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MoMA and P.S.1 Select
OBRA Architects as Winner
of 7th Annual Young
Architects Program
AARKZ AR EMIEFMP.S. 11EH
OBRABHAESZEANELEEE
BEERFMITRIGEE

The Museum of Modern Art and
P.S.1 Contemporary Art Center
announced the selection of the
New York City based firm OBRA
Architects, led by Pablo Castro
and Jennifer Lee, as the winner
of the 7th annual MoMA/P.S.1
Young Architects Program. The
objective of the Young Architects
Program is to identify and provide
an outlet for emerging young
talent in architecture, an ongoing
mission of both MOMA and P.S.1.
OBRA, the winning finalist,

will realize BEATFUSE!, an
installation that evokes a sense of
interior space via seven curved,
interconnected shells made of
plywood and polypropylene

mesh that ripple throughout

the courtyard. The project also
encompasses wooden tidal pools,
water misters, and light strainers
that create constantly changing
shapes in the mist. Three
outdoor spaces — a caldarium,

a tepidarium, and a frigidarium
- offer climactic comfort and
variety through architecture. For
example, the frigidarium, a small
outdoor gallery, will provide
respite from the summer heat
through the use of foil bubble
insulation and ice. As in past
years, the project serves as the
venue for Warm Up, the popular
music series held annually in
P.S.1’s courtyard. The installation
will be on view into September
2006.
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Foster and Partners Unveils
Designs for Green Super-
High Tower in Moscow,
Russia

RIS ES TR HE SRR
BREEEREY

Foster and Partners” Moscow
City Tower - taller than any
other building in Europe - is

a striking new addition to the
dynamic high-rise skyline of
Moscow. With its unique form,
this new landmark will be visible
from the heart of Moscow. The
building continues the practice’s
investigation into the nature

of the tower, taking structural,
functional, environmental and
urban logic to a new dimension.
The mixed-use project —
incorporating apartments, hotel,
office and leisure space — will
have an ‘energy cycle’” that will
pioneer sustainable architecture
and reinforce the economic and
social vitality of Moscow.

Based on a highly efficient
geometry derived from the
triangular plan, the vertical

city is a powerful triumvirate

of three ‘arms’ that meet at a
central green spine running the
full height of the tower. Wider
at the base and tapering towards
the top. the pyramidal form is
elegant and slender in profile,
and benefits from a highly
efficient composition to achieve
the maximum stability with the
minimum structure, as well as
the most effective distribution

of space. The tower is aided in
resisting wind loads by a series

of sloped fan columns extending
diagonally upwards to the spine
from the broad, triangular base.
Overlaid by columns set at a
reverse angle, this unusual oblique
lattice carries the building’s load
while also giving it its distinctive
geometric facade.
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This page. above: Model of
BEATFUSE! by OBRA Architects.
Photo courtesy of the architects.
This page. below: CG rendering
of the Moscow City Tower by
Foster and Partners. Image
courtesy of Foster and Partners.
p. 6. left: CG rendering of
Facility at American University
of Beirut, Lebanon by Zaha
Hadid. Image courtesy of

the architect. p. 6, right: Ara
Pacis Museum designed by
Richrd Meier. Photo courtesy of
Comune di Roma.
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Zaha Hadid Wins
Competition for Facility

at American University of
Beirut, Lebanon

His - REERAREH N SN
EEXFEFRER

The Issam Fares Institute

(IFT) for Public Policy and
International Affairs at the
American University of Beirut
(AUB) in Lebanon is designed

for students and academics —

as well as local, regional and
international researchers - policy
makers whose work projects and
strategies current and future
policy decisions in Lebanon and
the Middle East. This proposal
aims to reflect and facilitate that
social and intellectual program.
The design approach
accommodates the existing site
landscape conditions which

allow the IFT to function in a
harmonious fashion. The building
emerges fluidly from the geomeltry
of the surrounding network of
public paths as opposed to sitting
on the land as an isolated object.
The form of the building flows as
an undulating extension of the
site moving up to create different
dynamic spaces and then vanishes
back into the terrain. The gesture

extends beyond the limitations
of the site, creating a structure
that is open and spacious — two
qualities that rarely result from
the construction of a confined
building in a small site.

