacement Casement was built from good ideas, many of which came from our
research with architects. You wanted design flexibility: we answered with a high-performance casement that's
available in larger sizes (up to 40" x 92"), meets egress at small sizes, can replicate a double hung and more.
We gave it the industry’s sturdiest hardware and an exclusive new wash mode, so it can be cleaned from inside.

Visit www.MarvinCasement.com or call 1-800-236-9690 for a free Ultimate Replacement Casement brochure.

MARVIN &

Windows and Doors

Built around you?



We don’t know where you get your inspiration,
but we get ours from you.

The New Marvin Ultimate
Replacement Casement Window



tune the light

Midipoll
Organizing and designing space
requires both Jight and objects in
space. The bollard luminaires of the
new Midipolf program provide struc-
tural spaces, even at night, thanks
to their discreet lighting effects over
a slim profile. The high-performance
reflector and lens systems offer
efficient visual comfort and effec-
tively illuminate open spaces and
pathways. Midipoll exclusively uses
proven, energy-efficient, and low-
maintenance light sources such as
metal halide lamps and LEDs.

WWw.erco.com

ERCO

™
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“Given this lush and idyllic setting, our vision for the Tucker’s Point Beach
Club was to shape the resort experience absent of boundaries. The

NanaWall afforded us the ability to connect patrons and paradise’ MICIQ‘N Dade County
Hurricane Approved

NCG Architects, Inc.




The Leader in
Opening Glass Walls
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Enjoy the best of both worlds: a
room with a view that opens to
the outdoors yet gives you the
peace of mind only a weather-

tight NanaWall provides

Tucker's Point Beach Club, Bermuda

NanaWall «

800.873.5673 nanawall.com Grand Transformahons




Reynobond"
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"Aluminum’s beauty and durability made it a smart
choice. Its sustainability made it a natural choice.”

Sustainable materials were mandated. After all, this was to be the new headquarters for Arkansas’ Department of
Environmental Quality. To Jerry Currence and fellow architects from TFCG and WD, it was also important to select
materials flexible enough for their design’s sweeping curves. And durable enough to withstand severe temperature
fluctuations. They chose Reynobond® ACM and Reynolux® metal wall panels and flat sheets. From inspiration to

implementation, no one’s dedicated to your success like the people of Alcoa Architectural Products.

Dedicated to your Success

Alcoa Architectural Products ¢ 50 Industrial Boulevard ¢ Eastman, GA 31023-4129 e Tel. 478 374 4746 * www.alcoaarchitecturalproducts.com
©2008 Alcoa Architectural Products. Reynobond® is a registered trademark of Alcoa Inc.
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On the Cover: BMW Welt, by Coop Himmelb(l)au. Photograph by Duccio Malagamba.
Right: Normandy American Visitor Center, by SmithGroup. Photograph by Prakesh Patel.
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Museums After Bilbao by Joseph Giovannini

Small cities design museums to put themselves on the cultural map.
BMW Welt, Germany by Suzanne Stephens
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An exuberant ode to car culture packs a massive punch.
National Portrait Gallery and American Art Museum,
Washington, D.C. by Russell Fortmeyer
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A canopy shrouds a courtyard, creating a striking new space.
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Prado Museum Expansion, Spain by David Cohn

Jose Rafael Moneo, Arquitecto

A landmark receives a contemporary but respectful intervention.
Museum of Contemporary Art Denver, Colorado by David Sokol
Adjaye Associates

Adjaye eschews icon-making for his first public U.S. commission.
New Museum, New York City by Clifford A. Pearson

SANAA

An off-kilter beacon rises for an anti-establishment institution.

Architectural Technology

Introduction by Russell Fortmeyer

Learning to Live on Alternative Energy
Three projects integrate renewable-energy strategies.

Mutsuro Sasaki by Russell Fortmeyer
The Japanese structural engineer discusses the evolution of his work.

Technicalities: Nk’Mip Desert Cultural Center
by Russell Fortmeyer
Tech News & Reviews
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Introduction by David Sokol

BMW Welt restaurants by Audra Shanley
FG Stijl

Patent Office Building by Jen Renzi
Hartman-Cox Architects

Arario Gallery New York by David Sokol
Adjaye Associates
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Product Briefs
Product Resources by Henry Ng
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Onllne architecturalrecord.com

We invite you to explore architecturalrecord.com, which now offers a new
design and powerful tools that allow you to interact with, and contribute
to, the site as never before. You can comment on and rate projects, recommend
articles, submit photos of your work, and create an industry profile.

museums

interview with Piano.

multimedia

This month, we offer dynamic online coverage of extraordinary muse-
ums across the globe. View slide shows of nine Web-exclusive projects, in
addition to the seven projects featured in print, such as Foster+Partners’
new courtyard for two Smithsonian museums (left). Plus, read product
information, rate the buildings, and share your comments.

the new york times building

Visit us online to learn more about The New York Times Building (left),
published in our February print issue. View a slide show and read
Web-only stories about the $1 billion project, designed by Renzo Piano
and FXFOWLE. We also present three videos, one of which features an

Check out our growing list of multimedia offerings, from slide shows
to audio interviews to videos. Recent additions to our video library
include an interview with sculptor Dennis Oppenheim, who comments

photo gallery

View thousands of images
submitted by readers from
all over the world in 10
categories, such as the
Architectural Photographers Showcase (above).
You can also send us your own photos at

T W

-

" -l
WP VR

construction.com/community/gallerylist.aspx.

blogs

Off the Record: Written by the staff of RECORD and
the magazine’s team of experienced, award-winning
editors, this section offers insightful, informal,
opinionated takes on architecture-related trends,
conferences, exhibitions, projects, and personalities.

forums

Your voice matters—and we have provided you with
the ideal forum to express your ideas, suggestions,
and gripes. Our discussion forums include such topics
as Green Building Projects, Virtual Design, Practice
Matters, and a forum for younger architects. You can
also create your own discussion threads.

comments

“One can justify a design all day long, but at the
end of the day, you have to ask: Do | like it? This
one is definitely hard to like, even if it may serve the
functional needs of its occupants.”

on his favorite New York City structures, including the Ziggurat and more ...
Building (left).
residential: house of the month archrecord2 continuing education

Designed for grandparents, parents, and three
children—and a caregiver and her husband—
the Ravine Residence (below) in Toronto, by
Cindy Rendely Architexture, pulls off comfort,
privacy, and community, while reflecting the
Modern design aesthetic of the owners.

View Web-exclusive slide shows featuring the
work of two emerging firms. Architect Matthew
Bremer is completing sophisticated commercial
and residential projects on the East Coast, while
the five-member Situ Studio (below) is mixing
architecture with geology, biology, and more.

Photography (counterclockwise from top right): © Ellen Jantzen; Timothy Hursley; Nic Lehoux; Bryant Rousseau; Tom Arban Photog

ey,

Woia,

\

. Visit our Continuing Education center,
where you can read articles and take tests
online to earn credits. This month, learn about
projects (such as the Solar Decathlon House,
below) that integrate renewable-energy
strategies without compromising design.

raphy; courtesy Situ Studio; © Leon Schmidt/T.U. Darmstadt
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Acrovyn' faux

wood and metal

will defend themselves
if attacked.

The Acrovyn® brand is synonymous with protecting walls. Now,
thanks to our Chameleon® Faux Wood and Metal Collection, you

can have the beautiful look of real wood and metal without the
maintenance headaches. So, whether you're looking for High-

Impact Wall Covering or Wall Panels, Acrovyn’s got you covered.

For a free brochure, call 1-888-621-3344 or visit www.c-sgroup.com.
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Vision
With optional metallic backing, GreenScreen®
PVC-free fabrics reduce glare and heat gain
while optimizing outward visibility. A wide
range of colors and degrees of openness

make GreenScreen fabrics the visionary

choice in solar control.
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ALPOLIC" HELPED MAKE THE
HANGZHOU GRAND THEATER BUILDING
A TOUGH ACT TO FOLLOW.

ALPOLIC IS PROUD TO LEAD THE INDUSTRY IN INCORPORATING ADVANCED FIRE RESISTANT TECHNOLOGY, WHICH

[ COMPLIES WITH FIRE CODES WORLD-WIDE, AS STANDARD IN ALL OUR EXTERNAL CLADDING MATERIALS

PROJECT: Hangzhou Grand Theater, Hangzhou, China,

ARCHITECT: Carlos A. Ott Architects & Petroff Partnerships Architects

For a world-class performing arts center, aesthetics
are everything. That's why Alpolic, a cladding material
known in the design community for being liberating instead
of limiting, was the perfect choice. Alpolic’s light weight,

flexibility and wide array of beautiful finishes and surfaces

allowed for a design that pushed the limits of architectural
expression. And with the backing of Mitsubishi Chemical,

quality and reliability are second to none. The end

result—rave reviews for a building that sets a high

aesthetic standard for the performances that take place

within. For more information, call 1-800-422-7270 ﬁ LPOLIC 7

* rovisit us at www.alpolic-usa. : .t )
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What is your perception?

Editorial

By Robert lvy, FAIA

t a time in which hard news has been taken over by reality shows and

the E! mentality, why should you care how your architectural journal-

ists conduct themselves? If, however, you’ve been assaulted by public
relations cleverly masquerading as real content, or found that a user-rating Web
site had been cleverly sabotaged by competitors, or gotten hooked by a blogger
who turned out to be a nutburger, you might assume a more critical view of the
state of the media. In the wide-open millennium, who can you trust?

ARCHITECTURAL RECORD does not say, “Trust me.” We are not that
naive. However, we, like our sister McGraw-Hill publications, subscribe to
trusted principles that govern our behavior for our print publications, our Web
sites, and our journalists, wherever they appear. Not foolproof (remember The
New York Times’s reporter Jayson Blair, whose journalistic sleights of hand
almost single-handedly reduced the public’s perception of journalism to rubble,
despite stringent codes of ethics), nevertheless, the ethical framework estab-
lished by organizations that we subscribe to broadly agree on the underlying
rationale and behaviors that create believability for you, the reader.

As trite or downright corny as it might sound, journalism in this
shared family of specific values seeks to get at and present the truth as closely
and clearly as humanly possible. Overall, we subscribe to the “separation of
Church and State,” a widely accepted set of practices that keeps the commercial
interests of our publications separate from, or in healthy tension with, our jour-
nalistic efforts. We editors retain editorial autonomy, despite our friendly
affiliations and healthy relationships with associations, advertisers, and trade
groups. That leaves us free to tell you what we know and what we think. When
you pick up this magazine or fire up our Web site, here’s what you can expect:

The avoidance of conflicts of interest. Annually, our editors warrant,
in writing, that they have no vested interest in any enterprise that they write
about. That means that we cannot work for or have financial interests in the
companies or organizations that we write about. Period. And we cannot use

our positions of influence to gain special inroads that might favor us in the

future. We are not even allowed to own securities in companies that we might

write about, and we have to disclose ownership to our leaders if the potential
arises that we might consider the equities. Do you have to do as much?
Limits on gifts and outside compensation. Perhaps you would like to
thank a writer who covered, or might cover, your own office with flattering
prose. Don’t expect her to accept the gift. Our ethics limit the size to token status,
all to avoid potentially conflicting loyalties or the perception of irregularities.
Restrictions on travel and entertainment. Generally, if we cannot

afford to fly to see your work or to meet your clientele, we don’t go. Don’t

bother to send your private jet or to buy us a ticket, unless you’re willing to
send a full group of journalists representing our competition. We can’t come.

Editors alone are responsible for content. The president of our com-
pany cannot dictate what appears within the pages of ARCHITECTURAL
RECORD. Nor the cover. Neither can our trusted partners. Nor can you.
Instead, we editors determine the entire content of the publications, taking
into account the range of opinions and advice from all of the above, but
retaining control ourselves, to get it as right as we can. In our role as
guardians of the flow of information, we agree to clearly delineate fact and
opinion as best as humanly possible, so that you know what constitutes news,
and how that diverges from analysis or opinion.

Content is sacred. Who, if not we, goes to such lengths to ensure
that you get the facts and get them on time and unmediated? In guardian-
ship of this content, we do not divulge our stories in advance, to you or to
anyone else. And many have tried to ferret them out.

We make mistakes. And we have set up systems to receive correc-
tions, emendations, clarifications, and additional facts from you. Regularly,
you tell us we failed to get it right, but month after month, day after day, we
set the facts straight and try again. If it sounds like the trials of Sisyphus,
you're not far off the mark.

We clarify the differences between advertising and editorial content.
A significant amount of our efforts goes into ensuring that you, the reader, can
tell the difference between the two—a continual gavotte that involves graphic
presentation, even variation of typography, and the claims and assertions of
our advertisers, who sometimes try to ape our publications’ styles. We don’t
blame them, but editorial content is too valuable to counterfeit.

Every word we write, every image we choose, comes from us, selected
with you in mind. Unlike so much of contemporary communications, at
ARCHITECTURAL RECORD (and at all our McGraw-Hill publications), there is
never a “message,” never a marketing or public relations slant hovering like a
ghost in the background. What you see is what you get. You might like what we
do, you might revile it. But you know who we are, where we work, and now
you understand something about our standards. We live and work by them
every day, argue and split hairs among ourselves, all for you. Our standards are
the criteria that set us apart from public relations and create the value of the
publications and Web sites and events that keep you coming back for more.

That’s our perception.
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Letters

DEPARTMENTS M

Save the spiral
There are some significant layers of
irony associated with Pearl Montana
Exploration and Production’s plan to
drill for oil within threatening distance
of Robert Smithson'’s iconic Spiral
Jetty [Record News online, February
12, 2008, “Oil Drilling Threatens
Smithson’s Spiral Jetty”]. Smithson
was deeply concerned with the
theory of entropy—referring to the
degradation of matter and energy in
the universe. In the early 1970s, he
felt that one of the aesthetic mis-
sions of art was to be reclaimed by
the earth—listing the Spiral Jetty
as among those works conceived
with this inevitable fate in mind.
Yet, as many believe [see
story on page 34], this magnificent
example of environmental art
should surely be preserved as a

beacon in a world where denial of
the environment has accelerated
the doom of the entire planet.

But another reason to protect
the Spiral Jetty is its educational
value to architects. In a profession
where inflated budgets, profligate
consumption of resources, and the
malaise of commodity thinking are
endemic, there is much to be gained
from Smithson’s ethically and aes-
thetically profound commitment to
minimalism. Also, as an intellectually
hermetic profession, architecture
needs to expand its sources of con-
tent to absorb ideas from all of the
arts, sciences, and humanities—as
the inclusive quality of Smithson’s art
so eloquently attests. Finally, the
Spiral Jetty should be preserved,
studied, and revered simply because
it is one of the few great works of

public art in the American landscape.
—James Wines
Manhattan

Towers of wisdom

Thanks once again to Robert Ivy for
writing an editorial of clarity, intelli-
gence, and strength. His recent
celebration of Renzo Piano’s New
York Times building [January 2008,
“Piano Nobile,” page 21] was spot
on. Interestingly, Robert Campbell's
critique of the Hearst Tower in the
same issue [page 47] is a telling
counterpoint to Ivy’s.

What these two critiques point
out is that style is less important
than architectural qualities of propor-
tion, scale, beauty and, dare | say it,
respect for context. The unfortunate
rift between extreme stylistic factions
who debate whether the most impor-

tant thing a building can denote is
where it is built (“traditionalists”) ver-
sus when it is built (“zeitgeist-ists”)
misses the point of what makes
good places. Like extreme religious
groups, these hardcore traditional-
ists or hardcore zeitgeist-ists can't
seem to see that there can be a
middle ground of excellence that is
both respectful and inventive.
—Adam A. Gross, FAIA
Baltimore, M.D.

| found Robert Campbell’s critique on
Foster’s Hearst Tower to be spot on.
He eloguently conveyed my impres-
sions on the edifice, and his “straight-
from-the-sketchbook” suspicions
were nothing short of clairvoyant. |
consider the current emphasis on
artistic signature (by Gehry, et al) over
more germane sensibilities rather

-




tragic. A complete disregard for
immediate environment, in this case
the six-story base of Hearst Tower (a
new form of Brutalism perhaps?),
suggests, to my mind, supercilious-
ness. One wonders whether our
planet’s delicate ecosystem can
afford such luxuries as unbridled ego?
Let's spare a thought. | believe Foster
+ Partners has successfully com-
posed architecture’s latest rhapsody
(or cacophony, if you must). As for a
nickname, how about “Corkscrew"?
—~Claude Opara

Lagos, Nigeria

By Robert Campbell's own admission,
he has “no real idea how Foster
works." He should have bothered to
find out from the man himself, or
from the many publications of inter-
views with Lord Foster. Campbell's
so-called “Critique” conveys second-
guessing and a taste of pickles with
little intellectual significance.
—Peter T. Kou

Via e-mail

More on the war

| would like to compliment Charles
Linn, FAIA, and thank him for the
excellent piece on the Liberty
Memorial and World War | Museum
[February 2008, page 106]. It is
truly a remarkable project, and it is
good to see it receiving the recogni-
tion and publication it so deserves. |
have seen ASAI Architecture’s Steve
Abend speak several times on this
project; he has encyclopedic knowl-
edge about it and its history and
significance. Furthermore, he has
an equally intense passion for the
project’s legacy, for Kansas City,
and our country. His keen interest
is apparent in the quality, creativity,
and flawless detail of the project.
Charles S. Cassias, Jr., FAIA
Kansas City, Mo.

Quonset memories

Your article on the Quonset hut office
project | read in my husband's latest
copy of RECORD [February 2008, “El
dorado Architects rethink the Quonset

hut to enliven simple, new offices
for the Hodgdon Powder Company
in rural Kansas,” page 134] brought
back old memories for me. The
Quonset hut in the magazine is a far
cry from the one | lived in for a few
months when | was a child. My
father was in the Navy, stationed at
Long Beach, back in the early '50s. |
remember very cramped and dismal
quarters. Once, when it rained really
hard, the water poured in the vent
over the door. My mother likes to tell
the story of the time she saw a num-
ber of us children lying on the ground
watching something under one of the
huts. When she investigated, she dis-
covered we were engrossed in the
activities of the rats living there! Ah,
those were the days. The office com-
plex in the article is indeed lovely
and looks very comfortable and airy.
| guess a good designer can make
just about anything livable. Thanks
for the trip down memory lane.
Suzanne Seaman

Sacramento

Corrections:

In a February 2008 story on the
Cesar Chavez Library [page 152], the
photo on page 152 was by Johnny
Birkinbine, while the photos on page
153 were by Bill Timmerman. The
photo of the Bowdoin Museum of Art
[February 2008, page 124, top right]
was by Dan Gair/Blind Dog Photo. In
the credits list for the project story
about the Gary Comer Youth Center
in Chicago [February 2008, page
114], the name of Brian Malady, one
of the project architects, was mis-
spelled. Information on one of the
charts included in the story about
postoccupancy evaluations [February
2008, page 161] was incorrect. In
the graph showing satisfaction with
thermal comfort, the mean scores
for LEED buildings and noncertified
buildings were swapped. LEED
buildings actually received a mean
satisfaction score of 0.96, while that
for noncertified buildings was 0.43.

Send letters to rivy@mcgraw-hill.com.

LONGEVITY

Birdair has supported the complex engineering and construction of stadium designs
in tensile architecture since 1956. Today, Birdair provides the most sophisticated
design engineering, construction engineering and installation services available.

BIRDAIR=

birdair.com
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At EFCO, innovative ideas are part of the landscape. How else would you describe a comprehensive line of curtain
fhat combine smart design, demanding performance and the kind of energy efficiency and sustainability
anded of today's environmentally aware projects. Discover more about how EFCO is changing your

* world for the better. Contact your EFCO representative, go to efcocorp.com or call 1-800-221-4169.

WHERE WINPOWS ARE JUST THE BE&SINNING. o 1l Company




Will you take a different approach?

Will you see possibilities others cant?

Will you leave the world a better place?

CIRCLE 15 ON READER SERVICE CARD OR GO MAKE YOUR MARK. MAKE A DIFFERENCE.
T0 ARCHRECORD.CONSTRUCTION.COM/PROD




A F F O RIDSAEESLIE Dok R-AB L= U T 1.F UL

Like jewels, light splashes off these tantalizing textures and says, “This space is important.”
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Record News

MoMA to get towering neighhor

The Museum of Modern Art (MoMA),
in New York City, is getting a surpris-
ingly tall and stunningly slender
neighbor. Real estate developer
Hines is planning a 75-story tower
designed by Ateliers Jean Nouvel for
a narrow, 17,000-square-foot site
just west of the museum. When
complete, the building is expected
to rise nearly as high as the 1,047-
foot-tall Chrysler Building.

Hines purchased the land par-
cel from MoMA for $125 million in
January 2007. As part of a compli-
cated deal, the museum will be
allowed to expand into the second,
fourth, and fifth floors of the new
building, giving it an additional
50,000 square feet of exhibition
space to add to its existing 125,000
square feet. Construction could start
in mid-2009 and finish in 2012.

Nouvel proposes a glass-clad
tower exuberantly crisscrossed with
steel framing. The structure slopes
gradually away from 53rd and 54th
Streets as it rises. To generate this
irregular shape, the design team

essentially extruded the
entire site but lopped
off tall, triangular
wedges on each
side to comply with
parcel limits and set-
backs. The steel follows
“the simplest and most eco-
nomical geometry,” according to
the design proposal, while the glaz-
ing respects standard glass
dimensions. The proposal also calls
for solar panels and wind turbines to
fill the top of the spire; no word yet,
though, on whether Hines will pur-
sue a LEED rating for the project.
Inside, the building will feature
a sunken restaurant as well as a
bridge connecting entrances on 53rd
Street and 54th Street. In addition to
MoMA's stake, Hines has earmarked
space for a 100-room luxury hotel
and 120 high-end condominiums.
Hines reviewed proposals from
a handful of architects before
awarding the commission to Nouvel
in November. The developer has also
worked with him on the 40 Mercer

Stern’s 99 Church Street to soar near WTC site

Robert A.M. Stern Architects and
Silverstein Properties unveiled plans
in January for what could be New
York City’s tallest residential build-
ing: an 80-story, 912-foot-tall tower
at 99 Church Street, one block east
of the World Trade Center site. A
175-room Four Seasons hotel will
occupy the lower 22 stories with
143 luxury condominiums in the
upper floors.

In a statement released by
Silverstein’s office, Stern said that
his tower will “counterpoint the
glass-and-steel office towers that
Larry Silverstein and his organiza-

tion are building along Greenwich
Street.” His own high-rise will be
clad in limestone and cast-stone
panels, lending it an appearance
similar to that of the landmark
Woolworth Building, designed by
Cass Gilbert that opened in 1913,
one block west. But some observers
worry that 99 Church Street might
overshadow its historic neighbor.
Sharing this concern, New York
Times reporter David W. Dunlap
wrote in a January 29 blog that the
792-foot-tall Woolworth “will never
soar the same.”

Silverstein expects to begin

Inside the News

p.30 Rogers floundering on N.Y.C. waterfronts?

condos in SoHo and the C1
Tower in Paris. “Jean’s general
direction was the most com-
pelling,” says David Penick,
Hines’s managing partner for
the project. “We also feel that
there’s a good story about his
design idea, which will sup-
port the approval process.
That story is basically that
the form of the building is
inspired by the allowable zoning”

So far the tower has met with
mixed public reactions. While some
observers, such as The New York
Times's Nicolai Ouroussoff, welcome
its addition to the Manhattan sky-
line, others, including Bloomberg's
James S. Russell, suggest that the
building is too big for its site—even
if it conforms to zoning.

According to Penick, the tower
“is consistent with the underlying
zoning of the block. We're not cre-
ating any new bonus or any new
source of air rights.” In any case,
suggesting a tall building doesn’'t
belong in Midtown is a difficult
argument. “It's certainly a big
building in the context of neighbor-

construction on the tower this
June and finish by 2011. He has
expressed his hope that 99 Church
Street will boost the ongoing recov-
ery of Lower Manhattan, where he
is developing four other skyscrap-
ers, including the Freedom Tower.
Stern shares this sentiment,
but he seems to favor an odd choice
of metaphors. “l never thought when
| was growing up in New York that I'd
get to design a building taller than
the Woolworth Building,” Stern told
New York magazine in January.
“That makes for sleepless nights
and exciting mornings—I'm like a
guy on the Titanic, and | just hope
we don't crash.” James Murdock

p.34 Spiral Jetty site eyed for oil drilling
p.38 MySpace generation tackles dorm design

For daily Record News updates and weekly podcasts:

architecturalrecord.com/news/

Nouvel’s novel Midtown tower.

ing buildings—some are larger,
some are smaller—but in the over-
all scheme of things, it seems
appropriate.” Tim McKeough

Will 99 Church St. (center) overshadow
the Woolworth Building (far left)?
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Changes requested as cries against PGCC grow

As public opposition mounts against
the Penang Global City Complex
(PGCC), a massive redevelopment
scheme in Malaysia, chief minister
Dr. Koh Tsu Koon, head of the state
of Penang, has requested revisions
from the developer, Equine Capital
subsidiary Abad Naluri.

PGCC will be located on the for-
mer Penang Turf Club site, an open
greenfield once popular for horse
racing and golf. At issue is a dense
urban component of the 256-acre
mixed-use project: some 36 towers,
each rising 40 stories, at a proposed
densities of 36 units per acre and
54 units per acre. Currently the site

Critics say this is how
PGCC might look when
built. Asymptote’s tow-
ers are at the top left.

is zoned for only 6
units per acre. Ateliers
Seraji Architects &
Associates, a Paris-
based firm, is the
master planner for the
development, which it
describes as a metro-
politan-garden city.

The $7 billion project is
expected to be a catalyst for a multi-
billion-dollar government initiative,
the Northern Corridor Economic
Region, which aims to heighten
Penang’s role in the global economy.
But according to Nicholas Risteen, a
designer with Seraji, the controversial
36 towers were not a part of the
original plan. “The developers needed
to meet the bottom line,” he says.

Many Penangites are appre-
hensive about the impact that the
large-scale development might have
on an already troublesome traffic
problem. The developer claims the

Rogers treading water on N.Y.C. riv

PGCC will be carbon neutral, but an
Environmental Impact Assessment
has not been completed, and mem-
bers of the Anti-PGCC Campaign
express concern over losing one of
the last open spaces in Penang to
this massive project. The current
proposal also falls short of meeting
affordable-housing requirements. A
dozen nongovernmental organiza-
tions have joined forces as the
“Anti-PGCC Campaign” to oppose
the project. In addition to holding
rallies, the groups led an effort that
resulted in more than 2,500 post-
cards being sent to Dr. Koh.

In response, Dr. Koh has
requested that developer Abad
Naluri revise the PGCC plans to
meet the zoning and affordable-
housing allotments, and address
public concerns of traffic and pollu-
tion. Ahmad Chik, a councilmember
of the Penang Heritage Trust, one
of the leading organizations in the
Anti-PGCC Campaign, says that his
group will continue its efforts
against the project even in light of
the chief minister’s actions. “The
general elections will be held (soon),
and Dr. Koh is having to answer for
some very bad development deci-
sions. We certainly do not intend to
stop here,” he says.

Calls to the developer were not
returned. But Equine Capital's exec-

utive chairman, Patrick Lim, told The
Edge Daily, a Malaysian business
publication, that he remains com-
mitted to the development: “It is our
intention that the project not only
complies fully with all statutory
requirements, but that it is also ben-
eficial to all stakeholders.”

One element of the PGCC that
does not appear to be in flux now is
the project’s centerpiece, designed
by the New York—based firm
Asymptote [RECORD, December 2007,
page 32]. Renderings released last
year showed two sinuous, 60-story
steel-and-glass-clad towers encom-
passing 11 million square feet of
luxury residences, hotels, a perform-
ing arts center, a convention center,
offices, and shops. “I understand the
master plan is going through many
changes in response to the ques-
tions raised,” says Hani Rashid, a
principal of Asymptote. “Nothing on
our project has been deemed con-
troversial. Therefore, no changes
have been asked of us.”

The Anti-PGCC Campaign had
hoped that Dr. Koh would request
that the current greenfield be left
open as a public space. “Sadly, that
is not likely to happen,” Chik says.
“There is a wide gulf between our
expectations and that of the devel-
oper. We expect a tough fight.”
Rebecca Ward

AGE: COURTESY ANTI-PGCC CAMPAIGN
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OMA design to buoy Hamburg’s waterfront

The Office for Metropolitan
Architecture (OMA) has
unveiled plans to cap the
reinvention of a German
industrial waterfront with
an aquarium and science
center. The project in
Hamburg’s new HafenCity
district aims to elevate
street life while address-
ing the prospect of rising
sea levels.

OMA'’s design calls for a struc-
ture composed of 10 modular
concrete blocks arranged on a slip to
resemble a colossal but motionless
wheel—or a life preserver. The
253,000-square-foot building will
contain an aquarium and water-
themed exhibitions as well as
research labs. Its concrete skin will
be covered in a glaze, the details of
which are being fine-tuned, to catch
reflections of sunlight off the water.
“The idea was not to have an
enclosed glass box,” says project
architect Marc Paulin. “This big stone
arch doesn't have to show off.” A
grand stair will provide access from a

Does the O stand for OMA, perhaps?

public plaza in the arch down to the
waterline, 20 feet below—a distance
meant to safeguard against flooding.

Construction is expected to
begin in 2009 and finish by 2011.
Neither the architect nor the devel-
oper is disclosing project costs. A
public/private partnership chose
OMA to master plan the 383-acre
HafenCity site in 2004. The aquar-
ium and science center will occupy
a cultural district that includes a
concert hall by Herzog & de Meuron
and a hotel and cruise ship terminal
by Massimiliano Fuksas. HafenCity's
other key elements include office
space and 5,500 new residential
units. Alec Appelbaum

Work to begin on Niemeyer’s newest building

Design that's a century in the making.

Legendary Brazilian architect Oscar
Niemeyer, who celebrated his 100th
birthday in December, is still hard at
work. This month he hopes to travel
to Spain’s northern coast to see the
first brick laid at the Centro Cultural
de Aviles, a $45 million arts center.
Niemeyer says that the design, which
includes his trademark curves, will be
one of his most beautiful yet.

The complex includes two
buildings surrounded by an outdoor

mlnve TNmen abre st irna’ iainll B cma o

museum and meeting facilities; it will
be formed of a serpentine-shaped
concrete structure housing a 1,000-
seat conference hall as well as an
art gallery with 65.5-foot-tall ceil-
ings. The second building will include
smaller galleries, a movie theater,
restaurant, observatory tower, and
additional meeting rooms.

The complex is located in a
1950s industrial port that has since
fallen into decay. Supporters hope
that, when finished in 2010, it will
produce a “Bilbao Effect” that raises
Aviles’ international profile.
Niemeyer began working on the
project pro bono as a gift to the city
in 2005, the 25th anniversary of his
receiving the Prince of Asturias Prize

[ PO Pl T e N N N

Case tests limit of Spanish preservation law

Spain’s highest court has upheld
the decision in a 17-year-old case
that requires the removal of a con-
troversial 1993 restoration of a
Roman theater in the coastal city of
Sagunto. The ruling establishes the
outer limits of that country’s flexible
approach to historic preservation.

The theater was built during the
first century A.D. on a hillside that
overlooks the modern town. During
renovations, which were commis-
sioned by the regional government of
Valencia, Italian architect Giorgjo
Grassi and local architect Manuel
Portaceli covered the worn local
stone of the cavaea, or theater seat-
ing, in a shell of marble. They also
rebuilt the scanea, or stage house,
based on archaeological conjectures
about its original form, incorporating
fragments of its moldings and
columns into the brick fabric.

In 1990, while the $4.7 million
project was under construction,
Juan Marco Molines, a member of
what was then the opposition party
of the regional government, filed a
case against it. Molines claimed
that he was acting on behalf the
public interest, but many observers
suspected that his move was politi-
cally motivated. A local court ruled
in 1993 that the project violated
Spain's Law of Historic Patrimony,
which forbids the reconstruction of
listed structures except to assure
their stability and maintenance. A
second decision in 2003, ruling that
the restoration should be removed
within 18 months, was appealed
by the City of Sagunto. The latest
verdict upholds the earlier decision.
Demolition is estimated to cost

between $4.5 million and $9 million.

Grassi and Portaceli, in 1993,
defended their design as a restora-
tion not of the theater itself but of
its original space, primarily the rela-
tionship between the cavea and
scaena. They said that previous
interventions had distorted this rela-
tionship by bringing the stage closer
to Greek models—and that earlier
restorations, which date as far back
as the third century A.D., were

It’s curtains for this theater revamp.

cent of the theater’s extant remains.
By contrast, their design clearly
distinguished new elements from
old, as required by law, and was
reversible: The cavea, for instance,
was coved with a plastic net to
protect it from full adhesion to the
mortar of the new seating.
Monuments in Spain are fre-
quently adapted for new uses by
architects with no special training in
the field of preservation, but instruc-
tion in conservation techniques and
education about the different
degrees of intervention permitted by
law are basic to every architect’s
training. As a result, Spanish archi-
tects generally demonstrate
sensitivity and respect for their
country’s cultural heritage—even
when adding contemporary ele-
ments onto historic structures.
Spain’s liberal approach to
preservation has great advantages,
allowing projects such as Rafael
Moneo’s incorporation of a ruined
17th century cloister into his exten-
sion of Madrid’s Prado Museum
(page 118). But the law establishes
clear limits to the degree to which
monuments can be adapted for new
uses, depending on their impor-
tance, state of conservation, and
suitability. According to the latest
court case regarding the Roman
theater in Sagunto, Grassi and
Portaceli upset this careful balance.
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Ride over for Houston’s Carousel House

In the early 1960s, as NASA opened
its Spacecraft Center and the
Astros constructed the Astrodome,
Houston experienced a building
boom with Mies van der Rohe and
Phillip Johnson producing rigorously
Modern structures. But innovative
design wasn't the exclusive purview
of world-famous architects. A store
designer and shipbuilder created
the Carousel House, which com-
bined the era’s exuberance with the
aesthetic of Modernism.

“It was his dream,” says Jean
Cohen of the 1963 residence
designed by her husband, Bob. Its
most distinctive feature was a circu-
lar living room with a pleated roof
and round central skylight. Although
it became known as a Mod marvel,
the house no longer exists: A new
owner demolished it this winter.

The fate of the Carousel House
is hardly unique in Houston. Historic
preservationists say that Modern
masterpieces are at risk in a town
more concerned with land values
than legacy, while developers claim
the city is championing individual
property rights. Houston is the
largest city in the U.S. without any
zoning. Residents have repeatedly
voted down such measures in the
belief they might stifle growth.

After 40 years in their house,
the Cohens moved to an apartment
in 2003. Attorney John O'Quinn pur-
chased the property to be inhabited
by Zev Isgur, an ex-con who was in
charge of managing his classic car
collection. But Isgur played fast and
loose with his boss’s money—29
cars and $1.3 million went missing—
and in 2005, he was sentenced to 25

The Cohen residence,
shortly before demolition.

years in prison. The
Carousel House, mean-
while, sat vacant and soon
became full of mold.

Enter Marvin Granit,
who bought the property
in September 2007. Word quickly
circulated that he intended to
demolish it. The house’s admirers
were horrified, but there was
little that they could do since the
residence was not a designated
landmark, nor was it located in a
historic district. Besides, many
preservationists consider the
city’s preservation ordinance to be
weak because it rarely prevents
demolition. “It's the state of mind
in Houston: People don't respect
anything that's there,” says Stephen
Fox, a local architectural historian.

Granit went ahead with demoli-
tion. “This is not a socialist country
where someone can come in and
say, this is what you do with your
house,” he explains.

Preservationists are saddened
but resigned. Although they can point
to some successes—a 1950 house
designed by Hugo Neuhaus was
recently restored by former U.S. sec-
retary of energy Robert Mosbacher
and his wife—more common is the
fate of the Carousel House, which is
“just one in a parade of houses that
have been destroyed,” says Houston
Mod president Ben Keush.

Granit counters that most of
Houston’s Modern residences are
located in increasingly valuable
central neighborhoods. “From a
builder’s point of view, by buying
these expensive lots and building
new, you're improving the tax base,”
he says. At the end of the day, it
seems that the argument reflects
the character of the city. Houston
was focused on the future in 1963
and it maintains that focus today.
Elizabeth Lunday

Oil drilling might threaten Smithson’s Jetty

A proposal to drill
for oil in Utah’s
Great Salt Lake
could threaten artist
Robert Smithson’s
monumental 1970
earthwork “Spiral Jetty.” The
Canadian firm Pearl Montana
Exploration and Production holds
three leases, dating to 2003, to drill
exploratory boreholes near the
iconic sculpture. At press time, the
state was evaluating an application
Pearl submitted in January to drill
two wells from floating barges
anchored to the lakebed. The state
must honor mineral rights; drilling, if
it's approved, could begin in months.
The move caught artists and
conservationists off guard. The
1,500-foot-long Spiral Jetty was
supposedly safeguarded under a
19-month-old settlement. In May
20086, preservation groups including
Western Resource Advocates, the
Sierra Club’s Utah chapter, Friends of
Great Salt Lake, and Great Salt Lake
Audubon reached an agreement with
the state that pulled back oil and
gas leases in the northwest arm of
the lake. The pact covered 116,000

Drills to spin toward the spiral?

acres, but left out
55,000 acres; Little
Valley Harbor, five
miles southwest of
the Jetty, falls within
the exempted area.

Smithson’s 15-foot-wide
curlicue, composed of 6,650 tons of
basalt and earth, is located at the
remote Rozel Point in Box Elder
County. Rising water levels sub-
merged the work in the 1980s, but
it resurfaced in 1999. That same
year the New York-based Dia Art
Foundation acquired the Jetty as a
gift from the artist’s estate.

The sculpture embodies
Smithson’s exploration of entropy—
a theme shared by James Wines
and other architects during the
1970s. Although Wines admits to a
certain irony that the work is now at
risk, he wants it left alone: “Entropic
inevitability and the author’s purpose
notwithstanding, this magnificent
example of environmental art should
be preserved as a beacon of culture
and civilized values in a world where
200 years of industrialized denial of
the environment has accelerated the
doom of the entire planet” Tony lllia

LTL gets creative with Arthouse in Austin

Shop windows to showcase art.

Arthouse, an organization based in
Austin, Texas, that supports and
exhibits contemporary Texan art, has
been confined, since 1995, to a sin-
gle-story space that was most
recently a department store. But a
design by the New York—based archi-
tect Lewis.Tsurumaki.Lewis (LTL) will
turn what was once an improvisation
into a flexible, contemporary, and per-
manent 23,800-square-foot home.
Constructed in the late 19th
century, the Arthouse building was

converted into a theater before
becoming a Lerner’s Department
Store and finally the art center. LTL's
design acknowledges the historical
accretions. “It has gone through
many changes, so rather than cover-
ing them up to start over, we wanted
to make tactical additions to the
building in order to amplify those
changes,” says Marc Tsurumaki.

Traces of the past will remain,
including ornamental plaster and
remnants of the theater balcony.
The store display window will be
enlarged and double as a projection
screen visible from outside, and a
stucco awning will be elongated. A
new stair will provide access to a
previously unused second floor,
which will contain galleries, a screen-
ing room, studios, and offices. A new
roof deck will allow for outdoor
events. John Gendall

GIANFRANCO GORGONI/COLLECTION DIA ART
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Landscape and architecture firms grow closer

When SWA Group was brought in as
the landscape architect for the
California Academy of Sciences,
focated in San Francisco’s Golden
Gate Park, the challenge was to cre-
ate one of the most efficient and
sustainable buildings in the Bay Area.
Renzo Piano’s design called for a
green roof that would essentially lift a
piece of the park and place it atop
the building: Seven earth mounds
serving as a research facility.

“Implementing the architect’s
conceptual plan for the roof mounds
was initially seen as a significant
technical challenge because the
planting surface was steeper than
had been attempted before, almost
55 degrees at certain points,” says
John Loomis, a principal of SWA.

As architects attempt ever more
ambitious feats with green projects,
the collaborative relationship between
members of a design team is becom-
ing more important. Landscape
architects, in particular, are taking on
additional responsibilities. “It is not
about just dressing something that
the architect gives us,” Loomis says.
“We would always like to be in there
right at the same time the architect
starts on the project, if possible.”

At the California Academy of
Sciences, one of SWA's early ideas

called for concentric earth rings that
stepped down from the slopes. But
these circular patterns ran counter to
Piano’s intent to maintain the grid of
the building structure as an exposed
reflection of the ceiling plan. SWA
solved the problem by designing a
semi-rigid framework that is laid
across the roof to hold the sections
of soil systems in place. It consists
of a 24-foot grid of gabion curbs,
which are linked wire baskets filled
with volcanic scoria rock, and an
interconnecting subsystem of epoxy-
coated rebar, bound by reinforced-
nylon strapping that maintains their
alignment. “We had a lot of meetings
about how to make that roof work,”
Lawrence Reed, a principal of SWA,
says of the collaboration with Piano.
SWA also worked closely with
BAR Architects at the National Audio-
Visual Conservation Center, a former
Federal Reserve System bunker in
Culpepper, Virginia, that underwent a
$155 million transformation into a
400,000-square-foot archive for
the Library of Congress. BAR's
design required two types of green
roofs: a deeper one for the existing
bunker, and a more conventional,
shallow one for a new addition par-
tially inserted into the hillside site.
The 5.5-acre property harnesses the

3XN turns a brownfield into a green roof

A brownfield in Norway will be going
green, literally, thanks to a new mas-
ter plan that calls for a rolling green
roof to shelter a new cultural center.
The Danish architecture firm 3XN
beat out Henning Larsen Architects,
Niels Torp, L2 Arkitekter, and IN'BY
LPO Arlitektur and Design in an
invited competition to redevelop a
former industrial waterfront known as
Nedre Malmg, in the town of Mandal.
The $30 million complex, devel-
oped by a municipal organization,
will stand on the eastern bank of the
River Mandal. The 3XN designers

divided the 6-acre site into sections
containing a cultural hall, housing,
and a hotel. In plan, the dividing lines
produce a shape that resembles “a
flower coming out toward the water,”
says Kim Herforth Nielsen, 3XN's
founding architect. “We cut up the
first lines for the cultural building,
and moved it up like a carpet, and
created this space [underneath].”
Called Buen, or “The Arch,” the
cultural center creates a rise in the
landscape that reaches 46 feet at its
highest point. The two-story, 48,500-
square-foot building includes a public

Piano and SWA came together on the roof of California’s Academy of Sciences.

region’s native plants and is insulated
with 23 varieties of sedum to reduce
HVAC usage and provide storm-water
management. “We spent a lot of time
refining plant lists and making sure
we have the right material for the
individual circumstance,” Reed says.

Green roofs also require collab-
oration when it comes to drainage
systems and repurposing storm
water. Landscape firm Michael Van
Valkenburgh Associates recently
worked with Steven Holl Architects
on the Whitney Water Treatment
facility, in New Haven, to design a
green roof that is as complex as the
water-treatment center itself in its
repurposing of storm water.

Holl's intention was to have a
roof that collects rainwater, which
could be routed back into the land-
scapes and planted area, as opposed
to being directed into the piping and
going into the storm drainage. “We
would create the details that we
thought would make the building
more sustainable and present them
to the architects,” says Robert Rock,
an associate at Van Valkenburgh,
adding that the architects in turn pre-

library, concert and theater halls, cin-
ema, gallery, and a music school.
Compared to the curvier, more sen-
suously designed exterior, the interior
layout will be rectilinear.

The master plan also includes
80 housing units in rows of four-

sented the designs to structural and
mechanical engineers.

RockK’s design called for a roofing
slab that acts like a shallow bathtub.
On top of the slab is waterproofing,
insulation, and a drainage mat that
covers the structure and drains out to
the roof’s edges. Covering all of this is
the drainage medium, a 4-inch layer
of %-inch pea gravel. As water trickles
through the surface soil, it passes into
the granular layer that has larger pore
spaces between the particles, where
it can be stored until it is absorbed by
the plants. Above the gravel are six to
8 inches of soil mixed with vermiculite
and Perelite, which helps lighten its
load. Water trickles through the roof
then drains to the perimeter, where it
is reintegrated into the site.

As the environmental details of
sites become more integrated into
architectural design, be it to store
water or to absorb the impact of a
large building, landscapes are becom-
ing a major part of architecture. And
as green roofs continue to blossom,
the relationship between architect
and landscape architect is sure to do
the same. Dianna Dilworth

Mandal’s Buen cul-
tural center building,
with its rolling green
roof, will be flanked
by row houses.

story buildings, a
150-room luxury
hotel, and a pedes-
trian and bike-friendly
road system. A new 525-foot-long
bridge, also designed by 3XN, will
link the redevelopment site to the
town center on the opposite river
bank. Construction is expected to
begin in early 2009 and finish by
2011. Robert Such

3XN (BOTTOM)
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Sottsass, 90, elder statesman of Italian design

In a career that spanned seven
decades, product designer and
architect Ettore Sottsass inspired,
provoked, surprised, and amused
with his pioneering ideas and quirky
objects. His death on December 31,
2007, at the age of 90, marked the
loss of a truly original force.
Sottsass is often credited with
helping make Italy the center of the
design world during the second half
of the 20th century. He was part of a
generation that included Achille
Castiglioni and Vico Magistretti, who
transformed the design of everyday
objects from an anonymous endeavor
into something joyous. When
Sottsass cofounded Memphis in
1981, the group for which he is prob-
ably best known today, he secured a
place in history as a Postmodernist.
The group created a stir with colorful,
unconventional, and unapologetic
design that combined high cultural
references with both cheap and

Housing the YouTube generation and beyond

College students socialize, shop,
and learn in ways unimaginable less
than a generation ago. Although
they are increasingly connected via
social networking Web sites such as
Facebook, many students live in
residence halls that predate the
personal computer. The Association
of College & University Housing
Officers-International (ACUHO-I)
held the second stage of its “21st
Century Project” ideas competition
on February 1, asking designers to
envision housing that satisfies the
needs not of today’s students but
those 25 years in the future. A team
of young interns and architects
bested four other finalists—and
took home $25,000—with its
scheme “net+work+camp+us.”
The winning team includes Yang
Tian, Suping Li, Yuzhu Zheng, and
Nathan Herold. All are with Hanbury
Evans Wright Vlattas + Company, of
Norfolk, Virginia. While last year’s

expensive materials across a broad
spectrum of objects, including
Sottsass's Carlton Bookcase.

Born in Innsbruck to an
Austrian mother and an Italian
father, Sottsass took his
first job in his
father’s studio. The
elder Sottsass, also
named Ettore, was
an architect in the
Rationalist mold. Yet
the younger
Sottsass would go
on to reject this
mindset. In 1958,
he became head
design consultant for
Olivetti, where a
decade later he designed a Pop
Art—inspired red typewriter.
Concurrently, he was artistic director
at Poltronova, where he created his
famous Mobili Grigi printed Fiberglas
furniture. During the 1970s, Sotsass

LEDs for custom facades (above),

café walls for socializing (below).

competition stage focused on individ-
ual rooms, this time architects were
asked to work at the scale of resi-
dence halls. The team divided a
dormitory into four volumes, sepa-
rated by green space, each
containing rooms and suites arranged
along single-loaded corridors that

became a leading pro-
ponent of
“radical design,”
mixing with
avant-garde
groups, including Studio
Alchimia and Archizoom.
“Sottsass was what |
like to call a universal
donor,” says Paola
Antonelli, senior curator
in the Department of
Architecture and Design at
the Museum of Modern Art.
“He was one of the design world's big
givers, shaping a new generation of
designers with both his style and his
passionate approach to life.”
Sottsass spent his later years
focusing on architectural projects,

encircle a courtyard. The wall sepa-
rating a suite from the public corridor
features large, operable shutters.
Dubbed a “café wall," the bottom
edge of this window doubles as a
bench, providing space for interaction
between residents and passersby.

The team also considered the
role of technology. LED panels on
exterior walls of student rooms would
allow occupants to customize por-
tions of the building facades. In the
courtyard, an oversize LED monitor
displays student announcements,
class schedules, and even the where-
abouts of individuals. “Normally,
security cameras feed images to a
small TV screen that no one ever
sees,’ says team advisor Rob Reis,
AlA, a partner at Hanbury Evans. “We
take the videos of who is coming and
who is going and display them on the
screen for everyone to see.”

This monitoring, and the cus-
tomizable LED facade panels, could
be the logical outgrowth of a youth
culture accustomed to displaying

| Ettore Sottsass (left) leaves a legacy including
the Valentine typewriter (below left), designed

for Olivetti in 1969, and the Carlton Bookcase,

designed for Memphis Group in 1981 (below).

founding
Sottsass
Associati at the
age of 64. He
designed 20 or
S0 eccentric pri-
vate residences
from Maui to
Silicon Valley,
and in 2000,
he offered visitors an unexpected
welcome to his own adopted city
of Milan with his decidedly un-
airportlike interiors at Malpensa
International Airport.

“Most architects and designers
spend their lives becoming more
and more rigid and closing them-
selves into a box within which
they are secure of their identity,”
says James Irvine, who worked for
Sottsass during the 1990s. “Ettore
never took anything for granted, and
above all never sold out. He was a
true libertine.” Josephine Minutillo

personal information on MySpace,
YouTube, and other Internet sites.
“This is the ultimate see-and-be-
seen experience,” observes Michael
Coakley, who co-founded the 21st
Century Project and is the associate
dean of student affairs at Arizona
State University.

The other finalists in this com-
petition stage were MGA Partners,
Little Diversified Architectural
Consulting, and a team from
Mackey Mitchell Architects and the
Southern lllinois University at
Edwardsville. Ayers/Saint/Gross
received a jury commendation for
“applying technology to community.”
[RECORD’s news editor, James
Murdock, was one of nine jurors.]

The next phase of the 21st
Century Project will consider actual
sites at three academic institutions.
ACUHO-I hopes to issue RFPs in late
2009, with the competition tenta-
tively scheduled for 2010. It then
plans to building a prototype of the
winning design. John Gendall
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Seongnam, a satellite city southeast of Seoul,
South Korea, recently broke ground on a city hall
that it hopes will symbolize the young commu-
nity’s aspirations at a pivotal point in its growth.
Chief among this building’s concerns is to sit
lightly in its environment. “Government buildings
are so often heavy-handed, saying, ‘Here | am.