The IFL is to be accessed from
two main public entrances. The
wesl entrance gently ramps up
to the second floor from grade
level where the Director’s office,
Administration and Researcher
Lounges are located. The east
entrance leads to the first

floor where the Conference/
Workshop, break-out rooms and
lounge spaces are situated. The
researchers’ offices and seminar
rooms are located on the third
floor and fourth floor with a
Reading Room and roof terrace
on the fifth and sixth levels.
The Auditorium and its

related amenities are located
underground, creating a
comfortable and quiet academic
space. The third and fourth floors
are connected via bridges through
the atrium leading clearly to an
escape core at each end of the
building.
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announcements

New Museum of the Ara
Pacis in Rome Designed by
Richard Meier to Open
BERE - BN S IMRHE
HEFEYIEFIE

The Ara Pacis Museum marks the
first work of modern architecture
in the historic center of Rome
before World War 1. The
sacrificial altar — which dates
back to 9 B.C. - has been under
protective covering for the last
five years during construction

of the new museum designed by
Richard Meier. Situated along
the Tiber River near the Ponte
Cavour, the museum will be an
integral part of the urban context
of the Augustan area located on
the western edge of the Piazza
Augusto Imperatore.

The building features a striking
glass curtainwall measuring 40
feet in height and over 150 feet
in length. Outside the main
structure, a low travertine wall
extends from within the Great
Hall tracing the ancient shore of
the Tiber River. An outdoor roof
terrace above the auditorium
includes a café with views over
the Mausoleum of Augustus to the
east and the Tiber River to the
west.
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Deyan Sudjic Appointed
Director of Design Museum
in London

WER - BEB A R RIR I IE
[1=RS

The Design Museum in London
announced the appointment of
Deyan Sudjic as director. Sudjic, a
Journalist and critic, will replace
Alice Rawsthorn. He is currently
the architecture critic of London
Observer magazine, and the dean
of the faculty of art, architecture
and design at Kingston University.
He founded Blueprint magazine
in 1983 and served as editor of
Domus from 2000 to 2004.. He
was also the director of the 2002
Venice Architecture Biennnale.

BRI HEMIEE HIBER - fEimaE
EHEK. FBFERICERITILR. #E
BIRMEEUBRBHITRR, SHHAEE
AREBFGRITREIE. tF1983E6IHT
(EEE)Y 2%, N2000FFE2004418(F
(Domus) %i8. fEIR th 22002458
HEANERNEREA.

Simon Ungers Passes Away
B - SM/RETH T

Simon Ungers, an architect and
an artist, died on March 6, aged
48, in Cologne, Germany after

a long illness. He was born in
Cologne in 1957 and moved

to New York in 1969 when his
father, O.M. Ungers, became the
Dean of the School of Architecture
of Cornell University. He received
a Bachelor of Architecture in
1980. He designed elegant austere
homes, including the Knee
Residence (New Jersey), T-House,
and Cube House (New York).

He also taught at a number of
American schools. Since 2000, he
primarily focused on his artwork
in Cologne.

BRAMMERRER - SRRGTKY
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competitions

2006 International
Bamboo Building Design
Competition

2006 BRI EAIZITER

Bamboo is the next green
building evolution. This giant
grass is a renewable, restorative
and versatile building material.
Structural bamboo has been
certified for international
building codes. Now this certified
structural bamboo material is
available for use by architects and
engineers throughout the world.
The competition encourages
architects to apply their creativity
to design new buildings with this
ancient building material.

THBRTIHROBAESD. X
XBEAALKWER. B2, RAGIHN
ANBRAME. MELEHRMRER,
ERAREEARBHIAT. RE, Xh
HMEEREH AR, ARSHFHNITM
CEHTRBHAER. 2EREBMBAITR
Eohstt, xR d MR AARRIRIT
ELEE £

Host organization: Bamboo
Technologies, 1156 Makawao
Avenue, Makawao, HI 97678, USA
Registration deadline:
December 31, 2006

Submission deadline: January
15, 2007

phone: +01 808 572 1007
e-mail: info@bamboocompetitio
n.com

url: www.bamboocompetition.co
m/index.htm]

The World Habitat Award
2006
2006t REER

Two awards are given annually to
projects that provide practical and
innovative solutions to current
housing needs and problems: one
for a project in the global north
and the other for a project in the

global south. The World Habitat
Awards has a two-stage entry
process. See website for further
details.

BERBMEHNRNS EEB/R S ER
HEUFXALAERRARNTIE. B
B ERER TR HREERY
BOANEERF. #ES LMY,

Host organization: Building and
Social Housing Foundation
Submission deadline: June 1
e-mail: wha@bshf.org

url: www.bshf.org

exhibitions

Yves Klein: Air Architecture
Rk - ZEE: SERAR
Austrian Museum of Applied Arts
Until September 24

This exhibition shows
architectural projects and
concepts by the French artist Yves
Klein. Throughout his life, Yves
Klein also concerned himself with
the idea of “Air Architecture”,

an architecture of ephemeral
materials such as air, fire, water,
and space as defined by the body.