Y

Everyone get out of the way, " observes Ryan
Stevens, a principal of KMD Architects, which
won an international competition to design the

Taiwan'’s largest performing arts facility, the 1-
million-square-foot National Performing Arts
Center, is taking shape in Wei-Wu-Ying
Metropolitan Park, a former military base in the city
of Kaohsiung. It will contain a concert hall, opera
house, and three theaters—all incorporated within
a flowing, undulating topographical roof structure.
Francine Houben, a principal of the Dutch firm
Mecanoo, says that the design was inspired by
the form of the banyan, a subtropical tree distin-
guished by thick, above-ground roots. Many of the
arts center’s spaces, including some performance
halls, will be open to the outdoors. An open-air the-
ater will be located where the roof dips and meets
the ground, providing a gently sloping surface that
visitors can use to access a landscaped green roof.
“We are most happy about that space because

The new $220 million Miami Art Museum, in
Florida, due to open in 2011, promises to trans-
form a four-acre plot in a neglected park on the
city's downtown waterfront. “We tried to create a
seamless indoor/outdoor experience, an architec-

structure. “We thought of the analogy of a bird
landing gingerly in the landscape.” Ordinarily, it's
difficult for an 800,000-square-foot, 130-foot-
high, nine-story building to express lightness.
KMD achieved that quality in this faceted, gem-
like structure by lofting the building's bulk on
piers above the landscape, allowing for a glazed
curtain wall to enclose a ground floor. This strat-
egy opens the municipal experience to visitors.
Heightening the sense of transparency, expan-
sive glazed walls on the north and south facade,
and green garden atria throughout the interior,
brighten and ventilate workspaces. Two triangu-
lar sunscreens, fitted with photovoltaic panels,
span the length of the south facade and reduce
the building'’s energy consumption. These sun-
screens also allude to the image of a bird with its
wings outspread. Henry Ng

that's where the client is thinking of making the
performing arts stage,” Houben says. “We kind of
make it a people’s palace, so it's not a closed box
where you have to pay to enter.” Construction is
expected to finish by 2012. Andrew Yang

tural answer to the climatic conditions, and a proj-
ect that integrally includes vegetation and
architecture,” says Christine Binswanger, a partner
at the Swiss firm Herzog & de Meuron. A broad
roof of perforated slabs will shade an elevated,
open-air terrace; hanging gardens will literally be
rooted into the structure of columns and brace
frames. The museum building itself, totaling
120,000 square feet, will be located amid a series
of gardens on the terrace. A nonlinear sequence
of galleries will allow visitors to walk through the
museum in multiple directions, stepping freely into
and out of the various kinds of aesthetic encoun-
ters, rather than being led through a sequence of
standardized white cubes. Jennifer LeClaire
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Wood doors that use the renowned
Ellison Balanced Door hardware
and frames are now available.

For information on wood selection

and door design contact our factory.
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Ellison Bronze, Inc.
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The American Institute of Architects
named the recipients of its 2008 Young
Architects Award, which goes to architects who
have made significant contributions to the profes-
sion early in their careers. The winners are Victoria
Beach, of Harvard University; David Gamble, of
Chan Krieger Sieniewicz; Emily A. Grandstaff-Rice,
of Cambridge Seven Associates; Kelly Hayes-

The National Museum for American Jewish
History is building a new 100,000-square-foot
complex, designed by Polshek Partnership,

on Philadelphia’s Independence Mall. The
Smithsonian affiliate hopes that when the $150
million space opens in 2010, it will help quintuple
attendance to 250,000 visitors a year. Two four-
story, box-shaped volumes will sit atop a pedestal
of granite: one clad in terra-cotta, symbolizing
permanence and protection, the other in glass,
conveying a more subtle message of imperma-

It’s natural for skiers to embrace the
environmental movement: A rise in global
temperatures could dwindle vital snowpack. In
Snowmass Village, Colorado, Related WestPac has

The Architectural Billings Index
improved slightly in December, adding 0.1
points for a score of 55.4, extending its gains to
three months after a sharp drop earlier in 2007. The
American Institute of Architects, which compiles the
index based on surveys of mainly commercial firms,
notes that December marked the 34th month in a
row the ABI has boasted a score above 50 points—
which indicates growth—its best run since 2000.
The index of new business inquiries, meanwhile,
gained 1.5 points in December for a score of 58.1,

ENDNOTES

McAlonie, of Cannon Design; Grace H. Kim), of
Schemata Workshop; Samuel Lasky, of William
Rawn Associates Architects; Michael J. Meehan, of
BWBR Architects; David Montalba, cochair of the
LA/AIA Academic Outreach Committee; Robert
Pasersky, of Payette; and Tim Schroeder, of
Neumann Monson Architects. The awards will be
bestowed in Boston this May. James Murdock

nence and fragility.
The wings create a
dialogue between
past and present,
says James S.
Polshek, FAIA,

“a reconciliation
between people
through the clarity of intersecting and interacting
volumes, through a conversation between the
transparent and the solid.” Joseph Dennis Kelly

completed the first phase of its Base Village. All 19
buildings in the $1 billion project—designed by
4240 Architecture and Denniston International,
among others—will meet LEED's basic certification
standards, with the signature 236-unit Viceroy
Resort Residences aiming for Silver. The 80-acre
project is also the largest of its kind in the LEED for
Neighborhood Development pilot program. Micro-
turbines will be installed, and geothermal heating
is under consideration. Construction crews are
carpooling, limiting vehicle idling times, and using
prefabricated parts to minimize trips. David Sokol
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regaining some of the ground it had lost after
falling nearly 10 points since July. James Murdock

» RK Stewart, FAIA, left Gensler after 20 years to become an associate principal at Perkins+Will.
* Andrés Duany and Elizabeth Plater-Zyberk will receive the 2008 Driehaus Prize on March 29.
= John Newcomb left KMD Architects to become chief executive officer of TEN Arquitectos.
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Architectir A4 & A6 adjustable downlights were designed to answer every
request of the design professional; discreet aperture, premium control, widk)
variety, and easy commissioning. With A4 & Aé, you can be assured that the

integrity of your design will remain intact. '

Contact your local Prescolite representative or visit .

~ www.prescolite.com to find out more about
Architectlir A4 & A6 adjustable downlights.
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Trespa Perspectives is a rich source of inspiration for your facade design. New ideas
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combine a wide range of colors and exploit their qualities. This lets you create
diverse rhythms in your designs. Powerful accents and variations from bright to
subdued, or from light to dark. Eight new basic colors and an endless series of
project colors allow you to give your creativity full rein. Give your design a colorful
and durable attractive character with sustainable, colorfast and impact-resistant
Trespa. Economic and environmentally sound too. Be inspired.
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Now there are building comfort solutions
that will inspire your imagination instead
of limiting it.

CITY MULTI gives you ultimate design
flexibility so you can push the building
envelope, with options for maximizing
interior space and ceiling heights without
concerns of concealing bulky ductwork.

Get unparalleled comfort, control and
cost effective use of energy. All with
great sustainability.

CITY MULTI will transform the way you
think about HVAC. Energize yourself at
transforminghvac.com
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For young designers, New York City is full of ideas, connections, and possibilities. Cases in point:
Architecture in Formation’s principal honed his design hand in New York City and is ready to share
those ideas back home in Texas. And “architectural clubhouse” Situ Studio connects surprising dots
to create inspiring spaces. See more of these talented designers’ work online. ONLINE: What unlikely
connection inspires your work? Respond at construction.com/community/forums.aspx.

Design

Architecture in Formation: Dream projects, all real

When architect Matthew Bremer, AlA, isn't busy designing cool
projects like a VIP lounge in New York’s JFK Airport, a show-
room for an upscale purveyor of Brazilian design, Manhattan
apartments, or the redevelopment of a 103,000-square-foot

i former prison site in Brooklyn, New York, he’s working on his
dream project—developing his family’s ranch land in Bulverde, Texas, into a
walkable, modern, mixed-use community. “It doesn’t matter where you are,’
says Bremer, “the Texas creeps back into your blood.”

But it wasn't always like that for Bremer. His love of drawing, building,
and “the idea of how people interact in intimate spaces,” led him to get his
undergraduate degree in architecture from Rice University, in Houston. But
he says at that point he couldn’t wait to get out of Texas, moving east to get
his master's in architecture from Yale, then living in New York and Italy, where
he worked for esteemed firms such as Pei Cobb Freed and Tsao & McKown
Architects in New York City, and Studio Citterio Dwan in Milan. He started
Architecture in Formation in 2001 because, he says, he found that most of his
friends had more disposable income than he did, and they wanted his help. “It
was a very conventional transition into starting a firm,” he says. “We had very
small projects at first, but they were real, not paper, architecture. | respect the
blob-flower guy, but that isn't me.”

Bremer's very real clients have grown from friends
to include the New York City Department of Housing
Preservation and Development. Brooklyn’s Navy Brig
prison was built in the early 1940s and closed in 1994.
As part of Mayor Bloomberg’s 10-year plan to create
new housing, the development, called The Navy Green,
will comprise 434 residential units, commercial and open
space, and a new community center. In collaboration with
FXFOWLE and Curtis Ginsberg Architects, Architecture in
Formation designed the master plan. “Polshek just fin-
ished a project like this in Brooklyn,” says Bremer, “and
Helmut Jahn did one in Chicago. These types of projects
prove that Modernism is not inherently hostile.”

ProHouse for a Butcher and an Art
Denizen, Syosset, N.Y., 2006

On 2 acres on Long Island’s North
Shore, the architects partially kept
the private areas of this reconceived
1970s ranch burger and added a new

public wing, framed in steel and clad

in glass, cypress, and mahogany.

Espasso New York, New York City,
2006

This U.S. liaison to Brazilian design
asked the architects to convert a
10,000-square-foot former ground-
floor-and-basement garment factory

into the company’s flagship showroom.
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The Navy Green:
Supportive Housing,
Brooklyn, unbuilt

In schematic design, this
97-bed supportive com-
munity for people with
AIDS is part of the Navy
Green master plan.

Midtown Manhattan
Duplex, New York City,
2005

Two floors with three
dark apartments in an
existing brownstone
were combined into a
single residence, linked

by light and space.

Work

Situ Studio: Finding connections without limits

Situ Studio is a self-described “research,
design, and fabrication firm,” and its five
partners, who met while studying architec-
ture at Cooper Union in New York City,
emphasize the variety of their work. “We
offer a full menu,” Bradley Samuels, one of
Situ Studio’s
partners says whlle sitting at the firm’s light-filled
studio in a Dumbo, Brooklyn, building. “We wear
many hats,” Wes Rozen, another partner chimes in.
This approach allows the firm to work on diverse
projects, such as analyzing the topography of a
crater in India while fabricating a lobby installation
for Kohn Pedersen Fox. But Situ Studio sometimes
wonders if such a breadth of services could pose a
problem when marketing itself as a firm—that, to
use yet another metaphor, they could be seen as
jacks of all trades, but masters of none?

Luckily that hasn't been the case. The five
men, who bring international backgrounds to the
practice, coalesced into an architectural “clubhouse”
before calling themselves a firm in 2005. Since then,
some of Situ Studio’s built projects include a granite
memorial in Far Rockaway, New York, for Flight
587, which crashed there in 2001, and an ongoing
commission to produce eco-friendly pavilions for
New York's Solar One summer festival, CitySol.

At the same time as the firm put their CNC
mill to good use by building models and consulting
for A-List architects, such as Polshek Partnership, SOM, Eisenman Architects,
among others, they have been able to conduct less-lucrative, self-motivated
research. Not just a side project, the research has proven to be a core source
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The Flight 587 Memor-
ial, completed in 2006, in

Far Rockaway, Queens,
was a collaboration with
artist Freddy Rodriguez.
It commemorates the
hundreds of passengers
who died on the flight in
November 2001.

And it’'s that rich and habitable side of Modernism that Bremer hopes to
bring to his Texas project. “It's New Urbanism with the cute kicked out of it,”
says Bremer about his plans for the land, some 150 acres that has been in his
family for seven generations. “I'm so emotionally tied to this project—selling
the family farm with their encouragement. I'm working on the design and the
business plan now, and trying to deal with Texas politics, which is all about
water rights. | love the Texas vernacular—the old dance halls and ranch archi-
tecture—and | want to create a mixed-use development honoring that: without
resorting to pastiche.” But with a full plate in New York, Bremer is finding it
hard to resolve the commitment it might take to complete his dream. “When
I'm working on projects here, 'm completely subsumed,” he says. “Still, doing
this right might mean moving back to Texas. The developer as bad guy and the
architect as savior doesn't hold up anymore. For me, it's the next step, and it's
long-term.” Luckily for Bremer, the Texas in him understands the meaning of
slow and easy. Ingrid Spencer

For additional photos and projects by Architecture In Formation, go to

architecturalrecord.com/archrecord?2/.

Situ Studio’s 3Solar
Pavilion 2, shown here
at Scope Art Fair in
Miami, 2007, is made
of plywood and was
produced with no
waste. The installation
was first deployed
during Solar One’s
2007 CitySol Festival.

between bone tomography at the
microscopic scale and architectural
structures. The influence of natural
systems is apparent in their free-form
2007 CitySol pavilion, which, like car-
tilage, is lightweight and flexible. It
was produced with no waste (other
than dust) and was redeployed at the
Miami Art Basel fair that same win-
ter. The firm has focused on research
because “it allows us to think about
space outside of architectural con-
ventions,” Rozen says. Indeed, not all the research is explicitly intended for
application, as a thorough historical investigation into the corporate and
national sponsorships of the World’s Fair in 1964-65 proves.

Still, as the firm's name suggests (situ is Latin for “place” or “site”), they
are very much interested in continuing to produce site-specific, built work. As
Rozen says, “We just want to be making architecture, whatever that may
mean.” One can only imagine what kinds of beautiful abstractions the team
could come up with upon combining CNC technologies with their current
examination of crystallographic scans of the SARS disease. Given the firm’'s
unique cross-section of geography, biology, architecture, and more—who says
you can't do it all? Diana Lind

SITU STUDIO (PORTRAIT);

IAGES: COURTESY OF ARCHITECTURE IN FORMATION (TOP TWO);

For additional photos and prOJects by Situ Studio, go to



obody ever said, “Hey, there goes that architect who made

at tiny little plexiglass model of a really cool building.”
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It may not have been cause and
effect, but the 10th anniversary of
the Guggenheim Museum Bilbao
late last year coincided with the
opening of several new museums
that seem intent on being everything
Frank Gehry’s Basque bombshell is
not. Let’s call it the rise of the Quiet
Museum. Among them is Rafael
Moneo's low-key addition to the
Prado (page 118), which has earned
praise for giving precedence to the
works on display rather than upstag-
ing them with architectural bravura.
But one man'’s deferential is another
man’s dull. Art critics seem to like the
Moneo wing more than their archi-
tectural counterparts, some of whom
have deemed the expansion deficient
in duende. It's not that Moneo is
incapable of the grand gesture,
as proven by his majestic National
Museum of Roman Art (1986) in
Merida, Spain. But as his countrymen
say, “Otros tiempos, otros gustos.”
Other times, other tastes.

Another recent anti-Bilbao is

Martin Filler, author of Makers of
Modern Architecture (New York
Review Books), will write the Critique

column four times a year.

Debunking a myth about
museums that pay for themselves

Critique

By Martin Filler

Gluckman Mayner Architects’
Perelman Building at the Philadelphia
Museum of Art. This meticulous con-
version of a landmark 1927 office
building into galleries for modern
sculpture, photography, and design
epitomizes the firm’s preeminence in
creating what art-world consensus
deems the most consistently effective
contemporary display environments.
Perversely, Gluckman Mayner’s self-
effacing approach has lost the firm
at least one job, as | can attest from
unhappy first-hand experience.

Several years ago, | served on
the architectural advisory commit-
tee for the new Parrish Art Museum
in Southampton, New York. We had
been asked to provide a short list
of six firms, the winner to be chosen
by the Parrish board. Given the
small-town context, intimate char-
acter of the original building, and
smallish budget, we urged the client
to avoid trendy names and focus
instead on aspiring firms more likely
to give this $50 million job their
undivided attention.

Although our roster included
one Pritzker Prize winner (Alvaro Siza,
still a cult figure despite that coveted
accolade), the rest were little known

in the U.S., save for Gluckman
Mayner. Thus | was stunned by the
cool response of several trustees to
Richard Gluckman'’s presentation.
Although | reminded them that
he was the one architect on our list
whose work they had all surely expe-
rienced, and no doubt favorably—at
New York's Dia Art Center, the Warhol
Museum in Pittsburgh, and commer-
cial galleries too numerous to
mention—they remained unmoved.
After Gluckman left the room,
one trustee opined, “He can't design

a building from scratch.” Forget his
firm’s unquestioned skill in making
difficult art look great, whether in the
recycled structures that have made
up the bulk of its practice, or in its
several new museums. In the end,
the board rejected our recommenda-
tions and hired Herzog & de Meuron,
whose de Young Museum in San
Francisco had just opened to well-
deserved acclaim. When | lamented
to Trudy Kramer (the longtime Parrish
director who retired at the end of
2007) that the board had done pre-

Randall Stout’s museum in Roanoke, Virginia (top), and Richard Gluckman’s
Perelman wing in Philadelphia (below) take different approaches to design.
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The lobby of the Perelman building
(above) connects old and new struc-
tures, while the Roanoke museum’s
lobby (right) revels in the new.

cisely what we warned them not to,
she replied resignedly, “They want a
Bilbao, and it's hard to raise money if
you don't give them one.”

Herzog & de Meuron’s first
Parrish proposal, with a costly parti
of clustered pavilions, priced out
at almost double the budget. In
response, the client eliminated half
the galleries, the money-spinning
café and gift shop, and much-needed
on-site storage. The pared-down
second version, now pegged at
$63 million, is no Bilbao.

Today'’s architectural post-
traumatic-stress syndrome—call it
Bilbao Fatigue—was brought on by
a glut of increasingly outré museums
calculated to attract media attention,
rather than enhance understanding
of art. Copious evidence confirms the
folly of overspending spurred by the
premise that extravagant museum
expansions will pay for themselves
with increased attendance and
tourism revenues. It took years for
the Basque government to recoup
its enormous investment in the Bilbao
Guggenheim, because the museum'’s
director, Thomas Krens, off-loaded
almost all up-front expenses on the
overeager franchisee.

Several institutions that

have had rude awakenings. Santiago
Calatrava’s bird-shaped Quadracci
Wing for the Milwaukee Museum of
Art so exceeded cost estimates that
municipal authorities were forced to
bail out the city’s foundering cultural
system. Big budget overruns have
compelled the Denver Art Museum
and the Royal Ontario Museum in
Toronto—Dboth designed by Studio
Daniel Libeskind—to lay off large
numbers of employees.

| got a sinking feeling when |
read a recent New York Times dis-
patch on the Art Museum of Western
Virginia, in Roanoke, designed by
Randall Stout Architects and sched-
uled to open in November. This $66
million, kind-of-Libeskind crystalline
composition will cost at least $20
million more than initial projections.

mists “are betting that the museum
will be an economic engine for the
city” | wish them all the luck that has
eluded their counterparts in
Milwaukee, Denver, and Toronto.

| applaud cities that subsidize
museums rather than stadiums, but
officials should just level with taxpay-
ers, admit that spending on culture is
a noble thing, and forget the sham
rationale of financial return from what
ought not to be touted as an “invest-
ment.” Before today’s casinolike art
market, principled dealers and auc-
tioneers used to discourage the
notion of collecting as speculation.
Buy what you love, they used to
advise, and if you make a profit, good
for you. If not, good for you, too,

because you'll have been enriched by
living with a thing of beauty. The same
caveat applies to the sponsorship of
cultural architecture.

Fortunately, not every museum
official today believes that extrava-
ganza architecture is imperative for
institutional survival. Lisa Phillips,
director of the recently completed
New Museum of Contemporary Art in
New York City (page 132), wanted a
building that would signify her institu-
tion’s sensitivity to pathbreaking
developments in architecture com-
mensurate with its impressive track
record in identifying the best new art.
Phillips looked beyond the profes-
sion’s most sought-after museum
designers, hired the then-little-known
Tokyo firm SANAA, and wound up with
the sleeper museum hit of recent

million (a modest figure for New York
City), this hypnotic structure is a mul-
tiple revelation, striking an enviable
balance between economy and ele-
gance, architecture and art.

Apart from the New Museum'’s
self-evident beauty and ingenious
urbanism (which works wonders with
an unpromising site), this instructive
scheme offers a new paradigm for a
building type that has lost its way in
mad pursuit of expensive thrills and
cheap sensations. The widespread
apprehension that the Bilbao Effect
has mutated into the Bilbao Plague is
reflected in Renzo Piano’s flourishing
museum practice. I'm convinced that
many of Piano’s patrons admire this
indubitable master for all the wrong
reasons: not so much for what they
think he can do, but for what they're
certain he won't do—saddle them
with an eccentric building unlikely to
pass the test of time.

The museum'’s overall influence
on contemporary architecture has
been enormous, especially when
one looks at unrelated building types.
Frank Gehry's Stata Center at MIT
in Cambridge, Massachusetts, may
nominally be an information-tech-
nology facility, but its organizational
conception stems directly from his
revolutionary rethinking of the
museum. Coop Himmelb(l)au's BMW
Welt (page 86) in Munich might seem
incongruous in a survey of current
museum design, but this Bavarian
Bilbao suggests there is indeed little
difference anymore between mar-
keting art and marketing cars, as
the boundaries between culture and
commerce become blurrier than ever.

A museum dramatizes and reaf-
firms, as civic architecture always has
and always will, the values of those
who build it. A sobering thought often
occurs to me these days: How will
future generations interpret these
architectural signs of our times? |
imagine our descendants looking
back in bewilderment at many of the
museums built around the turn of
the millennium and asking, “What
could they have been thinking?" m

ONLINE: What's your favorite “quiet”
museum? Respond at architectural
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Block by Block: Jane Jacobs
and the Future of New York,
edited by Timothy Mennel, Jo
Steffens and Christopher Klemek.
New York: Princeton Architectural
Press, 2007, 64 pages, $18.

BLOCK
BY B
JANE

JACOBS

FUTURE
' NEW
YORK

In this catalog for an exhibition at
New York’s Municipal Arts Society,
which closed in January, a star-stud-
ded roster of 39 authors (journalists,
planners, sociologists, architects,
critics, preservationists, community
activists, even a poet or two) grapple
with the question, “How are Jane
Jacobs's observations relevant (or
not) to our time?”

Historian Christopher Klemek, a
curator of the show, clears up some
misconceptions about Jacobs’s role
as “the great nemesis of Robert
Moses,” pointing out that though she
protested some of his proposals and
preferred the small-scale to the large,
“their personal trajectories barely
intersected.” Also, “Jacobs was never
opposed to vigorous government
authority per se.... She advocated a
democratically responsive balance
of private and public interests.” He
notes that though New York’s prob-
lems today (too much growth and

What makes cities
(real and imagined)

Books

work or falter

desirability, not enough affordability
and sustainability) are very different
from 1961 when The Death and
Life of Great American Cities was
published, Jacobs proposed “the
synthesis we now seek.”

Numerous authors tout
Jacobs'’s powers of observation and
ability to see even simple things
such as city blocks in all their com-
plexity. Toronto Globe and Mail
architecture critic Lisa Rochon
describes the role Jacobs played in
Toronto, where she moved in 1974,
and shows how her ideas about
using old buildings led to an aban-
doned brickworks becoming “a
critical incubator of creative ideas.”
But architectural journalist Andrew
Blum wonders whether Jacobs’s
activism on behalf of neighborhoods
in Toronto may have “shunted new
development to the suburbs.”

Provocateur Malcolm Gladwell
observes that “most developers don't
want to build” Jacobs's West Village
block “and most Americans don’t
want to live in one.” But enlightened
employers today believe “an office
space must have a diversity of
uses ... the workplace equivalent of
houses and apartments and shops
and industry” that she championed.

Not all the writers praise
Jacobs. Tom Wolfe glibly attributes
the urban vitality usually credited to
Jacobs's influence simply to the
presence of “artists.” And sociologist
Nathan Glazer observes that “Jane
Jacobs wrote the second-most-
important book on city planning of
the 20th century. By the 21st cen-
tury, her work had put Garden Cities
of Tomorrow completely in the

shade.... But as we look at what

is happening—the West Side rede-
velopment in Manhattan, ... in
Shanghai and Beijing, New Delhi and
Mumbai—we fear that the prophet of
the future city may turn out ... to be
not Ebenezer Howard or Jane Jacobs,
but Le Corbusier” Jayne Merkel

Paris 2000+: New Architecture,
by Sam Lubell, with forward by Axel
Sowa. New York: Monacelli Press,
2007, 240 pages, $50.

One of the things drilled into archi-
tecture students is the difference
between school and practice. In
school, students are encouraged to
think outside their limits. Reinventing
the program and site? Is it clever?
Carry on. Throwing out what was a
given? Great. It can be fun, and
freeing, but what Sam Lubell's new
book picks up on, and so perfectly
renders, is that sometimes it is just
as much fun—if not more—to build
something when you're struggling
against just about everything.

Paris 2000+ is a polemic about
the possibilities of architecture when
it has been so limited, Lubell writes,
by “conservative officials, change-
wary neighbors, stringent urban
regulations, and a legendary bureau-
cracy” that it comes full circle and
once again opens up. In 30 short
descriptions of projects ranging from
Shigeru Ban'’s intra-Pompidou Center
workshop to an architect couple’s
house suspended above their stu-
dio, Lubell gets into the tiniest
details, all the while showing that
there is much about 21st-century
Parisian architecture worth finding.

DEPARTMENTS B

This book is not a sweeping
historical epic, nor a thrilling architec-
tural narrative. A reader looking for a
gestalt vision of “Paris Today!” will
not receive that, but neither would a
visitor to Paris. Instead, Lubell per-
fectly exemplifies the problems with
Parisian architecture. Some of it is a
bit boring. So is some of his hook—
many of the descriptions read as if
he might have been doing it with one
hand (unwillingly?) tied behind his
back—but if we look at Paris 2000+
in the same way that the author
looks at Paris after 2000, and begin
to celebrate its limitations, and to see
just how much Lubell has done with
such a standard format (large book,
nice pictures, probably not to be read
end-to-end, more about the coffee
table than the library), we begin to
encounter the same moments of
fine-grained pleasure that Lubell
finds in Paris. Eva Hagberg

Brandscapes: Architecture

in the Experience Economy,
by Anna Klingmann, Cambridge:
MIT Press, 2007, 378 pages, $30.

Anna Klingmann believes architecture
has lost its connection to the “people
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and places that are the most impor-
tant inspiration for everything that is
done in design.” Most designers think
experientially, aiming to transform
the everyday, but architects hold
themselves apart, says Klingmann,
seeing their work as abstracted from
the people and places it affects.
Best read as a polemic,
Brandscapes surveys a century’s
worth of urban development from
the standpoint of how it relates to

and supports the people who live
and work in it. It's a singular reread-
ing that, while moving at a gallop,
misses almost nothing. There are
few heroes in her narrative, although
her critiqgues are nuanced rather
than dismissive, always noting what
the architect, theory, or movement
got right from her perspective.

Her one real hero among
architects, living or dead, is Louis
Kahn—admired for restoring “two
vital qualities of experience that were
expurgated by the Modern move-
ment, ‘being and context. ” (She’s
quoting from John Lobell's February
1978 Artforum article on Kahn and
Venturi.) She doesn't shy away from
themed environments—devoting an
interesting chapter to explaining how
Las Vegas's mega-casinos use the
methods of filmmaking, building on
Jon Jerde—or from current efforts to
make architecture experientially
vital by generating it from a mixed
program or an algorithm. All of this
strikes her as too reductive, often,
and occasionally almost autistic in its
determination to isolate the design
process from human engagement.

Klingmann is stronger on diag-

her prescription is for architects
to take the everyday seriously by
drawing closer to the people who
experience their work and the
places that form its context. She
points to the research that drives
other types of design, contrasting
this curiosity about end users with
architecture’s hermetic stance.
Missing in her critique are those
who really call the shots in cities—
political leaders—with their arbitrary
power and frequent neglect of
urbanity. When politicians see the
“brand value” of an experientially
richer, place-redolent architecture,
we may see some demand for it.
John Parman

Yona Friedman Pro Domo,
by Yona Friedman. New York
and Barcelona: Actar Publishers,
2007, 150 pages, $38.

Today, we take the idea of megas-
tructures for granted, but during
much of the 20th century they
remained a hotly debated subject.
Their proponents were mostly provo-
cateurs whose designs remained
unrealized. Among the strongest
advocates was Yona Friedman. Born

3 €A == \
-

Yona Friedman
Pro Domo
This book is not actually a “book”
It is a collection of fragments on
scattered topics produced in different
periods of my life. Unrelated as they
might seem, | selected them according
to the sentimental value | attached to

them. | feel they are milestones of my
not

P but
in chronological order.

in Budapest in 1923, Friedman emi-
grated to Israel in 1948 and has
lived in Paris since 1954. His career
has focused on adapting the city to
modern life via superstructures. His
imagined “Spatial Tunis,” "Spatial
Paris,” and, “Monegasque Venice”

B S A T PN et g

Archigram and Japan’s Metabolist
projects of the '60s. During the '70s,
Friedman concentrated on housing
for developing countries. His pub-
lished work for UNESCO and the
U.N., consisting often of pictograms,
offered survival techniques for the
poorest populations.

Friedman’s fragmentary
account of his career in Pro Domo
offers a window onto his ideas and
methods via text, comics, drawings,
and models. “My goal since 1945
has been to conceive a work of
architecture without a plan,” he
writes. Improvisation, however, is
hard work, and this book illuminates
the difficult process of adapting a
set of ideas about the city over a
62-year period. In his “Interview
With Myself,” Friedman co-opts
the Socratic dialogue from Louis
Sullivan’s Kindergarten Chats, but
with more poignancy and verve.

The meat of Friedman'’s book
is its images. His bold drawings of
space frames for Paris, New York,
Brussels, and Shanghai allow us to
connect some of the dots in this
so-called “architecture without a
plan.” Although the images are
small, they are handsomely repro-
duced and show us what has been
so compelling for so long about
megastructures. The real core of
the book is the “stuff” of the urban
experience: its systems, overviews,
and experiential moments. A rich
and engrossing survey, Friedman'’s
book also offers a still-visionary
view of the city, including a modular
museum and a “mosquito net” for
tall buildings that could thwart
attacking planes. William Richards

Exit to Tomorrow: World’s Fair
Architecture, Design,

Fashion 1933-2005, by Paolo
Antonelli, Udo Kultermann, and
Andrew Garn. New York: Universe,
2007, 244 pages, $45.

In more ways than one, World's
Fairs of the past have been all over
the map: innovative and hackneyed,
creative and corporate, venues for
political theater and innocent fun.
Too fittingly, that's also the case

? itto
OMOorrow

For starters, there’s no reason
why the survey starts with Chicago’s
Century of Progress in 1933—espe-
cially since a thorough introductory
essay by Udo Kultermann rolls the
clock back to France’s “industrial
fairs” of the early 19th century.

For groundbreaking architecture,
the Crystal Palace of London’s
1851 “peace festival” casts a
longer shadow; for cultural imprint,
the 1893 Columbian Exhibition in
Chicago is the one that brought the
City Beautiful movement to the fore.

Which means that Exit to
Tomorrow functions as a compact
but scattershot survey that, at its
best, gives us a taste of what we
missed during the past 75 years.
The 1933 Century of Progress
glows with sybaritic defiance of the
Depression, including the 400-foot-
long Hiram Walker Pavilion, & pier
shaped like a streamlined liquor
bottle. Three years later in Paris, a
hammer and sickle tops the Soviet
Pavilion—directly across from the
swastika-adorned German Pavilion.

By the 1960s the architecture
has been reduced to strained
attempts at wonder; the real show
being the gadgets within. The lone
exception is a pavilion designed by
Le Corbusier for Expo '58 in
Brussels, a collage of 12 parzbolas
that could be an origami vision of
Alpine peaks. And for the last few
fairs, Exit to Tomorrow is less inter-
ested in the buildings than in the
color-saturated outfits worn by the
hostesses.

The images are a treat, and it's
intriguing that the exuberance of the
best architecture still seems fresh.
Don't count on Exit to Tomorrow
for insight, though. The book is fun
as far as it goes, but it doesn't go
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Shaping the Show:
Architectural interventions
in museums and galleries

Exhibition Design

By Sarah Amelar

Whether the content of an exhibi-
tion is as ethereal as digital sound
pieces or as concretely grounded
as full-scale model houses, whether
it draws on art, architecture, written
documents, household objects,
anthropological artifacts, or any
other collection of information, the
perennial conundrum is how to
render the immaterial spatial—how
to give the show’s concept impact
and three-dimensional meaning for
visitors moving through it. As artist
Marcel Duchamp made abundantly
clear when he signed a urinal for
display in an art exhibition, the
immediate surroundings can influ-
ence the perception, if not the
experience, of the work presented.
After all, even the convention of the
pure white gallery with pedestals is
hardly neutral, conveying, however
tacitly, a particular narrative and
character traits of the venue.

“In inviting someone to design
an exhibition,” says Henry Urbach,
curator of architecture at the San
Francisco Museum of Modern Art
(SFMOMA), “I'm not just bringing in a
person to carry out my vision; it's a
way of making the interpretation and
the conversation about a show'’s form
and content richer and more com-
plex.” Independent curator Donald
Albrecht, who has staged major
shows in such places as the National
Building Museum, in Washington,
D.C., and the Museum of the City of
New York, agrees. He welcomes an
inspiring counterproposal to his ideas,
a truly three-dimensional vision that
may not have crossed his mind, he
says, “rather than a matter of merely
picking wall colors and typefaces.”

California College of the Arts at 100:
Innovation by Design,

San Francisco Museum of Modern Art, 2007
Architect: envelopeA+D

Curator: Henry Urbach
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Making Time (top left and right),
ICA, Palm Beach, Florida;

Hammer Museum, Los Angeles, 2001
Architect: LOT/EK

Curator: Amy Cappellazzo

Sound Channel (left), Whitney
Museum of American Art, N.Y.C., 2001
Architect: LOT/EK

Curators: Larry Rinder, Debra Singer

While the creators of gallery or
museum installations have success-
fully included graphic and interior
designers, an imaginative architect,
attuned to the potential of both space
and materials, is sometimes particu-
larly well suited to take the curatorial
content to a higher level. The history
of architects shaping the spatial flow
and surface play of temporary exhibi-
tions is a long one, threading its
course through the ephemeral inter-
ventions of Mies van der Rohe, in the
1920s and '30s, and the work of
Carlo Scarpa and Franco Albini in
the mid-20th century, all the way
to the present. Sometimes collabo-
rating with graphic designers, many
architects, from well-established
celebrities to young upstarts,
have had a hand in exhibition
design—Frank Gehry, Hans Hollein,
Venturi, Scott Brown, Zaha Hadid,
Shigeru Ban, Coop Himmelb(l)au,
Lewis.Tsurumaki.Lewis, and Escher
GuneWardena among them.

“For us, exhibition design is
exciting, a chance to test architecture

Ada Tolla, a partner in the New York
firm LOT/EK. “The work is quite imme-
diate. Free from issues of long-term
durability, you can tap into a whole
palette of ephemeral materials.”
Sometimes that testing ground actu-
ally anticipates significant aspects of
an architect’s later, permanent work.
(In conjunction with his design of the
1986 Alvar Aalto show in Tokyo early
in his career, for example, Ban made
the serendipitous yet seminal discov-
ery of discarded cardboard tubes as a
viable architectural material. He has
gone on to feature them in many
permanent structures, including his
Paper House and Paper Church.)

Highly experimental installa-
tions, however, are not the goal of
every venue. “Some museums want
a consistent look and identity for all
their shows (as at, say, the Museum
of Modern Art or the Metropolitan
Museum of Art—each has its own
‘house style, produced by a perma-
nent staff),” says Albrecht. But then
there are places, usually smaller
institutions, that try to give each
exhibition “its own identity and
appearance. Of course,” he adds,
“certain museums also acquire a
‘quasi-in-house look’ (whether by
intent or not) through working with
the same outside teams over and
over again.”

Often curators bring in archi-
tects when the spatial challenges
are particularly complex. For the
exhibition California College of the

OTOGRAPHY: © PAUL WARCHOL (TOP LEFT AND RIGHT): DANNY BRIGHT (BOTTOM LEFT):



at SFMOMA (2007), Urbach curated
a show celebrating the centennial
of the California College of the Arts
(CCA) with work by the school's fac-
ulty, students, and alumni. But he
was concerned that the vast range
of objects—everything from posters
and architectural models to cutlery,
a water cooler, a chandelier, and a
sandal—would come off as a “grab
bag.” So he decided to “up the
stakes,” as he puts it, and bring in
an architect from CCA's faculty.
Intuitively matching the com-
mission with an architect, he chose
Douglas Burnham of envelopeA+D,
who unified the show’s 40 objects
into a single plywood case on
wheels. A sort of bent “ark,” as
Burnham describes it, the vessel
had a strong sculptural presence,
with each of its “prows” projecting
into a doorway, purposefully splitting
circulation through the space.
The container, with variously sized
windows at different levels, also
recalled a giant, compartmentalized
salesman'’s suitcase, displaying
merchandise. Here, each two- or
three-dimensional object appeared
behind its own window in an individ-
ual acrylic vitrine (recycled from
previous exhibitions), lined in
shiny, translucent Mylar. Through
these sheer internal partitions, you
could see myriad reflections and
oblique, veiled views of neighboring
objects—a kaleidoscopic effect that
heightened the sense of multiplicity,
while keeping the single object in

the foreground in focus.

An equally tricky, but entirely
different, set of spatial and percep-
tual issues has cropped up as
sound and video pieces infiltrate
museums and galleries. For Making
Time (2001), Sound Channel
(2001), and X_Static Process
(2003-07), LOT/EK needed to define
palpable space for such ethereal
work. With Making Time (at the
ICA in Palm Beach, Florida, and
later, the Hammer Museum in Los

Angeles), Tolla recalls, “The curator
called us and said, ‘I've selected the
work—it’s all about exploring time in
video—but I'm not sure what to do
with it next. ”

To organize and display this
collection of video pieces, each with
its own presentation requirements
(including wall projection, monitors,
and/or enclosure), the architects
installed steel-pipe scaffolding that
became the armature for the entire
exhibition, defining separate spaces,

.

1973: Sorry, Out of Gas,
November 7, 2007-April 20,
2008, Canadian Centre for
Architecture, Montreal

Architect: Saucier +
Perrotte Architectes
Curators: Mirko Zardini,
Giovanna Borasi

holding monitors, and so on.
Applying fluorescent gaffer’s tape in
bands on the floor, LOT/EK created
graphics that were visually com-
pelling, but primarily instructional,
guiding you through. To darken the
space adequately but not exces-
sively, the architects bathed it in blue
light, which gave the fluorescent
tape a magical Day-Glo quality, lumi-
nously evoking the moving image.
Also in 2001, LOT/EK designed
Sound Channel for New York’s

\
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Quiet Light, The Gallery at
Takashimaya, N.Y.C. (1994-2001)
Architect: Tod Williams Billie Tsien
Curator: Lynn Gumpert, TWBTA

Whitney Museum. Tolla notes, “It
was one of the first museum dis-
plays of sound pieces—and we
definitely didn’t want to just put out
headsets and chairs with a little list
on the wall next to them.” Instead,
the architects created an interac-
tive, all-immersive corridor, also

illuminated in blue. Here, “live walls,”

activated by sensors, lit specific
spots that corresponded to the 25
separate sound works, indicating
which were in use. Highly visual and
experiential, this solution connected
the show’s content directly with the
spatial configuration, as well as the
actions of the visitors.

But the dialogue between a
successful exhibition design and the
existing space—as well as the work
on display—can also be extremely
subtle. And though the architect’s

hand may sometimes seem all but
invisible, it may have accomplished
a great deal in giving a show’s con-
tent and concept both clarity and
emphasis. For Extreme Textiles:
Design for High Performance
(2005) at New York City’s Cooper-
Hewitt Museum, for example, curator
Matilda McQuaid was concerned
that the elaborate architectural
ornamentation of the museum'’s
Carnegie mansion might compete
visually with the textiles. “| wanted
the work to be the first thing you saw
when you walked in.” In response,
architect Toshiko Mori designed an
installation with central platforms
and lighting that allowed the gallery
edges to fade away into darkness,
bringing into focus the grain and tex-
tures of the materials on display.
With textiles as the backdrop
and visual filter, rather than the
subject, Tod Williams Billie Tsien
Architects (TWBTA) recently lined a
series of galleries for a show of

Louise Nevelson's sculpture at the
Jewish Museum in New York with a
pale-gray spandex scrim that, in
some places, wrapped the interior’s
perimeter and, in others, stretched
across the space. The idea for this
2007 installation, says Tsien, was

to “calm the surroundings,” a former
mansion with a warren of irregular
interior spaces and complicated
architectural articulations that
threatened to distract from the
intensity and power of Nevelson's
work (which, of course, draws on its
own vocabulary of fragmented archi-
tectural ornamentation). The fabric
liner over simple wood frames—a
solution that respected tight budget-
ary and time constraints—not only
receded quietly, though luminously,
behind the mostly white or black
sculptures, but also mediated viewer
perception. At the show’s entrance,
for example, visitors got a physically
inaccessible but enticingly veiled
view of a key sculpture, appearing

The Sculpture of Louise
Nevelson: Constructing a Legend,
The Jewish Museum, N.Y.C., 2007
Architect: Tod Williams Billie Tsien
Curator: Brooke Kamin Rapaport
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The Architecture of R.M. Schindler,
Museum of Contemporary Art, L.A., 2001
Architect: Chu+Gooding

Curators: Elizabeth Smith,

Michael Darling

through a gauzy “window” within
an otherwise opaque fabric wall.
With the placement of the largely
seamless spandex establishing
the circulation route, the path cul-
minated with Mrs. N’s Palace, a
towering 11-foot-tall piece. Over it,
TWBTA removed an area of the exist-
ing 12-foot-high dropped ceiling and
inserted a black scrim well above it.
This move gave the large and visu-
ally complex work vertical breathing
room, as well as a subtle interaction
with its architectural container.
While some exhibition designs
provide a modestly contrasting
backdrop, others intentionally evoke
the sensibility of the work on dis-
play. At its best, this approach veers
away from literal pastiche in favor
of abstract interpretation. Ban, at
the 1986 Alvar Aalto show in Tokyo,
for example, created an undulant
ceiling of cardboard tubes that con-
veyed an affinity with the Finnish
architect’'s work without mimicking
or upstaging it. In that spirit, TWBTA
designed Quiet Light (1994-2001),
a traveling installation of Isamu
Noguchi's Akari light sculptures.
There, the architects inserted low,
easily transportable fiberglass parti-

+inne that rearallad the lhminat ic

translucency of Japanese paper
screens, while subtly echoing
Noguchi’s lanternlike forms.

Similarly, Chu + Gooding’s
design of The Architecture of R.M.
Schindler (2001), at the Los
Angeles Museum of Contemporary
Art, resonated with Schindler’s archi-
tectonics, but through a current-day
industrial material: horizontal strata
of exposed Homasote board.

Giving tactile immediacy to
a museum exhibition about archi-
tecture is, of course, notoriously
difficult, particularly if the display
relies on documentary photographs
of buildings: objects-once-removed.
(Architectural shows tend to have
greatest impact when they focus
more on authentic drawings, as in
the Schindler display, or on original,
site-specific 1:1 installations by the
architects.)

But whether an exhibition con-
centrates on architecture or not, its
content may be almost purely infor-
mational, rather than a collection of
individual works of art or otherwise
rare and valuable objects. That was a
big part of the challenge for Saucier
+ Perrotte in designing 1973: Sorry,
Out of Gas, currently on view at The
Canadian Center for Architecture
(CCA) through April 20, 2008.

Surveying architectural and
urbanistic responses to the 1973 oil
crisis, implicitly in light of their rele-
vance today, the show presents
mostly documentation: photographs

(aith cirihiarnt mattar randginag from

endless lines at gas pumps to
energy-saving innovations in archi-
tecture and engineering), pamphlets,
how-to manuals, news footage,
books, clipped articles, and other
artifacts. Though much of the mate-
rial is compelling and, at times,
amusing, it can’t claim the visual
power of, say, a great work of art. So
Saucier+Perrotte set out to give the
journey through the exhibition strong
spatial continuity and dynamism.
The architects created a black,
prismatic object, more than 325
feet long, that snakes its way in and
out of the show’s six galleries.
Conceptually, “a deformed black
cube—an elemental form,” as
Saucier + Perrotte partner Gilles
Saucier puts it, the twisting and
turning object transforms itself.
Starting out as a tunnel that engulfs
viewers, the form becomes alter-
nately horizontal and vertical,
morphing into display shelves or vit-
rines, wrapping around existing
partitions, and occasionally appear-
ing to penetrate the white gallery
walls, “as if plunging down into the
CCA archive,” says the architect,
“only to reemerge, displaying what
has been found.” The black surface
evokes a “dark and oily” quality.
With constant shifts in scale, the
form animates the space, address-
ing the overall exhibition, as well as
the individual items on display. The
design team further influenced the
show’s character by suggesting,

e Carlinianr $hat Anardairm fem oo Cres

become huge wall murals and by
proposing, for example, the coy
grouping of vintage board games, all
with oil-crisis themes, directly oppo-
site monitors airing energy-related
statements by political leaders.

Just as Saucier + Perrotte
played a key role in modulating
the impact of the work on display,
so too did envelopeA+D, LOT/EK,
Tod Williams Billie Tsien, anc
Chu+Gooding, each in different
ways, with their respective exhibi-
tions. Though, on occasion, an
architect has performed simultane-
ously as the installation designer,
curator, subject of the show, and
creator of its content, clearly the
role of exhibition designer alone
can become remarkably varied
and expansive.

Behind the scenes, however,
exhibition design is, like most other
architectural projects, strapped with
pragmatic underpinnings. Regulating
codes and restrictions are all at
play—including fire and safety rules,
minimum viewer distances from
objects and other presentation
requirements (sometimes stipulated
by lending institutions and art insur-
ers), lighting parameters, and the
laws of gravity. Most of all, the raw
content rarely fits readily into an
existing venue, or the individual
works with the other items on dis-
play. But just as the most inventive
architecture transcends such seem-
ing limitations, so, too, does stellar
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Amiran® anti-reflective glass.
It actually helps retailers make bread.

With less than 1% reflection and true color rendition, there’s no sweeter way
to attract shoppers.

For years, SCHOTT Amiran® anti-reflective glass has been chosen by architects for the striking effect
it brings to a building’s design. But there’s also a business side to Amiran® glass. More and more
national retail chains are benefiting from its anti-reflective qualities. Amiran® glass transforms
average neighborhood windows into showcases where shoppers get a scrumptious, crystal-clear
view of the goods inside instead of reflections of themselves. And that means more sales. Amiran
is the best anti-reflective glass on the market, and since it’s a low-iron glass, it has far less color
distortion than other glasses. Amiran® anti-reflective glass is readily available and can be tempered
or laminated, and is offered in insulated glass units as well. To find out more, or for a free
demonstration sample, call 914-831-2243 or visit www.us.schott.com/architecture. Amiran®
anti-reflective glass — it truly takes the cake.

i

SCHOITT

SCHOTT North America, Inc. glass made of ideas
Phone: 914-831-2200
Fax: 914-831-2346
E-mail: amiran@us.schott.com
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Trade Show Review vatencia « valencia Fumniture Fair

From September 24 to 29, 2007, Habitat Valencia Forward showed off products that were as lively and
colorful as the Spanish port city that played host. Local designers were among the top talents
and emerging stars, as were neighbors from Barcelona and the Basque provinces. josephine Minutillo

1 Write on The Bulego writing desk,
designed by Abad Diseno, is set off by
the scissor shape of its steel-and-wood
legs. Materials for the desk structure
and optional trays include wenge, oak,
teak, or walnut, and an extensive range
of lacquers. Nueva Linea, Azpeitia, Spain.
www.nuevalinea.es CIRCLE 200

2 A perfect perch A lightweight
stool, Flod is made from sturdy and
resilient rotation-molded polyethylene
for use indoors or out. The integrated
footrest is ergonomically positioned for
comfortable sitting and easier carrying.
Flod is available in five vibrant colors.
Mobles 114, Barcelona.
www.mobles114.com CIRCLE 201

3 It’s showtime Jaime Hayon's lively
Showtime seating for Bd Ediciones fea-
tures a backrest in a high or low version,
a four-legged or sled base, and an
optional armrest. Finishes include var-
nished wood, lacquers in a variety of
colors, and upholstery in four different
fabric types. Bd Ediciones, Barcelona.
www.bdbarcelona.com CIRCLE 202

4 Tip-top shape Young English
designer Marc Krusin has created sev-
eral rugs for the Spanish company
Gandia Blasco. His Tip Top rug is made
from 100 percent virgin wool on cotton
backing. It measures 5.6' x 7.9'. Tip Top
is part of Gandia Blasco's extensive
collection of hand-tufted rugs made in
India. Gandia Blasco, Valencia, Spain.
www.gandiablasco.com CIRCLE 203

5 Shiny happy seating Jorge Pensi,

one of Spain’s leading architects and
designers, created the kdms modular
sofa together with Daniel Abate for the
Spanish company Kanaba. The design,
which includes cushions made of high-
density polyurethane foam, offers a range
of seating and lounging possibilities that
come together from five base pieces.
Several upholstery options are available,
from soft velvet to a shiny finish. Kanaba,
Yecla, Spain. www.kanaba.es CIRCLE 204
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For more information, circle item numbers on Reader Service Card. See additional images at architecturalrecord.com/products/.
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hiring and retaining talented staff

Opportunity is the key to

Practice Matters

As long as the U.S. construction
boom remains strong, there will be
stiff competition among architecture
firms for talented, experienced
employees. Pay and bonuses are
rising to attract architects away
from rival firms. And yet many firms
are neglecting a gold mine of tal-
ent—right in their own backyards.
By developing and promoting their
existing staff, and by nurturing a
culture that encourages staff loyalty,
firms can better manage growth
at less expense than by seeking
outside talent. Indeed, firms may
discover that strengthening firm
culture brings additional benefits.
According to Justin Roy, a reten-
tion specialist with SullivanKreiss,
an AEC executive search firm, com-
petition is particularly fierce now for
architects with 10 to 20 years of
experience. “Salaries are skyrocket-
ing,” he says, and firms are offering
extra vacation, more 401K funding,

or fully subsidized medical insurance.

Consulting firm ZweigWhite reports
this competition has pushed the
median pay plus bonuses for project
managers in engineering, planning,
and environmental consulting firms
over six figures for the past three
years. Moreover, the surveyed firms
predict a 10 percent increase in
incentive compensation (honuses
and profit sharing) in the course of
the coming year.

Nevertheless, ZweigWhite sta-

B.J. Novitski writes about architec-
tural practice and sustainability.
She was formerly managing editor
of ArchitectureWeek and can be
reached at bjn@efn.org.

By B.J. Novitski

tistics say, median staff-turnover
rate has held steady at nearly 15
percent (12 percent voluntary) for
the past four years, fueling recruit-
ment competition and pay inflation.
An alternative would be to lower
the turnover rate, but according to
ZweigWhite consultant Derwin Irvine,
retention initiatives are getting short
shrift. “The principals | talk to recog-
nize turnover as a big problem, but
when there’s a time crunch, they'll
focus on projects and clients rather
than on their own staff,” he says.

Though good pay is important,
it's not everything. A ZweigWhite
survey found the three top factors
in attracting and retaining staff are
challenging work, advancement
opportunities, and educational
growth. It's all about respect: firms
helping lower-ranking staff in their
professional growth and making
sure the projects themselves inspire
pride, whether through environmen-
tal leadership, social responsibility,
or design excellence. And a firm’s
search for cultural identity and
morale boosting can be laced with
creativity and fun. The final evalua-
tion about whether a firm is a good
place to work or a hive filled with
worker bees depends on many
intangibles.

Career development

One effective way to acquire talent
is to develop it from within. Firms
often fund employee’s licensure
expenses, and travel to confer-
ences, for instance. Many bring
continuing education in-house.
Cannon Design, a firm that has
won awards for providing a positive

DEPARTMENTS [

Offices that lack advancement opportunities, creative work, and chances for

educational growth may not be able to retain employees, even if they pay well.

work environment, has created the
“Cannon Design Academy,” which
provides in-house and online train-
ing and education to the firm’s
700+ employees. The academy has
provided over 6,000 AIA learning
units and offers over 30 seminars
and forums firmwide, many designed
as tutorials for the registration
exam. The course subjects range
widely, including ADA requirements,
building codes, telemetry in health
care, seismic design, fast tracking,
lighting design, and team building.

Roy suggests a still more
intensive educational opportunity
for selected junior staff. “Why not
pay them to get a master's degree
while continuing to work part- or
full-time?” He explains, “You can
write it off; you can make them sign
something that says they have to
stay for a certain number of years
after they graduate. What a great
way to hold on to your people!”

In parallel with course offerings,
Cannon Design is also active in pro-
moting explicit mentoring programs
in which senior staff take younger

architects under their wing. Senior
leaders participate in formal “train-
the-trainer” sessions to learn how to
mentor effectively. They then assist
junior employees in obtaining profes-
sional registration through the Intern
Development Program.

One key to success for mentor-
ing programs is good management.
Lori Oakes-Coyne, principal with
ZweigWhite’s Human Resources
Advisory Services group, says pro-
grams should be clearly structured
and aligned with the firm's strategic
plan. Firms should designate a
facilitator to monitor and evaluate
the program and to stay in touch
with both mentors and mentees.
Crucial to the program’s success,
says Oakes-Coyne, is the selection
of experienced managers as men-
tors. Equally important is pairing
mentors and mentees who have
compatible personalities, profes-
sional backgrounds, and career
ambitions. Program evaluation is
important to determine where
improvements can be made.

Perkins+Will has developed a
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Practice Matters

program to identify and promote
young talent within the large firm.
Since 2003, the firm has held a
design competition for its junior
staff. The winning team or individual,
selected by outside jurors, is given
a cash award and an invitation to
present their work to the firm’s
design leaders and board members.
The winners are also invited to par-
ticipate in leadership meetings for
a year. The competition process
also internally reinforces the firm’'s
values of sustainable design and
social responsibility.

Benefits

To demonstrate financial dedication
to staff, firms are coming up with
novel twists to pay and benefits.
Some degree of health insurance
subsidy and 401K contributions are
now commonplace. Employee stock
options and profit-sharing are gain-
ing popularity because a sense of
ownership motivates employees to
work harder toward profitability.
Fully funded health insurance has a
higher value, as do options for den-
tal, vision, and life insurance. Roy,
having observed much staff discon-
tent with rigid benefit offerings,
advises his clients to exercise more
flexibility. Employees with working
spouses may not need health insur-
ance, for instance. Entry-level staff
may have no interest in life insur-
ance but prefer a higher salary to
help pay off student loans. “Why not
have a buffet of benefit options?”
Roy suggests. “People could pick
what they want and really be happy
because they picked it. Maybe
firms could offer the option of
switching packages every year as
family situations change. A lot of
turnover wouldn't happen if firms
had better options.”

Another opportunity for flexi-
bility is in employee work hours.
The 360-employee architecture
firm Anshen+Allen has 9-hour
workdays, with alternating Fridays
off. For employees like mothers of

ble work schedules, telecommuting
options, and less-than-full-time work.
Roy points out that firms sensitive
to flexible scheduling are more likely
to attract and keep talented women
of child-bearing age. Not only are
they benefiting from this labor pool,
they're also enhancing internal diver-
sity. Anshen+Allen (A+A) has clearly
learned this lesson. The firm’s staff
is 34 percent female, including 25
percent of upper management. This
success contrasts starkly with the
AlA's female membership of only

13 percent. In part as recognition
for family-friendly policies, A+A
recently won an award that honored
it as one of the profession’s most
worker-friendly firms.

Creating culture
In showing employees they're val-
ued, firms further enhance their
corporate culture, demonstrating
what the firm stands for and why
staff should be proud to work there.
“Culture,” of course, is different for
every firm. Timothy Haahs and
Associates focuses explicitly on
“doing well by doing good” and fos-
tering a family-friendly atmosphere.
Haahs himself developed a service
approach to life after surviving a
life-threatening illness. Haahs
applies his good will to his projects
and staff, and they respond by
serving others, donating time and
money to local charities. He sup-
ports staff education, both internal
and external, subsidizes day care,
and trains young architects in lead-
ership in a “pathway to principal”
program. As a result, the employees
feel good about themselves and
their employer, and turnover is low.
Perkins+Will has long held
annual retreats to promote firm
cohesiveness, but this year there
was a twist. The four-day event was
in New Orleans, where staff donated
their time and energy to recovery
planning, design charrettes, tree
planting, and house construction.
Staff participant Leigh Christy con-

declared this a personally rewarding
and uncomfortably eye-opening
event. | highly recommend it to any-
one who cares about society and
the built environment.” The firm’s
social responsibility is also reflected
in their participation in “1%,” a pro-
gram of Public Architecture, which
connects nonprofit organizations in
need of design assistance with
architecture and design firms willing
to work pro bono.

Some firms offer free trips to
staff as a reward for special service.
California-based HMC takes the
idea further and invites all staff,
including nonprofessionals, to com-
pete for travel grants as a means to
define firm culture. Principal Kevin V.
O'Brien, AlA, LEED, explains the
idea’s genesis: “There are a lot of
people in our firm who collaborate
to make things happen. So we tried
to think about how to improve the
culture without having it be all about
architecture all the time. It's great to
g0 someplace and be inspired by an
experience that can influence your
work.” One of this year’s two win-
ners is visiting an ltalian preschool
to study a program that emphasizes
the physical environment as a
place to enhance learning, creativ-
ity, and community interaction. The
other award winner will photograph
“Things That Disappear” at Glacier
National Park, at Yankee Stadium,
and in Cuba. Both travelers are
required to present their findings
to the entire firm. They are subsi-
dized with a travel stipend and an
extra week of paid vacation. O'Brien
reports the enthusiasm for the com-
petition was so inspiring that several
entrants decided to go on their pro-
posed trip despite not receiving the
award. HMC invites its clients to
serve as jurors. Public relations was
not the motivation, O'Brien says,
but he learned that “if you can
demonstrate that you care about
the people who are working with
you, of course that’s going to be
important to clients.”

SmithGroup defines its firm
culture, in part, by its commitment
to sustainability. Its Philip Merrill
Environmental Center in Annapolis,

Platinum designation, and since
then the firm has worked on more
than 60 projects that have received
or are expecting LEED status. As
more architects become LEED prac-
titioners, firms that don't actively
pursue sustainability may find it dif-
ficult to retain skilled staff.

A strong firm culture depends
on diverse staff working together.
To this end, Gensler commissioned
a study reported in Strategies for
the Inter-Generational Workplace.
The authors examined characteris-
tics and motivations of several age
groups. Older architects tend to be
more hierarchical and technology-
averse, while younger workers are
more collaborative and techno-
savvy. Gensler responds by
providing flexible settings so each
individual can seek out the work
space that makes them most pro-
ductive. The study notes that
“learning and interaction among
different people is really the best
way to bridge the technology gap.
By making older workers more com-
fortable with asking for assistance,
by encouraging younger workers
to share their expertise, and by
facilitating that important sense of
shared purpose and value, the
technology barrier can be reduced.”

What does it take to make
your staff happy? There are as
many answers as there are firms.
Once a firm understands what
makes their staff “tick,” there are
unlimited ways to create a support-
ive, appropriate culture. One firm
has a house on a tropical island
available to high achievers; another
has a skateboard luge in the lunch-
room. Firms hold parties, picnics,
and holiday events for staff children.
They subsidize fitness programs,
tuition for higher education, pro
bono work, and in-house sports
teams. According to Justin Roy,
even small gestures can go far
to cement staff loyalty. He recom-
mends that every firm conduct
an annual confidential survey to
assess staff morale and to gener-
ate ideas for improving it. There
may be some expense involved,
but how will it compare to the
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A fence wraps the forest
in the sound of music

At once brash and subdued, the Cor-Ten-steel FLEXfence snakes over the contours of a
hardwood forest, creating an energetic musical score across the seasons for its quintes-
sential New England setting.

The work of Brookline, Massachusetts—based landscape architect and environmental
artist Mikyoung Kim, the fence is one element of a larger landscape design for a couple’s
private residence in the bucolic Boston suburb of Lincoln. Situated on a 3-acre plot of
kame-and-kettle topography overlooking Farrar Pond (a close neighbor of Thoreau’s
Walden Pond), Kim envisioned the fence, like her larger scheme for the house, as being
stitched or woven into the landscape. While the programmatic demand was straightfor-
ward—a mechanism was needed to contain the couple’s German Shepherd—the solution
was anything but. Rather than designing a barrier in the traditional sense—a rigid struc-
ture dividing one property line from another—Kim was interested in creating a fluid and
dynamic condition that flowed across the forest floor.

Because the focus of Kim's work is on urban parks and planning, she hesitated when
the clients, who are highly active in the local arts community, approached her with a proposal for their private resi-
dence. But something about them intrigued her. At their initial meeting, the conversation between Kim (who once
had ambitions to become a concert pianist) and the husband (a venture capitalist and blues guitarist) quickly turned
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Flexible joints enable
the fence to follow the
earth’s contours and
facilitated the tempo-
rary compressing of the
sections, which eased
transport to the site.

to music. “We talked about Glenn Gould for the entire interview,” says
Kim. The two later talked at length about contrapuntal music, which, Kim
notes, “takes a simple unit, like a cellular voice, and layers or repeats
that.” As they spoke, the idea for the fence took shape.

The modules, in the case of the fence, are the Cor-Ten rods, which
are cut in seven different lengths and layered four deep to make a 12-
inch-wide structure that ranges from 4 to 6 feet in height. The individual
bars are fastened together with an intricate flexible-joint system, which
enables the fence to expand and contract like an accordion. The whole
thing, which is 825 linear feet, was fabricated off-site and brought to
the residence in 55 15-foot-long units, scrunched into their most con-
tracted position. The pieces were then craned into place, unfurled, and
each of the joints was welded. Below-grade concrete footings every 10
feet anchor the segments to the ground. The flexible nature of the fence
means that its form is in part dictated by the undulations of the topog-
raphy. It is a gesture that emphasizes the interplay between the fluidity
of the fence and the solidity of the ground.

While the FLEXfence serves its duty well as a physical barrier for the
clients’ dog, it also boasts higher accomplishments: Through sculpture, it
registers the movement of the landscape and, almost literally, imposes a
soundtrack on the natural environment. Indeed, in plan, says Kim, “it

© CHARLES MAYER
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Building Alliances for Mutual Suct:ess

Building upon the successes of the 2004 and 2006 Global
Construction Summit, McGraw-Hill Construction and the
China International Contractors Association are teaming up
once again to host the 2008 Summit in Beijing, China, exactly
four months before the world witnesses China as host to its
first Olympic Games.

The 2008 Global Construction Summit, “Building Alliances for
Mutual Success”, will continue to bring together the top
industry leaders from China and abroad to discuss key
industry issues, explore opportunities in the hottest markets in
the world, and share best practices. Our speakers will engage
in a dialogue around key topics, including:

* What are the smartest strategies for growth?
« How to build local partnerships in international markets?
* How do companies nurture and develop global talents?

» What are the key design and technology innovations that
are shaping up the future of construction?

This year, we are adding new breakouts to explore the
significant potentials in three hot regional markets. The
program will also feature live interviews with CEOs and
COOs from some of the industry’s top firms, before conclud-
ing with the ENR Top International Firms Awards Ceremony.

The Summit expects to welcome more than 450 senior
executives -- one-third from overseas -- from both the private
and public sectors, including owners, developers, architects,
engineers, contractors, building product manufacturers,
technology firms, as well as insurance, financial, and legal
professionals.

Don't miss this unique opportunity!
REGISTER TODAY to reserve your seat!




Heifer International - Little Rock, AR
Ovner: Heifer Infernational
Architect: Polk Stanley Rowland Curzon Porfer Architects, LTD.
Contractors: Ace Gloss (0., Harness Roofing

Color: Silver Metallic

Profiles: 7/8" Corrugated, M-Panels, Coping

Photo: Timothy Hursley

Perersen Aluminum

1005 Tonne Road e Elk Grove Village, IL 60007
1-800-PAC-CLAD or 1-847-228-7150
Fax:1-800-722-7150 or 1-847-956-7968

Other Plant Locations:

Annapolis Junction, MD: 1-800-344-1400; Tyler, TX: 1-800-441-8661;

Kennesaw, GA: 1-800-272-4482: Fridley, MN: 1-877-571-2025
http://www.pac-clad.com

Corrugated Panels.
Sustainable Material.
= Award-Winning Design.

i

The world headquarters of Heifer International, a non-profit organ-
ization dedicated to relieving global hunger and poverty, has received
a Platinum LEED® certification plus numerous design and environmen- |
tal awards. Located in-the revitalized River Market District in Liffle
Rock, the 4-story, 94,000 sq. ft. building was designed by Reese
Rowland, a principal in'the Little Rock architectural firm of Polk
Stanley Rowland Curzon Porter.

A key element of the building’s skin involves the use of Pefersen
corrugated aluminum panels installed as an accent band in a horizon-
tal configuration. Approximately 22,000 sq. ft. of .050 aluminum
PAC-CLAD Silver Metallic 7 /8" corrugated panels were utilized. The
same corrugated metal panels in a perforated mill finish were also
used in the atrium to create a waterfall effect. Additionally, 3,000
sq. ft. of .032 aluminum PAC-CLAD Silver Mefallic ‘M panel was used
for various soffit applications.

Installation of the Petersen corrugated material and ‘M’ panels was
done by Ace Glass Company, Little Rock. “The project was originally
specified with a panel system that proved fo be too expensive, ”
said Rob Young of Ace Glass. “The architect and gc then came to
us with a description of what they wanted and asked if we could
deliver a corrugated panel within budget. | contacted Petersen’s
Iyler, Texas office and, as usual, they delivered.”

Ace Glass built a mock-up system for review by the design team.
“The 1” deep reveals throw a nice shadow line that creates a
great look,” according to Young.

Harness Roofing, North Little Rock, installed o matching .050
Silver Metallic aluminum coping system.

Produced in factory formed lengths up to 55 feet, Petersen’s PAC-
CLAD Panels are also available in longer lengths by consulting the fac-
tory. Qur PAC-CLAD® Kynar 500 finish, covered by a non-prorated
20 year warranty, is now available in 36 colors on steel and 34 col-
ors on aluminum. Most colors meet LEED®, ENERGY STAR® and cool

roof certification requirements.
For more information on the complete line of Petersen metal roof-
ing products, call 800-PAC-CLAD or visit www.pac-clad.com.
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| get it right
with Da-Lite.

When it's time to specify the projection screen for your next project count on Da-Lite. No one offers
more proprietary fabrics and custom frame combinations. No one in the AV industry has been helping
architects get it right longer than Da-Lite.

Whether you need screens for a major convention hotel, office complex, worship, healthcare or
education facility we have the people and products to fit your custom projection application.

From our strategically located Sales Consultants to our online Sales Partners you never have to go
it alone when you have that special project that requires more than a standard projection screen
application. For even more help, log on to da-lite.com and click on the free Architect Solution Kit

DA-LITE

For a free catalog and screen
recommendations, call toll free or

visit us online.

1-800-622-3737
www.da-lite.com/solutionkit



A NEW PERSPECTIVE

ON BUILDING DESIGN

SmartStart

®

NJ SmartStart Buildings® is a registered trademark. Use of the trademark without permission of
the NJ Board of Public Utilities is prohibited.
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PROGRAM

njcleanenergy.com
New Jersey Board of Public Utilities
Office of Clean Energy
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= Think energy efficiency requires too much
upfront cost?

= Looking for design support in evaluating
alternatives?

Contact a NJ SmartStart Buildings® program
representative and learn about the significant incentives
NJ makes available for energy-efficient technologies in
new construction and retrofif projects. Ask about design
support opportunifies and technical assistance.

Visit njcleanenergy.com/ssb
You might just see the world with
a whole new perspective.

CIRCLE 47 ON READER SERVICE CARD OR GO
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Museums
After Bilbao

By Joseph Giovannini

n museum architecture, there is before Bilbao and after Bilbao—a
divide as abrupt as b.c. and a.d. After Bilbao, dozens of small and
provincial cities hired renowned architects to design museums
intended to put unlikely places on the international cultural map.
Typical of this cultural moment is Roanoke, Virginia, where hopes
for urban transformation are riding on the tumultuous, billowing forms of
the Art Museum of Western Virginia, designed by Los Angeles architect
Randall Stout. Erupting within an otherwise
bland neighborhood, this new architectural
spectacle is giving the city energy, cultural focus,
and an image for a postcard. However, in The
New York Times, the designer recently cautioned,
“I hate to think one building takes the heat for
transforming an entire city, but I think it’s a con-
tributing factor to the cultural richness.”
Architecture can perhaps define an
institution, and it might spur local redevelop-
ment, but expecting design to single-handedly
spark the Cinderella transformation of a city
is naive.
Size matters. It takes the critical mass
of a Bilbao Guggenheim, coupled with a collec-

needn’t be large if the figure is strong. The spectacular kinetic roof of
Calatrava’s Quadracci Pavilion at the Milwaukee Art Museum, which
unfolds like a bird taking flight, consummates a major thoroughfare in
the city with a figural shape—the urban equivalent of the Winged Victory
of Samothrace in the Louvre. Calatrava inserted a needle at a sensitive
urban acupuncture point.

Some museums are transformative as urban design despite their
boutique scale. Coop Himmelb(l)au designed a stunning glass pavilion in
fractal geometries for the newly reopened Akron Art Museum in Ohio,
and the radiant presence of the iconic structure gives new life to a bleak
downtown deeply vitiated by urban exodus. The firm’s Wolf Prix posits
the lesson of many Neoclassical structures: A building need not be large to
be grand. The architects sustain the exterior’s charisma and grandeur
with a faceted atrium lobby—an iconic interior—where a heroic staircase
leads to the contemporary art collection. The architects have re-created in
contemporary language the Beaux-Arts ceremonial procession of the
Metropolitan Museum of Art, from its templelike front and grand stair-
case inside to the treasure chambers beyond.

Iconic success outside does not guarantee successful interiors. In
its addition to the Walker Art Center in Minneapolis, Herzog & de
Meuron stacked an auditorium, restaurant, and party space over the
bookstore and ground-floor galleries to give the addition mass and pres-
ence. But the resulting verticalized parti makes little programmatic sense,
and its confusing circulation thwarts the brilliant spiral progression in the
squared galleries of Edward Larrabee Barnes’s original structure.

A sine qua non of museum interiors is the promenade, and the

tion of recognized stature, to bring on
wholesale urban change. A few medium-size
museums, like Daniel Libeskind’s feverishly
angled Denver Art Museum and Richard
Meier’s classically composed Barcelona
Museum of Contemporary Art in Spain, have
indeed recast neighborhoods. The intensity of
iconic design can stake out cultural space for a
museum and energize the economy of the
immediate neighborhood.

To impact urban space, the footprint

Joseph Giovannini is a critic and architectural

designer who practices in Los Angeles and New York.

The Akron Art Museum,
by Coop Himmelb(l)au
(2007) is grand without
being large (top two).
Randall Stout’s Art
Museum of Western
Virginia (2008) hopes
to rejuvenate Roanake,
West Virginia, with
architectural spectacle
(middle and far right).

The New Museum, by
SANAA (2007), provides
iconic architecture,

but at the expense
of pleasant interior
spaces (right).
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new Walker tower offers no sense of procession or progression. The entry
in the addition now competes with the original, confusing the overall
organization. That the architects massed the new asymmetrically loaded
structure into an architectural billboard, and clad the box in a quilted
metal skin punctured by angled windows, may bring sizzle to the street,
but the flash came at the expense of function and content. Herzog & de
Meuron attempts charisma, but instead achieves empty rhetoric.
Designing for the postcard, the architects fail at the parti.

Ditto Yoshio Taniguchi’s expansion-addition to New York’s
Museum of Modern Art (MoMA): no parti. Inexplicably, the architect ver-
ticalized a horizontal site offering a floor plate the size of the RCA Building’s,
and then he did not solve the circulation problem of bringing visitors up
the six floors. Verticality in a museum is treacherous because if the floors
are stacked, the architect must invent a path that unites the galleries in a
smooth flow. Despite their commercial connotation, Taniguchi depended
on disruptive escalators, creating the ambience of a department store.

The museum did not want, or need, a “signature” building (after
all, it is MoMA), and indeed the museum does not have an iconic pres-
ence. However Taniguchi’s putative neutrality did not guarantee a
functional interior. The boxy galleries and distinct floors of the striated
section create a space that separates the collection from itself. The lack of
a parti with a unifying promenade and organization undermines the role
of a museum to explain work.

The party line on signature buildings and architects is that the
architectural spectacle competes with the art, but a bad plan fails the art

Clockwise from top left:

Frank Gehry’s
Guggenheim Bilbao,
(1997), exterior and
interior. Zaha Hadid's
Rosenthal Center

for Contemporary

Art (2003). Santiago
Calatrava’s Milwaukee
Art Museum Expansion
(2001). Yoshio
Taniguchi's redesign

of MoMA (2004). Herzog
& de Meuron’s expan-
sion of the Walker Art
Center (2005).

whether it is iconic or plain vanilla. Dysfunction creates its own architec-
tural interference. At MoMA, there was no signature, so signature is not
at fault. Terence Riley, then chief curator of the Architecture and Design
Department, argued that multiple paths permit interpretative choice for
the viewer, but the argument is simply an excuse for a museum that does
not cohere. Furthermore, the vapid should not be confused for simplicity.

Spatial continuity between galleries and collections doesn’t neces-
sarily follow even from a cogent parti. Richard Meier’s Getty concatenates
two-story pavilions via glazed corridors that open to the panoramic view.
But the organization divides the collections and breaks the experience, so
that it is difficult to make connections and sustain a focused experience
between pavilions. The spatial disruptions keep the viewer from streaming
into the museum visit and entering other worlds. Even Gehry’s Bilbao
Guggenheim, divided into three wings on three floors—as in a classical
Beaux-Arts parti—creates a discontinuous experience. Despite decades of
criticism, Frank Lloyd Wright’s six-story Guggenheim offers cohesive shows:
The ramp is a single street in a one-story building.

Since its construction in 1939, MoMA has championed the white
box, that chamber of supposed neutrality in which objects float in a cool
Newtonian world. By the time of its original design, architects had internal-
ized notions of clinical hygiene and industrial production, and progressive
design in museums implied galleries for the objective display of artistic
specimens serially presented in uniform conditions.

By design, the environment was subtracted from the context so
that viewers could study each work objectively in the unchanging circum-

COURTESY GUGGENHEIM BILBAO

PHOTOGRAPHY (CLOCKWISE FROM TOP LEFT):
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GUGGENHEIM MUSEUM (BOTTOM);

stances of a controlled world. Of course, Wright’s Guggenheim famously
posited a countervailing paradigm that admitted the environment—and
implicitly subjectivity—into the equation. But MoMA has long prevailed as
the museum model, and the Guggenheim has been the charming eccentric
in the family, tolerated but not emulated—and rejected outright by the
scolds. The respective positions of the museums have been distilled into the
perennial question about whether architecture that is Architecture
aggresses on the art.

The majority of museums of the past decade have taken the
MoMA position, including MoMA itself. However, the most extreme
example of the gallery as a white box is the new New Museum in
Manhattan, by the Japanese firm SANAA. The exterior, a stack of dis-
placed cubes stepped like an asymmetrical skyscraper, gives the museum
all the advantages that an icon can confer on institutional identity. But
the three floors of galleries inside, each a self-contained cube, are so
reductive in their simplicity and geometric purity, and so disconnected
from each other, that they become relentless voids that diminish the
experience of the visitor.

Objects in the New Museum do in fact look handsome, and
most were probably created to bask in this kind of environment. But pity
the viewer. In that great philosophical opposition between the object and
the subject, between the thing and the sentient viewer, the object in the
gallery has won so completely that visitors are mostly ignored, physically
and psychologically. Windows are banished; kick-out spaces are few; nat-
ural light from skylights is faint; and forget creature comforts such as
chairs or sofas. The wisdom that Carlo Scarpa designed into exquisite

Clockwise from top left:

The original MoMA
(1939) exemplified the
white-box approach to
museum design (top
two). Carlo Scarpa’s
restoration of the Museo
di Castelvecchio in
Verona, Italy (1954-67),
values the museum visi-
tor. The design of Frank
Lloyd Wright's iconic
Solomon R. Guggenheim
Museum in New York
City (1956-59) allows for
cohesive exhibitions.

museums and installations that merged the space around the object into
the space of the viewer, bonding them in experience, have been either lost,
forgotten, or never learned in the recent generation of museums. When
Scarpa hung a tableau perpendicular to a wall, he created an eddy of space
that slows and captures the viewer. When he grouped a set of three statues
on pedestals, or portraits on easels, the works spoke to each other in a
conversation the viewer could enter. Their setting engaged the viewers,
embracing them in a warm universe that addressed their sensibilities with
a respect equal to the respect paid the object. Scarpa understood that
objects cannot be successfully appreciated without cultivating, warming,
and piquing the perception of the viewer.

Victoria Newhouse, in her recent book Art and the Power of
Placement, noted that some artworks, such as the Laocoon Group now in
the Vatican, have migrated through many settings that framed the work—
and the experience of the work—differently. Interpretation is relative, and
depends on the environment: There is no one interpretation. In her
design for the Rosenthal Center for Contemporary Art in Cincinnati,
Zaha Hadid created differentiated viewing environments at different
scales in a series of interconnected spaces brilliantly linked by a vertigi-
nous and iconic promenade of angled ramps.

In their design for the American Folk Art Museum in New York
City, ironically right next to the new MoMA, New York architects Billie
Tsien and Tod Williams cultivate many intimate viewing moments in
spaces colored with shadow. Pieces acquire and enjoy a life of their own in
niche environments. The architects sequence six stories of gallery spaces
along an episodic circulation path that leads visitors by their curiosity up
the entire height of the six-story building. Poured-in-place-
concrete walls lend texture, gravity, and a tactile materiality.

As in Wolf Prix’s Akron Museum, where the
facade, entrance, and grand staircase raise the expecta-
tion of the experience to come, the cubistic facade of
Hadid’s Rosenthal Center and the fragmented face of
Tsien and Williams’s Folk Art Museum announce in
advance that whatever these buildings contain is going to
be different from anything in the prosaic world outside.
The iconic object continues inside as an iconic environ-
ment. The aura of the architecture consistently
conditions the visitor and heightens anticipation.
Demonstrating that the best museum design is holistic—
an integrated development of concept and execution
inside and out—the architects further condition the
viewer through an intriguing interior promenade and a
changing sequence of differentiated spaces along a path
of discovery. The galleries treat each object with great
respect, but they also cultivate the viewing process so that
the objects are sited within the experience and percep-
tion of the viewer, not just in a white void.

These designs tilt museums and their galleries
toward subjectivity by cultivating an individual’s percep-
tion, and although the examples are few and run against
the grain of the mainstream, they are potent models for
pointing toward promising areas of research in museum
design. These spaces accept emotional content and inte-
grate subjectivity and objectivity within a fuller museum
experience. They shift the paradigm. m
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By Suzanne Stephens

MW Welt (BMW World), which opened in Munich last fall, is
not a building for the unreconstructed functionalist. While its
bold, brazen form embraces a host of explicit functions (a deliv-
ery center for cars, exhibition space for the latest BMW designs,
plus restaurants, shops, and even a business center), its architecture would
horrify the Modernist problem solver. Its intentions ignore providing
serviceable square footage for a given
program: This is about branding.

While branding is an overused
word for a typically baggy concept, in
this case it makes sense. You may not
necessarily know the building’s use just
by looking at it, but you do want to find
out. And, furthermore, you are going
to remember it. Even if the branding
rationale for extravagant design may
weaken due to the economy going south,
not to mention worries over carbon
footprints, the phenomenon has allowed
architects in the past decade to unleash
their imaginations on a grand scale. It’s
been a wild ride.

BMW Welt’s muscular, stain-
less-steel-clad body, designed by Coop
Himmelb(l)au, rises with the energy
and force of a giant version of Umberto
Boccioni’s Unique Forms of Continuity
in Space. Poised by the side of a highway
on the edge of Munich, it is stunning:
not only because it got built, but because
it is so well crafted. This jawdropper is a
milestone in the career of Wolf Prix,
who, with Helmut Swiczinsky and Michael Holzer, founded Coop
Himmelb(l)au in Vienna in 1968. (Holzer left the firm in 1971, and
Swiczinsky retired in 2006.)

Despite BMW Welt’s architectural weirdness, it links an ensemble
of buildings around it into an urbanistic gestalt. These include BMW’s cor-
porate headquarters—a “four-cylinder” high-rise worthy of Bertrand
Goldberg, which was designed in 1972 by Karl Schwanzer, Prix’s former
professor at Vienna University of Technology. Next to the headquarters sits
Schwanzer’s 1973 BMW Museum, a Niemeyeresque bowl-shaped building,
now being renovated for a June opening. These structures, as well as the
Olympiaturm (Olympics Tower) and the tentlike Munich Olympic
Stadium that Frei Otto and Gunter Behnisch executed for the 1972
Olympics on the other side of Georg-Brauchle-Ring, form a compelling
sci-fi cluster. Indeed, Prix designed his building to frame views of each of
these bold, late-20th-century structures, and extended a pedestrian bridge
from his building across Lerchenauerstrasse to link to the BMW campus.

Project: BMW Welt, Munich
Architect: Coop Himmelb(l)au
(Wolf D. Prix/Wolfdieter Dreibholz &
Partner)—Wolf D. Prix, principal in
charge; Paul Kath, project architect;
Tom Wiscombe, Waltraut Hohenender,
Mona Marbach, design team; Giinther
Weber, project director roof and facade

Engineers: Bollinger und Grohmann
(structural); Kuehn Bauer Partner
(mechanical)

Consultants: Schmitt, Stumpf;
Frithauf +Partner (c.d. concrete work,
interior fittings, bidding, construction
administration); Lang & Burkhardt
(traffic); AG-Licht (lighting)

© DUCCIO MALAGAMBA (PRIOR SPREAD
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The dynamic Double Cone
(this page), wrapped in a
reflective glass and steel

mesh, swirls upward next
to the BMW factory and
corporate headquarters
(opposite, top inset). Its

west elevation (opposite,
bottom inset) extends
along Georg-Brauchle-Ring,
the highway separating the
building from Olympic Park.
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The south entrance
to the building is
sheltered by a porte
cochere created by
the roof flowing from
the Double Cone to
the main hall (below).

03.08

In the distance is the
Olympiaturm, which
was built in 1968 for
the 1972 Olympics.
Event spaces can-
tilever above the north
entrance (bottom).
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As a branding instrument for the company based around the
ritual of delivering cars to their owners, as well as introducing new
designs, BMW Welt packs a lot of power. This memorable walk-through
advertisement is worth every euro the company has spent (it acknowl-
edges that the building cost more than 200 euros, or $297 million, but
bets have it at twice that). Yet the major irony about the architecture is it
leaves in the dust the actual BMW car designs. Although BMW’s luxury
line sells extremely well, the cars on display look so very “safe” in compar-
ison with their 1,200-horse-power architectural container.

The Double Cone, a whirling dervish in steel mesh and reflective
glass, creates a splendid three-dimensional sign for the hall. It appears pro-
grammatically a bit superfluous (it is an event space in a building that is
essentially an event space), but nevertheless can house car exhibitions, art
shows, films, and cultural and sports events for up to 300 people. From its
top emanates a roof that flows capelike over the main structure, giving a
new meaning to the notion of shelter.

The actual program for the 753,473-square-foot structure seems
quirky: BMW Welt is neither a museum nor a fancy car dealership where
dazed and covetous throngs staggering through its gleaming innards can
buy cars. Rather, it is designed to celebrate the ritual of picking up cars
that have already been purchased at local car dealers. The new owner
actually pays 457 euros, or $630, for the privilege of going to Munich.

Inside the main hall, this ritual is celebrated at the heart of the
structure, called the Premiere, where spiraling ramps contain the cars for

the transfer to their purchasers. The new owners take a translucent glass-
enclosed elevator to a lounge at the top of the building, where they are
greeted by BMW personnel and conducted to an interactive-media area
to learn more about the particular car. From on high, they watch the
vehicles being delivered (45,000 cars a year) to the 20 turntables on the
traylike concrete floors below. At a certain moment, the owner descends a
staircase to hop into his or her own BMW, driving down the spiraling
ramps and out an exit on the east side of the building.

The normal folk traipsing through the building can voyeuristi-
cally watch the new owner getting into the car but cannot actually enter the
exclusive areas themselves. Not to worry: For the everyday spectator, the
Tower awaits, containing shops (with BMW Lifestyle goods, in case you
can’t afford the car), restaurants, (see page 172), a bookstore/newsstand,
and a car exhibition (Junior Campus) for children.

On the north end, a conference center, called the Forum, com-
prising an auditorium, meeting rooms, and upper-level reception area,
provides outside businesses with venues to hold conferences in spaces that
cantilever in a cubistic cascade over a plaza.

The ground floor is largely devoted to the display of cars, with
car-related exhibitions in the Technology and Design section. Sitting areas
and café tables help turn the BMW Welt’s plaza into a giant schmoozing
lounge for its visitors. A physical thread of continuity is provided by a
concrete pedestrian bridge that unfurls through the approximately 80-
foot-high space. Visitors can ascend this pedestrian bridge outside the

Inside the main hall,
the pedestrian bridge
winds through the
cavernous space

at the second level
(left). In the center of
the ground floor, a
Technology and Design
section demonstrates
new developments.
Those who are picking
up cars take a translu-
cent glass elevator to
the upper-level lounge.
Across the way, the
Tower (opposite) con-
tains restaurants on
the upper levels, with
more cars displayed
on the plaza level.

© ROLAND HALBE (THIS PAGE); DUCCIO MALAGAMBA (OPPOSITE AND FOLLOWING SPREAD)
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building, on the other side of the Lerchenauerstrasse, then skitter over the
street, moving past the Double Cone into the main hall. Then they glide
past the restaurant Tower, while staring at the cars being delivered on the
Premiere. Finally, where the bridge terminates at the Forum, visitors
descend to the north entrance, exiting out to the plaza and a transit stop.

The three reinforced-concrete buildings-within-a-building—the
Tower, the Premiere, and the Forum—plus 11 reinforced-concrete columns,
help buttress the steel space-frame roof (for structural description, see page
96) from which the pedestrian bridge is suspended. The design team did not
stint on steel: The roof, the facades, and all surfaces (except for columns)
were clad in a glass-bead-blasted stainless steel with a matte finich, empha-
sizing the sleek, sinuous lines and surfaces of the cars themselves.

It does look as if the Double Cone and the roof used up all the
steel in China (4,409 tons). Which may be why an efficient air system
for heating and cooling became very important. According to Michael
Kuehn, Jr., of Kuehn Bauer Partner, wind-tunnel tests were conducted to
make full use of wind pressure and take advantage of natural ventilation,
with a louver system regulating air pressure on the facade. The west
facade louvers open to admit cool air from Olympic Park, and as the air
is warmed, it is exhausted through louvers on the roof. Radiant heating
and cooling in the floors answer additional temperature needs, and ver-
tical profiles in the facade contain heated water to prevent condensation.
While the team fitted the roof with photovoltaic cells with a peak output
of 810 kilowatts, that energy is put back into the city’s electrical grid,

owing to the daily variation between solar supply and building demand.
Venting exhaust from the cars in this indoor space posed its own chal-
lenge: The engineers designed the ventilating system with a certain air
volume, adding local exhausts to take fumes from the cars.

The sheer effort, money, and number of consultants is extraor-
dinary for BMW Welt. Twenty years ago, it would have been destined to
remain a phantasmagorical scheme in the sketch pad of the architect.
Fortunately for Prix and his cohorts, the time was right—or at least until
yesterday: The economy was booming, the clients were game, computer soft-

BMW IS NOT ALONE IN GERMANY’S
CREATION OF CITYLIKE ENCLAVES
DEVOTED TO ITS CAR CULTURE.

ware had advanced, and engineers were willing to take on preposterously
difficult problems. The development of the phenomenon of branding has
helped immensely to generate cravings among clients and the public for an
architecture of spectacle. Interestingly, branding’s involvement with cars and
event spaces has its own particular history. Toyota Mega Web, a car theme
park in Toyota City, Japan, kicked off the trend in 1999. By 2000, Volkswagen
had opened up its Autostadt (Car City) in Wolfsburg, Germany. Designed
by architect Gunner Henn, the complex includes a museum, factory, and
delivery center, so the public can become fully immersed in car culture. The
Henn-designed Glass Factory for VW in Dresden, built in 2002, encourages
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PERSPECTIVE SPIRAL
STAIRCASE DOUBLE CONE

Multifaceted structure supports
audaciously sculptural BMW Welt

The 172,000-square-foot roof that seems to
hover over Coop Himmelb(l)au's BMW Welt in
Munich does more than keep out the elements.
Together with the Double Cone—a 43-foot-tall,
hourglass-shaped event and exhibition space—
the wildly sculptural roof serves as the chief
expressive element for the building, which func-
tions -as part automobile distribution center, part
conference center, and part marketing tool.

The undulating, stainless-steel-clad roof is
like a tornado with the glass-and-metal-mesh-
enclosed Double Cone as its vortex. To achieve
this effect, the designers conceived the enclo-
sure of the event space as a framework shell
made of horizontal rings, curved ascending
profiles, and diagonals. All are steel tubes, rec-
tangular in section. “A typical structure would
have horizontal elements, vertical elements, and
diagonals to brace it,” says Klaus Bollinger, prin-
cipal of Bollinger+Grohmann Engineers, the
project’s structural consultant. “But we only have
horizontals and diagonals. Then we twisted them
so the structure would seem dynamic,” he says.

Designers sized the spacing between the
structural elements so that the Double Cone’s
glazing would not require a secondary structure.
The nearly 900 triangular pieces all have differ-
ent profiles. “This is not so difficult to organize by
means of the computer,” remarks Bollinger.

The undulating roof is composed of two spa-

tially distorted girder-grid layers, diagonal trusses,
and vertical posts at selected points. This enor-
mous steel space frame, with trusses as deep

as 50 feet, makes possible the almost column-
free hall within which individual programmatic
elements are arranged like buildings within a

building. These multilevel elements are the largely
reinforced-concrete Tower and Forum, which
house restaurants and an auditorium, respec-
tively, and the primarily steel structure containing
the lounge above the ground-floor vehicle deliv-
ery area, known as the Premiere. Though the
lounge is supported through its vertical core and
at several other points, it is almost enveloped in
the roof cloud and appears to float. The roof is
coupled with the structure of the Tower, Forum,
and lounge, as well as that of the Double Cone,
and is additionally supported with 11 columns.

Since the roof works as a complete struc-
tural entity, it could only bear loads after being
almost entirely assembled. Contractors built the
roof in two sections, first constructing the south-
ern portion surrounding the Double Cone and
the Tower. They assembled the two halves on
temporary support towers, and then lowered
them, via hydraulic jacks, to link with the perma-
nent supports. They planned the sequence of
assembly and load transfer carefully to avoid an
uneven distribution of loads.

Not so surprisingly, the complex project
involved intense collaboration and coordination
among the various design disciplines and contin-
uous updating of a shared three-dimensional
model. Working in this way is by now old hat
Bollinger, whose firm was structural engineer|on
such sculptural projects as Peter Cook and Colin
Fournier’s Kunsthaus in Graz [RECORD, January
2004, page 92], and Zaha Hadid’s recently
completed Nordpark cable railway stations in
Innsbruck. “One 3D model for everyone is how
we work,” says Bollinger. “That is how we realize
such free-form buildings.”- Joann Gonchar, AIA




The spiraling ramps
the Double Cone{
allow visitors to view

ars and exhibitions, and
attégd. functions on two
levels. Fagm the Premiere

(car deliver: € ), guests

can glimpse the Duaghle
Cone (below right).

the public to see cars put together in a museumlike setting. By 2006,
Mercedes-Benz had opened its monumental spiraling concrete museum
outside Stuttgart, designed by UN Studio [rReEcorD, November 2006, page
126]. Meanwhile, BMW had already completed Zaha Hadid’s zoomy central
building for its factory in Leipzig [RECORD, August, 2005, page 82]. When the
company inaugurated Coop Himmelb(l)au’s BMW Welt at its corporate
headquarters in Munich in the fall of 2007, Germany was already familiar
with this building type. (More to come: In 2009, Porsche is opening a
museum in Stuttgart, designed by Delugan Meissl Associated Architects.)

With his design for BMW Welt, Wolf Prix wanted a building to
mushroom up to the sky, defying all gravity. Frank Lloyd Wright, watch-
ing from a cloud on high, would be gratified. Both BMW Welt and UN
Studio’s Mercedes-Benz Museum put cars and people on swirling con-
crete ramps in a way Wright had only imagined when he began designing
his spiraling parking structures in 1924-25. Wright’s concrete-ramps-for-
cars concept was only realized as a showroom for Jaguar (then Mercedes)
at 430 Park Avenue in New York City in 1955, just before he put people on  Sources Aluminum windows: Frener ¢
ramps to view art in his Guggenheim Museum in 1959. Glass facade, skylights, entrances,  Reifer; Metallbau

[t is ironic that it took Germany’s current car culture to advance  raised stainless roof: ARGE Solar plant: Sun Strom
Wright’s historic motifs. (Prix also acknowledges the influence of Le  Josef-Gartner; Maurer-Séhne Office furniture, chairs, tables:
Corbusier’s Church at Firminy, France [RECORD, June 2007, page 108]).  (with Lumml GmbH for roof) Vitra; Kusch + Co. Sitzmdébelwerke;
Sehr gut. But while this exuberant artifact succeeds in creating a seduc- ~ Concrete floors: Walo Bertschiner Poltrona Frau; Sedus Stoll;
tive symbol for the brand, we know at heart that it is like a high-calorie  (Surfaplan) Walter Knoll
fudge cake: not nourishing, but oh so alluring. m Glass: Eckelt Glass Reception furniture: Team Concept
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The landscape of the
courtyard includes tall
ficuses and smaller
“Shady Lady” trees.
The landscape archi-
tect tried to avoid

exotic “mall” plants.
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By Russell Fortmeyer

n March 4, 1865, Abraham Lincoln took the second oath of

office on the East Portico of the Capitol, returned to the White

House, and then greeted guests that night at his second—and,

sadly, last—inaugural ball in the Great Hall of the Old Patent
Office Building. It was the first time an inaugural ball had been celebrated
at a government building, let alone in one that contained what many
argued at the time to be one of the finest rooms in Washington, D.C.,,
designed by the well-known 19th-century architect John Mills, refinished
in 1881 by Aldolf Cluss in dizzying Victorian patterns of marble.

The Great Hall is still gloriously there, some 143 years later as of
this month, and it was joined in November 2007 by what many will agree is
one of the finest new rooms in Washington in years—the Robert and Arlene
Kogod Courtyard in the center of the Smithsonian Institution’s renovated
National Portrait Gallery and American Art Museum, which have filled the
Old Patent Office Building since 1968 (see related story, page 178). It would
certainly not be surprising if the next president deems the new courtyard
worthy of an inaugural ball come January. Designed by the prolific London
office of Foster+Partners, along with SmithGroup’s Washington office, the
three interconnected vaults of the 27,000-square-foot Kogod Courtyard

I
A

bears a striking resemblance to the |—
soaring glass atrium design of Foster’s
exceptional Great Court of the British

F Street — T

Museum [RECORD, March 2001, page == |
. " Jls 9 —~ (g (K 4
114], in London. But a comparison of < A— @ (N |l |5
the two would be a gross oversimplifi- || |F g — 18 |l
SITE PLAN e —

cation, if not downright disingenuous.
For starters, the Smithsonian wanted the courtyard to fulfill sev-

eral competing programmatic needs—including museum circulation,
café space, and event space for concerts, dinners, and parties—while also
preserving to some degree the idea of the space as a garden. The British
Museum’s program focused more on providing a new entrance and gath-
ering area for its massive crowds of visitors. Foster+Partners, which won
a competition for the project in 2004, proposed an undulating, deep-cof-
fered glass roof in a diagrid steel structure that to all appearances looks
like a greenhouse but acts more like a conventional ceiling. Working with
London-based acousticians at Sandy Brown Associates, the glass roof has
a reverberation time of about 3 seconds, compared to 9 to 11 seconds for
conventional glass construction.
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SECTION A-A

N O 33 FT.
GROUND FLOOR

|

1. Service pylons
2. South entrance
3. Cooling tower
4. Water scrim
5. Café

From beneath the
canopy, the flat glass
panels appear to
curve with the struc-
ture (left). To cut down
on internal heat gain,
the fabricator applied
a 65-percent-opacity
frit to the surface of
the glass.
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The taper at the bottom
of the diagrid makes
the structure appear
much thinner and ethe-
real from below (right
and top right). The
vertical height of the
diagrid was based on
surface area needed
for acoustical reasons.
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“We couldn’t acoustically treat the historic walls of the existing
structure, nor could we do anything ‘soft’ on the floor, so that left us with
one surface, the roof,” says Spencer de Grey, the cohead of design at Foster.
“When you look up at the roof, you will see a series of horizontal alu-
minum rods, and behind those rods are 9,000 pairs of blue jeans that have
been shredded to make an acoustically absorbent surface.” The resulting

OF THE COURTYARD, GUSTAFSON SAYS, “IT’S
ALMOST LIKE A THEATER WHERE THE
SANDSTONE FACADE BECOMES THE STAGE.”

hushed, serene effect is exactly what you wouldn’t expect in a space consist-
ing of marble and sandstone walls; granite floors with radiant heating and
cooling and perimeter ventilation; and that high-tech, rolling glass ceiling.
If anything, the courtyard is really a study of the twin architectural conceits
of atmosphere and mood, in this case created out of air, light, and flora.

Foster asked the landscape archi-
tect Kathryn Gustafson, with Seattle-based
Gustafson Guthrie Nichol, to design the
interiors. She proposed a series of planter
boxes that double as benches, smoothly con-
structed of the same white marble used on
floors elsewhere in the historic building. A
subgrade linear light along the perimeter of
the benches makes them seem to float. The
dark gray granite floor, which creates what
Gustafson considers a historically relevant
Greek Revival black-and-white color scheme
with the benches, also incorporates four
water scrims. Her solution depressed the
floor “-inch for the scrims and sloped it
down toward the middle of the room,
allowing a thin film of water to cascade
across the floor. The effect is that of a mirror

A daguerreotype of the Old
Patent Office Building from
1846 (above). The theatri-
cal lighting design, by
George Sexton
Associates, allows the

you can walk across, designed so your feet
dry off before you reach the museums’
doors. “I wanted it to reflect the beauty of
the facade, so you would see the historic
architecture and the Foster roof in the

courtyard to change
moods at will (opposite).
ground plane,” says Gustafson.

Mills designed the original building—now called the south
wing—in a Greek Revival style. The Doric columns of the south portico
drew inspiration from the Parthenon. Construction lasted from 1836 to
1842. The building has the reliably weighty appearance of true 19th-cen-
tury masonry construction, in this case sand-colored Virginia freestone
that supports three elegant stories stacked on top of a rusticated ground
floor. Mills began the east and west wings, built in gray marble quarried in
Maryland, but turned the projects over to Thomas U. Walter in 1851.
With some help from others, Walter finished both the east, west, and the
north wing by 1868.

Incidentally, the freestone—historically known as Aquia Creek
sandstone and easily obtainable near the city—was also used for the
White House and the Mills-designed Treasury Building, in spite of the
fact that its softness meant it performed poorly as a building material.
Mills had wanted granite, but Congress deemed it too expensive.
Sometimes cost-cutting measures have unintended effects—the warm
hues of the north elevation of Mills’s building, now the south wall of
Foster’s courtyard, have never looked better and delightfully contrast with

“It’s almost like a theater where the sandstone facade becomes the stage.”

But all this heavy stone concealed the fact the original building
stood on a poor foundation (Washington was built on a swamp, after all),
which meant the structural engineers at Buro Happold in London and
New York could not expect to rest the glass canopy on the courtyard’s
perimeter walls as they had done with the lightweight ceiling at the British
Museum. Greg Otto, a principal with Happold who is now based in Los
Angeles, says that’s when they decided to install eight columns, with spans
from 119 to 95 feet, to support the roof. Ties through the diagrid structure,
which is consistently 22 inches deep even though the steel underneath
varies, connect the columns together to prevent them from splaying out.

The columns along the south side rest on spread footings, while
those on the north connect to the courtyard’s slab and to that of the base-
ment auditorium—in both instances the overturning load on the columns
far exceeds the vertical loads from the roof’s weight. Snow was a major
problem, as was the federal government’s blast requirements, but Otto says
the roof has great flexibility (Happold worked
with Weidlinger Associates in New York on
deformation analysis). Furthermore, the 864
glass panels—each one sized differently, with
only 92 that are actually triangular—were
designed so that the “bite,” that is, the amount
of glass surface still contained within the sup-
porting mechanism after a blast, is never less
than 30 percent of the normal design.

The tolerances for the structural
system were low—within millimeters, Otto
says—which was difficult since the German-
based ceiling fabricator, Josef Gartner USA,
had to follow three separate design geome-
tries from digital models: Foster had two, for
the underside and top of the roof, while
Happold’s design had references to the midpoint of the beams concealed
in the diagrid’s cladding. “Gartner was surveying the top surface of the
roof constantly,” says Otto. “Contractors could add heat by torches and
adjust the geometry in order to get back on point.”

Was all of this structural engineering and intense coordination
necessary or, like so much contemporary architecture, is the canopy of the
Kogod Courtyard a solution to a nonexistent problem? “A flat roof would
have been deeper and would not have responded to the historic architec-
ture,” notes de Grey. “With curved forms, not only do you have the benefit
of arches, which are more structurally efficient, but we could lift the
canopy up over the central bay window of the Mills facade.” Perhaps not
surprisingly, Foster’s proposal originally elicited an outcry from historic
preservationists, but when considering the rest of Washington’s dreadful
contemporary architecture while sipping coffee in the hushed solemnity
of the courtyard, you have to wonder what on earth they were fussing
over. Now, bring on the inaugural ball. m

Project: Robert and Arlene Kogod Architect of record: SmithGroup

Courtyard at the Smithsonian Landscape architect: Gustafson
Guthrie Nichol
Engineers: Buro Happold (struc-

tural); URS Corporation (m/e/p);

Institution’s National Portrait Gallery
and American Art Museum,
Washington, D.C.

Architect: Foster+Partners— Battle McCarthy (environmental)
Norman Foster, Spencer de Grey,

Grant Brooker, Dan Sibert

Lighting: George Sexton Associates
General contractor: Hensel Phelps
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Tod Williams Billie Tsien adds another
piece to the PHOENIX ART MUSEUM,

changing it in the process
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By Clifford A. Pearson

rowth has been a mantra in Phoenix since the advent of air-con-
ditioning. More people, more sprawl. From a population of
105,000 in 1950 to more than 1.5 million in 2006, from 17.1
square miles to 515 square miles of mostly low-density, commer-
cial-strip-and-ranch-burger developments. Sunshine, cheap land, and a
taste of the American frontier—no matter how ersatz or commercialized—
have turned Phoenix into the fifth-largest city in the country. But that
growth is starting to change. Inventive local architects such as Will Bruder
and Studio Ma are designing hip condos,
people are moving back downtown, and the
city is weaving a new light-rail system into a
street grid once dominated by cars.
Steady growth has defined the
Phoenix Art Museum, as well. Part of a

The $21 million expan-
sion included a new

entry pavilion (right)

and lobby (below), and
downtown civic center that originally
included the city’s main library and the
Phoenix Little Theater, the museum opened
in 1959, expanded in 1965, then grew again
in 1996 when the library moved down the
road to a building Bruder created for it.
Alden Dow and Blaine Drake, who had both
studied with Frank Lloyd Wright, designed
all of the pieces of the original civic center, as
well as the 1965 museum addition. For its
1996 expansion, though, the museum looked
for a new vision and hired the New York
architects Tod Williams and Billie Tsien.
Strengthening the museum’s street presence,
Williams and Tsien turned their building to
Central Avenue, the city’s main artery, and

a four-level wing with
25,000 square feet of
new gallery space
(opposite, bottom).

created a new entrance there [RECORD,
January 1997, page 84]. Their plan also envi-
sioned future gallery expansion on the
southeast corner of the site.

With Phoenix booming in the late
1990s and early 21st century, the museum

emphasize places at its center” Talking
about Ballinger, Williams recalls, “He resis-
ted pressure to build a monument.”

{) Improving the arrival experience
for visitors was the architects’ first task.
When the museum acquired a small parcel

BV T v

moved forward with the new gallery addi-

tion. But it also wanted to fix some missteps

taken in the past. Although well intentioned as an urban gesture, the
entrance on Central Avenue never really worked, since most visitors
arrived by car, parked on the northeast part of the site, then had to walk
past the mechanical plant and enter the building from the back. The
museum also wanted to turn its undeveloped central courtyard into a
sculpture garden. For the new architecture, the museum went back to
Williams and Tsien, while it hired landscape designer Reed Hilderbrand
for the sculpture garden. “We wanted to give Tod and Billie the chance to
finish what they had started,” explains James Ballinger, the museum’s
long-time director. “We also saved about a year by not having to look for
new architects and getting them up to speed.”

Williams and Tsien approached both their recent project
and the earlier one as steps in a process of organic growth and ways of
advancing Phoenix’s cultural infrastructure to catch up with its physical
expansion. “Our work wasn’t about making a big statement,” says
Williams. “It was about accretion.” Tsien adds, “This is a museum that has
grown up with its city, becoming more sophisticated along the way.
Phoenix has grown too much at its edges, but that’s all the more reason to

just north of its building, Williams and
Tsien realized they could use this land to
create a courtyard and lawn facing a new entry wing. But this meant put-
ting the institution’s new front door next to its mechanical plant (which
was too expensive to move). So the architects screened the plant with pre-
cast-concrete walls and extended the precast facade of the earlier addition
along Central Avenue to form a protected outdoor room. Landscape
architect Christine Ten Eyck used palo brea trees and other native species
here, and sculptor Dan Euser contributed a “rain curtain” that helps mask
the sound of cars rushing along Central Avenue.
To grab attention along the avenue (something the windowless

Project: Phoenix Art Museum Bendel, Johnny Cho, project team

Expansion, Phoenix, Arizona Associate architect: Mark Ryan Studio
Architect: Tod Williams Billie Tsien
Architects— Tod Williams, Billie

Tsien, partners in charge; Felix Ade,

Engineers: Severud Associates
(structural); Ambrosino, DePinto &
Schmieder (m/e/p)

Kyra Clarkson (schematics), project Landscape architect: Ten Eyck
architects; James Chavel, Robin Landscape Architects

Blodgett, Lauren Schlesinger, Martina  General contractor: Kitchell

PHOTOGRAPHY: © BILL TIMMERMAN
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[ 1996 Addition /]
[] New Addition

GROUND FLOOR Central Avenue

SECTION A-A
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The architects created
a sequence of events,
taking visitors from the
entry court and lobby
pavilion (previous
spread), through a 26-
foot-high “canyon” (left),
into parts of the original
museum and the 1996
addition (not shown),
then finally to a new
gallery wing for Modern
and Contemporary art,
where a poured-concrete
stair slices through

the space (opposite,
top and bottom).
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Laurie and Drew Brown Gallery

facade of the original building never quite did) and welcome visitors after
they park, Williams and Tsien designed a glass entry pavilion with an
enormous cantilevered roof that combines the simplicity and elegance of
Mies with the bold horizontal thrust of the desert. Extending 40 feet
beyond ethereal planes of mullionless, low-iron glass, the roof shelters an
outdoor plaza that works as a seamless continuation of the new lobby.

The second big challenge was moving visitors from what had
been the back of the museum, through parts of Dow and Drake’s building,
then into the 1996 addition and the new 25,000-square-foot gallery wing
on the opposite side of the site. Luckily, procession has been an important
theme animating Williams and Tsien’s best work, such as the Folk Art
Museum in New York City [REcorD, May 2002, page 202], so the architects
were up to the task. From the expansive lobby, they bring visitors into a 26-
foot-high “canyon” lit from above by a frameless opening that recalls a
James Turrell sky window. To help orient you as you continue on this path,
they cut openings in various walls, offering glimpses of the sculpture gar-
den and the 1996 entry on Central Avenue and to second-floor galleries
that had previously been sealed off. Compressing space, then expanding it,
providing views inside, then out, Williams and Tsien turn a path that
might have seemed convoluted into one that’s engaging.

The architects housed the new galleries for Modern and
Contemporary art in a mostly precast-concrete box that rises three stories
above ground and descends one below. Precast wall panels and precast floor
beams work as parts of the structural system, along with a 75-foot-long steel
girder, to create free-span galleries. A poured-concrete stair with steel-and-
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in the center of the new gallery wing. A
clerestory-ringed lantern at the top of the
atrium colors daylight as it bounces off green
walls, providing a mysterious source of
slowly changing illumination. A tight, almost
claustrophobic stair at the northeast corner
of the gallery wing takes visitors down to a
below-grade level, where a large window
looks out to a sunken reflecting pool. On the
top floor, the architects provided a different
kind of relief from the windowless galleries:
a pair of lookouts that serve as light-filled,
indoor balconies offering, from one, views

Daylight enters the
new gallery wing
indirectly, through
clerestories wrapping
around the top of a
lantern (opposite and
above). The main stair
is suspended from
floor slabs and stabi-
lized by precast walls
on either side of it.

to the sculpture court, and from the other, to the city and mountains.
One piece at a time, Williams and Tsien have assembled a new

Phoenix Art Museum that looks both backward and forward, much as the
city around it has experienced both centripetal and centrifugal growth. m

Sources B+B Glass (fabricator)
Entry glass doors: Blumcraft

Maple flooring: Robbins Floor

Precast concrete: Coreslab
Structures

Zinc cladding: Rhenzink America Acoustic ceiling tiles: Armstrong
Exterior uplights: KIM Lighting

Gallery track lights: LSI Lighting

Aluminum curtain wall: Kawneer
Entry glass curtain wall: Oldcastle;
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SMITHGROUP combines serenity and savoir
faire in its design for the NORMANDY AMERICAN

CEMETERY VISITOR CENTER

overlooking Omaha Beach

AN

An orientation pavilion ture has a craggy

with a map signals the relief, while the reflect-
entry to the visitor ing pool at the rear
center (opposite). The (below) is setin a
flame-finished granite honed-and-polished
cladding of the struc- granite podium.




ROLAND HALBE, EXCEPT AS NOTED
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By Suzanne Stephens

t a time when few know how well the design for the memorial

to 9/11 in Lower Manhattan will survive various demands

from separate interest groups, it might be a good idea for

those involved to visit Normandy. Far above Omaha Beach at
Colleville-sur-Mer, in northern France, a distinctively handsome two-
level visitor center now honors those who died as a result of the allies
storming the German-occupied territory on D-Day, June 6, 1944.
Dedicated in 2007, the center extends along the eastern edge of the 172.5-
acre American Cemetery where 9,387 soldiers are buried. The long,
attenuated structure, partially submerged into a verdant landscape, is
striking for its use of granite, limestone, and wood, as well as its elegant
proportions and craftsmanship. Indeed, the staggered, high-relief, dark-
gray granite walls recall Mies van der Rohe’s demolished Monument to
Karl Liebnecht and Rosa Luxemburg in Berlin (1926), while its rectilinear
plan brings to mind Mies’s house for the German Building Exhibition of
1931 in Berlin. Parts of the massing even evoke Frank Lloyd Wright’s sec-
ond Herbert Jacobs House in Madison, Wisconsin, completed in 1948.
Responsible for the project was the “culture studio” in the 215-

person Washington, D.C., office of the SmithGroup, a 155-year-old firm
that originated in Detroit. Although it now has 10 offices and more than

1.Visitor center

2. Garden of the Missing
3. Memorial

4. Parking

800 people, SmithGroup went after a commission only 30,000 square feet
in size. This might seem a tad small-scale for the plus-size firm. But the
high-design architects considered for the job—I.M. Pei, Michael Graves,
and Hugh Hardy’s firm, H3—indicate the significance of this first of many
such visitor centers being planned by the American Battle Monuments
Commission (ABMC). SmithGroup’s David Greenbaum, FAIA, notes that
his office probably benefited by going into the interviews with a full team
in place, including an associate architect from Paris, John Lampros.

The new center occupies a 20-acre site overlooking the beach, in a
more prominent location than that of the former visitor center, a small rub-
ble-stone bungalow near the parking area. The architects deliberately gave
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the new $30 million structure a massing and scale that does not overwhelm
the cemetery’s earlier commemorative architecture dating to the mid-1950s.
There, a memorial comprising a French limestone semicircular colonnade
with flanking loggias, and a chapel in the form of a circular limestone tem-
pietto, were designed by the Philadelphia firm Harbeson Hough Livingston
and Larson (H2L2) in a style evocative of the stripped Classicism of the
1940s. These quietly arresting structures evocatively punctuate the gridded
field of white marble grave markers, but definitely speak of another time.

With the new visitor center, the design team wanted to be refer-
ential, but not imitative: For inspiration, the architects looked at the war
structures, bunkers, and surrounding granite walls on the property, as well
as the hedgerows crossing the Norman terrain. The result is a steel-framed
pavilion with granite walls that sits atop a poured-in-place-concrete base
structure submerged in the ground.

On the lobby level, the ABMC galleries open out to the view of
the English Channel to the north through expansive glass walls overlook-
ing a reflecting pool. The main exhibition spaces devoted to D-Day are
inserted underground, where spaces are darker and more enclosed. The
setting, with its exposed-concrete walls, a dropped ceiling of dark stain-

N

whose surface seems bottom right) Jead to

the below-grade exhi-

ark granite walls

2 lobby contrast
the white granite
I (above). From the
rth lobby, visitors
see the reflecting pool,

to merge with the
water of the English
Channel (opposite,

bitions and elliptical
gallery from which
top). Stairs from the visitors exit (opposite,

main level (opposite, bottom left).

of bunkers, without the grittiness. At the same time, daylight softly filters
through clerestories and skylights in the exhibition area, where freestanding
display partitions loom up like rows of ancient Greek steles.

Although the exhibition is divided into three thematic sec-
tions—“competence,” “courage,” and “sacrifice”—its designers, Gallagher
& Associates, mounted the material devoted to the history of the invasion
without a hint of kitsch sentimentality. The “sacrifice” portion occupies a
luminously elliptical gallery that projects from of the west wall.
Acoustically treated white plaster walls keep hushed the space devoted to
the memory of those who died. In the middle of the room is a skylighted
meditation space, where twin cubes, composed of planes of Cor-Ten and
sandblasted glass, partially enclose a helmut mounted on a rifle, a famil-
iar grave marker during the war. The rusty steel and translucent glass
indicate “a separation,” says project principal Elsa Santoyo, “both wound
and absence, in which the glass separates people in this meditation chamber
from those in the gallery itself. Those within the chamber look ghostly,”
she adds. “It sets up a series of disconnections.”

Visitors exit the rear of this space and follow a red asphalt path
to the cemetery. Here on the exterior, the curved wall of the gallery, clad in

© PRAKESH PATEL (THIS PAGE)
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EXHIBITION-LEVEL PLAN

THE GREAT CHALLENGE
LE GRAND DEFI

The straightforward
rigor of the lower-level
installation (below left),
designed by Gallagher
& Associates, comple-
ments the architecture,
with its metal-mesh

dropped ceilings and
concrete walls. From
the main exhibition
hall, a tunnel (below
right) takes visitors
to a skylit elliptical
gallery with white

1. Drop-off and
orientation

. Entrance

Offices

. ABMC gallery

. Next of Kin Suite

. Reflecting pool

. Theater

® Ny O U A ®N

. Courage and
Competence Galleries
9. Sacrifice Gallery

10. Exit to cemetery

plaster walls and a
white limestone floor
(opposite). Within the
gallery, Cor-Ten steel
and sandblasted-
glass partitions form
a meditation space.
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The masterful play of materials selected for their referential
qualities heightens the experience of moving through the spaces. While
the architects chose a dark-gray granite cladding for its similarity to the
granite used on the cemetery’s perimeter, this particular stone comes
from South Africa: Its warmer tone was preferred to that of the blueish
Brittany granite. A flamed-finish Kashmere white granite with warm rusty
veining and garnet occlusions, Santoya explains, surfaces for much of the
exterior plinth, the stairs, and the main floor. “It emphasizes the horizon-
tal framing of the views,” she notes, much like those seen from the
German bunkers in 1944. The floor of the Sacrifice Gallery is white lime-
stone rather than granite, since the architects wanted to make a
transition to the material used for the cemetery’s memorial and chapel.
Oak was favored in the lower level, owing to its longtime symbolic associ-
ation with strength and endurance. The lobby and offices upstairs feature
a figured makore veneer, whose watery pattern seems to echo that of the
pond and channel outside. The landscaping, designed by the U.S. firm
Michael Vergason Landscape Architects and D.Paysage in Paris, helps
immensely to relate the structure to its coastal setting.

The integration of indoor and outdoor spaces, plus the dra-
matic use of daylight and views, all combine to create a particularly poetic

ambience that successfully sets up the sequence in which to enter the
cemetery proper. This unified experience, incorporating history and
nature, offers a serious contribution to the architecture of memorials. m

Project: Normandy American Visitor
Center, Colleville-sur-Mer, France
Client: American Battle

Monuments Commission

Architects: SmithGroup—Colden
Florance, FAIA, principal in charge;
David Greenbaum, FAIA, Elsa Santoyo,
project principals; Bettina Neudert-
Brown, Franck Le Bousse, Su Sie Lim,
AlA, design architects

Associate architect: John Lampros
Architecte, Paris

Exhibition designer: Gallagher ¢

Associates

Sources

Frameless insulated-glass panels
and glazing: Saint Gobain
Copper standing-seam roof:
TECU Zinn

Tile carpet: Interface

Metal panel ceiling: Alucobond
Stainless-steel mesh: Gontois
Oak and makore veneer:

La Fraternelle

Lighting: ERCO (track and
downlights); Bega (uplighting

on stone walls)

Acoustical plaster: BASWAphon

ONLINE: To rate this project, go to architecturalrecord.com/projects/.
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Rafael Moneo’s expansnon‘and restoration
of Spain’s renowned PRADO MUSEUM

is simultaneously-profound and respectful ‘



Moneo’s b
bronze additi
“next to an existi

church that was once
connected to the
Jerénimos Cloister.




The visitors center
(below), partially
underground, connects
the original Villanueva
museum building to
the Jeronimos building
addition. A parterre of
miniature boxwoods
(above) covers the new
underground link and
mediates between the

old and the new.

By David Cohn

he strength of Spanish architect Rafael Moneo’s new addition

to the Prado Museum in Madrid lies in his ability to analyze

and resolve the conflicting layers of history that literally stratify

the hillside site behind the museum’s original building. With
the compact jewel box of brick-and-bronze fenestration, together with a
more discrete connecting element that he has folded into the slope
beneath it, Moneo has created a work that functions in a respectful but
contemporary dialogue with the existing 1785 Neoclassical structure
designed by royal architect Juan de Villanueva and the surviving remnants
of the Royal Monastery of San Jerénimo. The monastery ruins include a
17th-century cloister, which Moneo has dramatically incorporated into
the heart of his addition, and its Gothic church, still in use, which stands
somewhat uneasily beside it.

For Spaniards, the Prado is hallowed ground, with its unmatched
collections of works by Veldzquez, Goya, El Greco, and other European
masters, accumulated over five centuries by two royal dynasties. The need to
update and enlarge the Prado’s ancillary services required an unusual
alliance between Spain’s two opposing political parties, which have alter-
nated in power during the 12-year span of the museum’s expansion. The
project was entrusted to Moneo, who at 70 is the country’s most respected
architect, after a circuitous process that began with an inconclusive open
international competition in 1995. Ten finalists were selected from 483
entries and invited to participate in a second competition in 1998 with a
more defined program, after which Moneo was awarded the commission.

Currently receiving two million visitors a year, the Villanueva
building required new space for entry vestibules, ticketing, cloakrooms,
group tours, and educational facilities, as well as a larger shop, cafeteria,
and auditorium, all of which Moneo accommodated in the partially

underground visitors center he added to the back of

‘ the building. The addition is organized longitudi-

Orignal building by Juan de Vilanueva (1785) |
Bl Additions built betweer) 1847-1968

‘— Cloister of the Monastery of San Jerénimo el Real
|=== New additions und‘evgrmmd

/B New vestibule in Vilanyeva

| New additions aboLe ground

nally along a continuous line of clerestory glass that
inundates the space with light, setting off its lime-
stone floors and its bronze ceiling strips, windows,
and custom chandeliers.

In addition to new entries at either end of
this zone, Moneo created additional access by
reopening the museum’s central porticoed entrance,
previously used only for official occasions, and taking
over the ground floor of the apse-shaped hall behind
it—occupied since 1984 by an auditorium—as a new
center of circulation for both the existing building and
the addition. This strategy develops what Moneo calls a
“transversal axis” latent in Villanueva’s original plan,
although at the cost of breaking the continuity of the

main circulation axis on the ground floor. The walls of the apse are finished
in hot-pressed stucco in shocking red, a color taken from the royal sash in
one of Goya’s portraits of King Carlos IV, which adds a slash of Warholian
Pop contemporaneity to the subdued enfilade of the original galleries.

David Cohn is RECORD’s Madrid-based correspondent.

Project: Prado Museum Expansion,
Madrid, Spain

Client: Ministry of Culture
Architect: Jose Rafael Moneo,
Arquitecto—]Jose Rafael Moneo,

Christoph Schmid, Carmen Diez,
Marano Molina, Jacobo Garcia
Germdn, Borja Pefia, design team
Engineers: NB 35 Ingenieros (struc-
tural); Urculo Ingenieros Consultores

OTOGRAPHY: © DUCCIO MALAGAMBA, EXCEPT AS NOTED; ROLAND HALBE (TOP)



Stairs and escalators
(above) in front of the
entrance to the visitors
center give gallery-
goers access to the

Jerénimos building

and the parterre. By
reclaiming the apse-
shaped hall (right) on
the ground floor,
Moneo established a
space in which the
activities of the exist-
ing Prado and the
extension overlap.
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TRANSVERSE SECTION

1. Jerénimos Cloister

2. Glazed lantern
3. Parterre

LEVEL 4

5. Apse-shaped hall
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LEVEL7
1. Veldzquez entrance 6. Puerta de Goya
2. Apse-shaped hall 7. Puerta de Murillo
3. Courtyard 8. Parterre
4. New foyer/visitor center 9. Jerénimos Cloister
5. Gallery beneath lantern 10. Existing church

From windows in the back of the
apse, visitors can see the main block of
Moneo’s intervention, the so-called Jerénimos
building, on the hillside beyond, which is
reached via escalators situated at the rear of
the new visitors center.

The Jerénimos building envelopes
the skylight-covered cloister remains of the
monastery. Inside this carefully contrived vol-
ume, the cloister’s worn granite blocks,
restored and rebuilt in their original position,
stand independently of the concrete jacket
that encloses them; Moneo has even raised
their piers slightly from the floor in an ironic
gesture of respect. With its openings backed
by uninterrupted sheets of glass, and missing
the softening shadows of the long-demol-
ished galleries behind them, the cloister is a
bright but ghostly space, with no exterior
views but the sky. For the museum, it repre-
sents a link to its origins, dating to a time
when the monastery was part of the Royal

The visitors center

(opposite, top and left)
is a trapezoidal space
that embraces the
apse-shaped hall, giving
the old museum promi-
nence in the new space.
The gently sloping floor
mediates between dif-
ferent access levels.
The lantern (light well)
descends from the top
of the Jerénimos build-
ing and passes through
an intermediate level,
pouring light into the
Temporary Exhibitions
gallery (opposite, right),
which is accessible
from the visitors center.

Palace of El Buen Retiro, built by Velazquez’s patron, King Felipe IV, and
demolished by French invaders under Napoleon. A few blocks away, two
other surviving elements of the palace are currently being restored for the
Prado, including the former Throne Room as originally decorated by



Two entrances are
located on the north
and south sides of
the main foyer of the
visitors center.
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which will house the museum’s library and school.

A glass lantern descends from the center of the cloister
through the floor below to bring natural light into the two levels of gal-
leries created for temporary exhibitions, effectively situating the cloister as
the termination of the new transverse axis. In addition to the 15,000
square feet of galleries and the Prints and Drawings Department, the
building houses modern technical facilities, including art storage areas,
the museum’s first loading dock, a large-scale freight elevator, and mod-
ern restoration laboratories on the floors around the cloister. The 237,000
square feet of new construction, built at a cost of $157 million, allow the
museum to dedicate the entire Villanueva building to the permanent col-
lections, freeing 3,000 square feet for its galleries.

The exterior configuration of Moneo’s design seeks to reinforce
the transverse axis between the Villanueva and Jerénimos buildings.
Successive additions to the back of the museum during the 20th century
had cut into the natural slope of the terrain, leaving a sunken service court
at its back. The roof of Moneo’s underground addition, covered with a
parterre of miniature boxwood hedges, reestablishes this missing ground
plane. A pattern of radiating paths on the parterre come to focus on the
exposed zz of the Villanueva building, converging in the upper gallery,
occupied, as every Spaniard knows, by Veldzquez’s Las Meninas, the
museum’s most celebrated painting.

Perhaps the most difficult problem Moneo faced was establish-
ing a cordial relation with the adjacent church, which stands on a platform
20 feet above the street, and which had once been attached directly to the
cloister. In a series of carefully calibrated formal gestures, Moneo has
pulled the brick block of his building away from one bay of the cloister to
give the church breathing room. He establishes the ground plane of his
building at the lower street level, with a modest entry set off by contempo-
rary Spanish artist Cristina Iglesias’s cast-bronze doors. The main feature
of his facade is a brick loggia, with fluted brick
columns, a cast bronze wall behind them, and
crowned by a marble lintel, a purely decorative ges-
ture, somewhat retro-Deco in style, that establishes
a secondary, stabilizing horizontal element above
the level of the church’s eroded platform and cre-
ates a dialogue with the portico of the Academy of
Letters on the other side of the church. Moneo
comments, “The building seeks to escort the
church, just as it is escorted by the academy.” His
method, here as elsewhere, is to find harmony
through contrast.

Moneo sees his work for the Prado as
essentially a public service. “This wasn’t the occa-
sion to celebrate an architect’s personal expression,”
he emphasizes. He distinguishes his approach from
the additions of M. Pei to the Louvre or Venturi, Scott Brown for London’s
National Gallery, where “the structure and organization of the museums
were completely transformed. The Prado has been spared,” he asserts. “The
identity and character of the original museum have been maintained.” At
the same time, however, he has integrated the original building with its sur-
roundings, introducing both the contemporary voice of his intervention
and the more fragile presence of the cloister, which opens a new window on
the history and significance of the museum and its collections. m

Ceramic tile: Agrob Biichtal Zinc covering: Cubiertas Mufioz
Glass: Cristaleria Soler Hermanos Lighting: Louis Poulsen

Beginning in the floor
of the skylit cloister
(above and opposite),
the lantern (light well),
glazed and inaccessi-
ble, descends through
an intermediate level
(left and below), thereby
connecting all levels of
the Jerénimos building
with a shaft of light.

© ROLAND HALBE (TOP)
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David Adjaye contains a miniature
city of art, learning, and social experiences

inside the MUSEUM OF CONTEMPORARY
ART DENVER'’S enigmatic walls




The monolithic facade of
the MCA Denver is punc-
tuated by an entrance in
its northeast corner and
a Brazilian redwood-clad
rooftop (left) supporting
several volumes, includ-
ing a children’s room,
which cantilevers over

the rear elevation (right).

PHOTOGRAPHY: © ED REEVE

By David Sokol

abbies’ ignorance is David Adjaye’s bliss. During the construction
of the Museum of Contemporary Art Denver (MCA), whenever
Adjaye took a taxi to the construction site, “the drivers would fly
past it,” the London-based architect recalls. To be sure, the confu-
sion had something to do with the MCA’s promontorylike spot in the new
neighborhood Commons Park: The depression of adjacent 15th Street
makes this three-story building difficult
to spot. But equally important, Adjaye
had intended his design to nestle into
Commons Park rather than stand out.
“I thought it was the best kind of com-
pliment, because I wanted the building s

to be an urban experience,” he says of
the U-turning drivers. - — ] ol

The museum represents the e —
first public commission in the U.S. for
Adjaye, the 41-year-old phenom who

SITE PLAN N

already has amassed a portfolio of projects for high-profile clients ranging
from actor Ewan McGregor to the Nobel Foundation. As one of Britain’s
only prominent black architects, Adjaye also has been the subject of endemic
debate pitting tokenism against architectural skill. The MCA, which opened
in October 2007, will expose his talents to a wider audience and may help
settle the discussion of whether Adjaye has ascended the meritocracy.
Clearly, Adjaye does not equate the top of the pyramid with icon-
making. Recalling positions taken by peers like Foreign Office Architects
and Allied Works, Adjaye conjectures that the fad of over-the-top museums
is over. “The one-liner lacks depth and criticism,” he says. “It’s utterly easy,

David Sokol is a regular contributor to ARCHITECTURAL RECORD.
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SECTION B-B

In the MCA galleries,
lighting is carefully
hidden and reflected to
give the appearance of
daylight, but in the
main stairwell (right),
lamps tucked beneath
handrails enhance the
stair’s dynamic form,
contrasting it with the
neutral viewing spaces.

making any crazy form you want. I think the test is to try to find new pro-
grams and new scenarios that can be carried in content-led forms.”

His attitude is realized in a subdued, enigmatic exterior. Smoky
tinted glass reflects the surroundings, and only the stray transparent window
reveals museumgoers. Adjaye also eliminated overt signifiers. Instead of
tacking a monumental front door to the building, for example, the architect
tapered the corner of the ground floor from the plate above it and shrouded
it in the building’s glass-and-MonoPan double skin, creating a procession
mostly hidden from view. “I wanted to try setting up a new way of engaging
entry [as] a performative element that initiates a trajectory into the build-
ing,” Adjaye says of this corner. The prolonged welcome is a technique
previously attempted in Adjaye’s Idea Store Whitechapel, in London.

Similarly, the treatment of the MCA roof as a landscape of
Brazilian-redwood-clad volumes pulls the viewer’s attention away from the
building front. A children’s room cantilevers from the rear elevation and sug-
gests a proscenium for the installations and events that will be staged in the
fire lane. Meanwhile, the neighboring house, a sliver of blackened steel that
Adjaye designed for museum land donors Mark Falcone and Ellen Bruss,
completes the ensemble of the charcoal crystal and its cantilevered crown.

MCA executive director and chief curator Cydney Payton echoes
many of Adjaye’s opinions about the museum as icon, perhaps even more
pointedly. “It’s wonderful that a mythology can be developed from person to
person, as opposed to it being so institutionally branded and packaged that
the reality of a building may not meet your expectations,” she says. “Spectacle
jeopardizes everything that is substantive about the making of art.”

Sympathy between architect and client reveals itself in the myriad
ways in which the MCA design responds to the museum’s primary mission.
The MCA commissions mostly

11 N

site-specific work from contemporary

.



Visitors enter the MCA
via an L-shaped ramp
(below), whose reflec-
tive, black stainless-
steel ceiling and
board-formed concrete
wall creates a cav-
ernous feeling. Visitors
proceed into a narrow
atrium—illuminated by
a T-shaped skylight
(below right)—around
which three two-story,
freestanding volumes
are arranged. One such
space contains the
library, on the ground
floor, clad in tigerwood
and stocked by MCA
artists (right). A void
(not visible) in the
floor in front of the
library conveys day-
light to the lower-level
education room.
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The MCA galleries,
devoted to large works,
new media, photogra-
phy, and works on
paper, are often turned
over to single artists,
such as Chris Ofili (left)
and David Altmejd
(below). The galleries
are wrapped in a prom-
enade that shades
them from the diffuse
daylight entering
through the building’s
tinted glass-and-
MonoPan double skin.




cites a MacArthur Foundation study that found that museum audiences
“are no longer passive. They believe deeply in their own creative ideals, and
that their creative process and output is substantial.” By turning over its
spaces to artists, the MCA minimizes the curator’s presence, facilitating a
direct relationship between viewers and makers. (Appropriately, artists are
invited to stock the MCA library with materials that inspired or informed
their installations.) “Without this invisible autocratic voice coming at the
consumer, there’s a more active platform to engage with the ideas,” she says.

That approach is reinforced by the pragmatic findings of
another report, this one from the Australian Museum, in Sydney. In 2002,
researchers from the museum determined that exhibition visits usually
clock in at fewer than 20 minutes. In addition, guests frequently skip over
explanatory text, determine their own routes regardless of signage or
other cues, and ignore half of exhibition components in general.

Adjaye’s interior solution—what Payton calls “a whole explosion
of experience” that is in contrast to the restrained shell—broaches both
the MCA program and trends in museum visitation. Once visitors have
traveled the long entry, they arrive at an atrium around which galleries
devoted to photography, new media, works on paper, large works, and
related projects, as well as a library area, are assembled in a trio of two-
story volumes. These self-contained “villas” are ringed by a promenade
that can be partly turned over to extra exhibition space. This perimeter
walkway, set between the outer walls and interior units, also allows Adjaye
to insert daylight into the nongallery areas while protecting artwork from
direct exposure—one of many sustainable features that promise to gain
LEED Gold status for the building.

The arrangement accomplishes a threefold task. The galleries, fea-
turing different dimensions, orientations, and relationships to views and
daylight, encourages precise, yet different responses from artists. The separa-

On the rooftop level

are a children’s
room (left), a café
(right), and a garden
(not shown)—projec-
tions of the interior
gallery volumes.

tion of the volumes from one another also allows Payton’s team to stagger
the exhibition schedule, closing a gallery without shuttering what is other-
wise, at 27,000 square feet, a small museum.

Most significantly, Adjaye’s composition plays on the theme of
urbanism. In a continuation of it, additional “neighborhoods,” such as the
library, museum shop, and children’s room, are located in nonhierarchical
areas demarcated only by various material palettes—tigerwood, blue-glass
ceiling, and rubber flooring, respectively. In this democratic configuration,
viewers can establish their own sequence of movement, and tellingly,
Payton reports that the average visit time exceeds an hour and a half.

From its rumination on icons and campuslike interior to its eco-
logically responsible elements, Adjaye’s design for the MCA contains
multitudes of meaning. “I'm stimulated by buildings that only suggest pos-
sibilities,” notes the young architect. And although he also notes, “I'm still
crafting my position,” that the MCA so cohesively accommodates the client
while occasionally referencing Adjaye’s past works not only proves the
designer’s mettle, but suggests his prescient grasp of his own future legacy. m

Project: Museum of Contemporary
Art Denver, Colorado

Structural Engineers (structural);
M+E Engineers (m/e/p)
Architect: Adjaye Associates Facade consultant: Dewhurst
Associate architect: Davis MacFarlane and Partners
Partnership Architects—Brit Probst, Landscape design:
principal; Steve Haave, project Davis Partnership
Lighting design:

Hefferen Partnership

architect; Fred Pax, Maria Cole,
Garett Naff, design team

Engineers: Martin/Martin General contractor: MA Mortenson

ONLINE: To rate this project, go to architecturalrecord.com/projects/.
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Set between restaurant-
supply stores, the New
Museum rises 174 feet
above the Bowery. The
architects suggested
placing art on the
exterior: Hell Yes! by
Ugo Rondinone is the
first piece to be ex
ited on the facade,
but it will be replaced
in the future.
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At New York’s smart NEW MUSEUM OF
CONTEMPORARY ART, Tokyo-based

creates an ambiguous icon for an area in transition

By Clifford A. Pearson

aving developed a reputation for precisely detailed,

exquisitely refined buildings, the Tokyo-based firm

SANAA faced a very different kind of challenge with

the New Museum in Lower Manhattan: Design a
building for an anti-establishment museum in a scruffy-but-
gentrifying part of town. Do it on a tight budget. And be careful,
because the critics are weary of museums that are either formal
extravagances or dull containers.

Against the odds, SANAA, headed by Kazuyo Sejima
and Ryue Nishizawa, has delivered a building that pleases both the
critics and the public. Its New Museum, which rises seven stories
on the Bowery, points the neighbor-

Seen from Prince
Street, the building
has a blurry presence
(right) helping it fit in
with its setting (below).

hood in a new direction—out of a
previous era of flophouses and gin
mills and toward a time of creative
engagement. Whether by design or
coincidence, its off-kilter arrangement
of stacked boxes alludes to a moment of

instability—in New York’s cultural
scene, economic future, and demo-
graphic mix. Instead of glossing over the
city’s reckoning with unsettling forces,
the New Museum brings it front and
center—an attitude that seems just
right for an organization founded in ||
1977 by a curator, Marcia Tucker, the | | |
day after she was fired by the Whitney

= \
—ir=ae=| '

e

= I

| SITE| PLAN %

Rivington Street
(

open and has light” While the final building sports only one
roof terrace (on the seventh floor), skylights run along
at least one side of each of the three gallery floors, bringing
filtered daylight into all of the main exhibition spaces.

Best known for buildings with perfectly honed
skins—such as the Glass Pavilion at the Toledo Museum of
Art, in Ohio [RECORD, January 2007, page 78], and the 21st
Century Museum of Contemporary Art, in Kanazawa, Japan
[RECORD, February 2005, page 88| —SANAA struggled with

Museum of American Art. For the next
three decades, the New Museum bounced around Lower Manhattan, carry-
ing out its mission to show provocative contemporary artwork.

SANAA won the commission in an invited competition in 2002
(beating out David Adjaye, Reiser Umemoto, Abalos-Herreros, and
Gigon/Guyer) with a scheme that would make any New York City developer
blanch—purposefully using less square-footage than allowed by the local
zoning ordinance. By pulling back from the zoning envelope in a series of
slipped boxes, the design created the opportunity for roof terraces and long
skylights along alternating edges. “We could have built another 20,000 square
feet,” says Lisa Phillips, the current director, who took over the museum from
Tucker in 1999. “But in return, we got a [60,000-square-foot] building that’s

the wrapping for the New Museum. Originally, the architects
thought they would tightly clad each of the stacked boxes in a different metal
with hairline joints in between. But this proved too expensive for the $50
million budget and seemed too elegant for the neighborhood and the client.
So they tried an approach at odds with their earlier works, something they
called “beautiful rough,” says Toshihiro Oki, a project architect for SANAA.

Project: New Museum, New York City ~ Executive architect: Gensler
Design architect: SANAA—Kazuyo

Sejima, Ryue Nishizawa, principals;

Engineers: Simpson Gumperts ¢

Heger (structural); Guy Nordenson
Florian Idenburg, Toshihiro Oki, (structural); Arup (mechanical)
Jonas Elding, project architects Construction manager: Sciame
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SECTION A-A

“We moved away from a flat surface and explored ways of get-
ting a rough, blurry effect,” says Oki. Eventually, they developed a skin
made of expanded metal mesh set an inch and a half in front of corru-
gated aluminum panels. Although the aluminum mesh is an industrial
standard, the architects expanded its proportions beyond anything com-
mercially available and gave it an anodized finish. To attach it to the
corrugated backing, they customized off-the-shelf clips. The result is a
building dressed in a metal-mesh stocking, exuding a slightly hazy sexi-
ness that’s neither too classy nor too trashy for the new Lower East Side.

A steel-frame structure with concrete slabs on composite-steel
decking and concrete foundation walls, the building nonetheless seems to
float above the street on a story of glass. “We wanted transparency from
the street,” explains Phillips, “so people could see the art inside.” Low-iron
glass rising from floor to ceiling on the entry level creates a Minimalist
boundary between outside and in, beckoning visitors to come explore. To
keep costs down and maintain quality, the architects worked with a con-
tractor on a design-build basis for the storefront curtain wall, explains
Maddy Burke-Vigeland, a principal of Gensler, the associate architect. The
ground floor, which is open to the public for free, offers a museum shop,
a small café, and a glassed-in gallery in the back. SANAA brought the
building’s trademark metal mesh inside. usine it for cei

0 10FT
—
3IM.

SECOND FLOOR THIRD FLOOR

CELLAR FLOOR GROUND FLOOR

partition on the ground floor that defines one edge of the shop.

The main galleries occupy the second, third, and fourth floors
and offer a range of settings for art, thanks to different ceiling heights (18
feet for the second floor, 19 for the third, and 25 for the fourth) and floor
space (4,600 square feet for the second floor, 3,400 for the third, and 2,680
for the fourth). The slipped-box arrangement establishes another set of
proportional differences, since the flow of gallery space around the build-
ing’s core changes with each floor. Just a few extra (or fewer) feet on one
side of the core give the space a surprisingly different personality from the
one above or below it.

Interior finishes, though, are the same for all galleries: white
gypsum-board walls, polished-concrete floors, and metal-mesh ceilings.
The museum didn’t want expansion-joint lines on the floors because they
would imply a certain placement for the art, so the concrete was poured
as one slab. As a result, crack lines occur, creating a random imperfection
that seems appropriate in this museum. A slender reveal (% inch thick and
2 inches deep) separates the concrete from the walls, setting it subtly
afloat and creating space to hide electrical outlets for new-media art.
Above the mesh ceiling, the architects installed tracks that can accommo-
date fluorescent and incandescent light fixtures.




© DEAN KAUFMAN (TOP AND BOTTOM)

PHOTOGRAPHY:

The ground floor is a
free public zone with
sinuous shelves defining
the museum shop on the
south side (left in photo,
right) and a café with
different colored chairs
(below). A gallery with
video art sits behind the
café and is visible from
the street.
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Behind SANAA's illusion of weightlessness

Now that the New Museum on Manhattan's
Lower East Side is complete, and its structure
enclosed, there is little evidence of the system
that supports the seven-story building that
seems to be made up of nothing heavier than
precariously stacked cardboard boxes. But here
and there, through its expanded metal-mesh
facade, and from behind windows, architects
Kazuyo Sejima and Ryue Nishizawa of Tokyo-
based SANAA have provided an occasional
glimpse of a diagonal brace.

The diagonals are part of story-deep
perimeter trusses devised by engineers Mutsuro
Sasaki (see page 156) from Tokyo and New York
City—based Guy Nordenson, with the Manhattan
office of Simpson Gumpertz & Heger [SGH] as
structural engineer of record. These trusses are
the primary components of the gravity- and
lateral-load-resisting system for the $50 million
museum, open since December. By “wrapping
forces around corners,” explains Nordenson, the
trusses permit the museum’s volumes to shift
relative to one another, allow perimeter skylights
at setbacks, and provide column-free galleries
spanning up to 40 feet.

Most of the stacked boxes shift in only one
direction relative to the one below. There is an
exception, however: The third floor slips diago-
nally, allowing for skylights at both the west and
north edges of the second floor. In the early
stages of design, this setback was supported by
a truss exposed on the interior that crossed the

northwest corner of the gallery. But the condition
later seemed out of place to the engineers, so
they eliminated the truss and instead used the
core and the side truss walls to anchor the
cantilevered street-facing wall, creating what
Nordenson refers to as the “floating corner.”

The team meticulously analyzed the whole
structure to understand how to resolve and
resist various loads, but this area was particu-
larly challenging. The engineers needed to
ensure sufficient strength and stiffness and
carefully plan the sequence of construction,
says Kevin Poulin, SGH senior project manager.

Two levels above this seemingly floating
element, another detail gives the impression
that the building is made up of little more than
paper. Here, the volume housing the fifth-floor
education center slides to the north creating an
exterior overhang. This level has a stepped slab
and a partial raised floor, providing a very prac-
tical cavity for computer terminal cabling. But
viewed from the exterior, the underside of the
overhang seems to be at exactly the same
level as the top of the slab, creating the illusion
that the building envelope has no thickness. Of
course, Sejima and Nishizawa, the architects of
the Glass Pavilion at the Toledo Museum of Art,
in Ohio, are known for their fascination with
lightness and immateriality. Nordenson, also
part of the pavilion's design team, jokes that
“Sejima and Nishizawa can never have things
too thin" Joann Gonchar, AIA

Story-deep trusses form
the perimeter walls
(top) and the museum’s
core (above), providing
the building’s primary

gravity- and lateral-
load-resisting system.

The engineers analyzed
the structure to under-
stand how it would
react to conditions such
as gravity loads (far
left), or lateral loads
from the east (left). The
red members are in
compression, while the
yellow are in tension.

COURTESY SGH (RIGHT TWO);

© DEAN KAUFMAN (OPPOSITE, TOP);

HOTOGRAPHY:
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Skylights run along at
least one edge of each
gallery floor, washing
filtered daylight inside
(right and top left). The
skylights are made of
three basic elements:
two panes of glass
sandwiched between a
polycarbonate panel

below and metal grat-
ing above. The metal
grating helps filter the
daylight and allows
workers to walk above
and clean the skylights.
A long, narrow stair
(top right) connects the
third- and fourth-floor
art galleries.
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The architects found a
manufacturer in the
United Kingdom who
could produce the
anodized, expanded
metal mesh (rendering,
above, and section,
left) that gives the
building its distinctive
look. A terrace on the
seventh floor (opposite,

top) offers views to
the neighborhood

and beyond. On the
fifth floor, the firm
Christoff-Finio
designed interiors for
the Museum as Hub, a
resource and informa-
tion center with spaces
separated by curtains
(below left and right).




ing’s core to get from one gallery to another. But between the third and
fourth floors, they have a more intriguing option: a 50-foot-long stair just
4 feet wide, a wonderful circulation canyon that compresses space tightly
around them. Arriving at the 25-foot-high gallery on the fourth floor after
ascending that stair provides a blast of spatial delight. The architects played
a similar game of compression and expansion almost halfway up the nar-
row stair, inserting a quirky 35-foot-high shaft of space that is only
6-by-8-feet in plan. For its opening exhibition, the museum installed a
sound sculpture in the odd little gallery, showing it can generate an
intriguing dialogue between the strange space and art.

The fifth floor houses the Museum as Hub, a resource center for
learning about art and connecting electronically to other places for art. The
interiors here, designed by the New York firm Christoff-Finio, feature a sys-
tem of colored curtains pulled along tracks in the ceiling and reminiscent of
the curtains used by SANAA at its Glass Pavilion in Toledo. The sixth floor
houses offices for the museum, while the seventh has a multipurpose space
wrapped on three sides by a terrace offering views of fire escapes, rooftop
water tanks, and nearby buildings—the kind of views that put visitors in
the middle of the city, rather than above it. The museum originally planned
to use the seventh floor for special events, but the space has proved so pop-
ular that it will open it to the public as a lounge on weekends.

SANAA didn’t view the building as a green project, but its use of
skylights reduces the need for electric lights. Efficient ducting also trims
energy usage, while low-emission paints create a healthier environment.

With the recent subprime mortgage crisis setting off financial
tremors of unknown magnitude, no one is sure if future generations will
see the New Museum as the last gasp of a period of affluence or a precur-
sor of a more diversified cultural expansion. The building’s blurry skin of
metal mesh and its asymmetrically stacked gallery boxes, though, give it an
appropriately ambiguous presence in the cityscape—ghostlike on overcast
days, shimmering on others, and off-balance all the time. m

Sources Aluminum-frame windows: Wausau
Metal mesh: Expanded Metal Co.
Stainless-steel mesh clips: James
& Taylor

Corrugated-aluminum facade

Exterior glass: Viracon

Skylight system: Supersky
Skylight glass: PPG (Solarban)
Fluorescent lights: Bartco Lighting
Downlights: Lucifer Lighting
Gallery busway lights: LS]
Gypsum board: USG

panels: McGrath
Storefront curtain wall:
Competition Architectural Metals

ONLINE: To rate this project, go to architecturalrecord.com/projects/.
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*We're looking for an
easier way to ‘do the
right thing’ and profit
from the growing green
building market

McGraw_Hill
CONSTRUCTION

Green Building
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Now you can.

One name. One source for green
information and intelligence.

Currently valued at $10 billion, the green building market is projected
to grow 3-8% to $29-$59 billion. How can you participate and profit?
Getting your share couldn't be easier with ‘one source’ for green market
solutions: McGraw-Hilll Construction. Connect to green information

and intelligence essential for firms that want to make a difference to

a responsible built environment:

Market smart: Profit from vital green market sizing, projections,
trends, expert insights and key areas of opportunity with McGraw-Hill
Construction’s Green Building SmartMarket Reports, developed in
partnership with USGBC.

Media: Explore design, building technology, legislation, best practices
and products essential to creating sustainable buildings in GreenSource
magazine and web site.

Go to www.greensourcemag.com

Products: Click on SweetsGreen at the sweets.com home page
for fast acess to manufacturers with green products, get news
on the latest green products, and receive up-to-date information
in the bimonthly Green e-newsletter.

Projects: Find, bid and win the right projects with the McGraw-Hill
Construction Network—powered by the Dodge database. Search for
LEED-registered projects. Or find out if your product has been specified.

Profit from the power of our green connections.
All it takes is one call: 1-866-239-4261

Just tell us what you need, we’ll deliver.
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Our new Strong-Wall® shearwall solutions for balloon framing and

2 story applications are two of the only solutions supported by full
scale cyclic testing. Developed for engineered designs, as well as
prescriptive wall bracing applications, our Strong-Wall solutions
take various design factors into consideration — including foundation
anchorage. And check out our new Strong-Wall Shearwalls catalog,
for consolidated product and technical information, including
structural and installation details to ensure faster, simplified
installation. Let Simpson’s cost effective shearwall solutions take
your projects to new heights.
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Mutsuro Sasaki'’s structural design
for a train station (page 156).

The wind turbines on the top of
Near North in Chicago (page 147).
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estled among the hits and misses of the dubiously named Energy

Independence and Security Act of 2007, the eight-year-old proposal for the

Sun Wall (below) somehow passed through Congress with little attention. The

project—a 200-kilowatt solar photovoltaic installation for an exterior facade of
the Department of Energy’s headquarters in Washington, D.C.—resulted from a compe-
tition won by the Chicago architects Solomon Cordwell Buenz. Once construction
finishes in 2009, the wall will qualify as the largest building-integrated solar-energy
system for a federal government building in the U.S. It’s also a highly visible reminder
to Washington bureaucrats of the possibilities for alternative energy sources.

In the wake of spiking energy prices, incorporating alternative energy sources in
buildings makes more sense now than perhaps at any time since the energy crisis of the
Carter administration. Our first feature this month explores three alternative energy
options deployed in a variety of building types—a single-room occupancy residence, a
single-family prototype house, and a corporate headquarters. The next feature is an inter-
view with the Japanese structural engineer Mutsuro Sasaki, a designer increasingly known
for his alternative solutions to complex structures. We conclude with a look at one of the
oldest construction techniques known to humanity—compacted earth—which strangely
enough counts as an alternative to conventional building methods today. The online “alt.”
newsgroups of the late 1980s seem as distant as the solar panels of the late 1970s, but both
remind us that alternative technologies don’t stay that way for long. Russell Fortmeyer
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Learning to Live on Alternative Energy

THREE LANDMARK PROJECTS SHOW US HOW TO INTEGRATE RENEWABLE-ENERGY
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