ERENZEERRPX - AREQ
—~LERFHEKESHRE. R - HH
HAH-SEER "SSBH" B, B
—MERENSS. AMAEEENER
MHRFARSERBESBANEAKRY.,

Contact: Stubenring 5, A-1010
Vienna, Austria

phone:+43 1 711 36 0

fax: +43 1 713 10 26

e-mail: office@MAK .at

url: www.mak.at

Modernism: Designing a
New World 1914-1939
HREL: 1914-1930F i R 1918
iR

Victoria & Albert Museum

Until July 23

At the beginning of the 21st
century our relationship to
Modernism is complex. The built
environment that we live in today
was largely shaped by Modernism,
which was not conceived as a
style but a loose collection of
ideas. It was a term which covered
a range of movements and styles
that largely rejected history and

applied ornament, and which
embraced abstraction. This is

the first exhibition to explore the
concept of modernism in depth,
rather than restricting itself, as
previous exhibitions have, to
particular geographical centers or
to individual decades.

2128, RNEARETNMXZER
AR RINSKBEWKEABIRE
FRRELWEE. BREXTHAMDA
AR—HMNE, MRBR—MREES0E
B EMRBERT EWEPDRE, H
A HIE RS R BRI RIP AR
e TRUMRRKEE 5 BRTHEAHE
RLETHER, RARKEANRKE
SHETREMBER.

Contact: Cromwell Road, London
SW7 2RL, UK

phone: +44. 20 7942 2000
e-mail: vanda@vam.ac.uk

url: www.vam.ac.uk

DynamiCity — Tactics for a
Changing Metropolis
BT — M LR AE T
KEER

Netherlands Architecture Institute
Until June 11

This exhibition assembles four
groups of architects who have
developed a new approach and

a visual language for urban
environments. These firms offer
a novel analysis of the intricacies
of urban life. To do so, they

have developed methods to help
us better understand, perceive,
experience and use the city. In the
“DynamiCity” exhibition, each
firm will present a project from
its portfolio and demonstrate

its approach to investigating,
analyzing and mapping out the
dynamic metropolis.

ZREIERHWERTIRE LHAEH
BYFEMUEESHNARRITHRE
Ko BERREEFAFNREMITE
REWTER. Ak, ENERHT—%
FAFERBHANER. BH. KB
FIRET. EX/REE, SIRAESE
BB EH— 4B B BA X D580
HRE. SRR,

Contact: Museumpark 25, 3015
CB Rotterdam, Netherlands
phone: +31 10 4001200

fax: +31 10 4366975

e-mail: info@nai.nl

url: www.nai.nl

The Green House: New
Directions in Sustainable
Architecture and Design
BREAE: IHEEASIEITHHR
p0)

The National Building Museum
May 20, 2006-June 3, 2007

In the world of architecture

and design, green means
cutting-edge, cost-efficient,

and environmentally aware.

The exhibition will explore the
building materials, consumer
products, and energy systems
that offer attractive and often
affordable sources of the latest in
home building technology and
products. Through the exhibition
and related programming,

The Green House will explore
developments in sustainability
and will provide an informative
overview of this dynamic design
movement.

ERAERITOE, REEKRRE
#. MEMERER. ZREEIRRE
FHERERREFSFPAERANAT
BEMEBAME. TSURERFRRAT
. BXRRABXNED, REEEH
REFAHREUENNE RS, FHEHhx
MR EBERNRK.

Contact: 401 F Street NW,
Washington DC, 20001, USA
phone: +1 202 272 2448

fax: +1 202 272 2564

e-mail: akalinowski@nbm.org
url: www.nbm.org
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Feature:

Concrete Architecture
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Casar de Cdceres Subregional Bus Station. Spain by Justo Garcia Rubio Irquitecto. Photo by Hisao Suzuki.




Essay:

Just Another Material?

Adrian Forty
WX
RE—FbH?
VBER - HR

Lefl: Apartment building, 25 bis

rue Franklin (1904) by Auguste
Perret. Right: Detail of tile cladding
of apartment building. 25 bis rue
Franklin. Photos on pp. 10-17 except
as noted by Adrian Forty.

10

Koo WLATITAE © R TR BRI 2 T A
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2555 B I S S A .

A review of recent concrete architecture at once raises the
question whether there is anything new about the way concrete
is being used today. Are the conventions for the architectural use
of concrete set up in the last century simply being continued,

or are we looking at a departure in a wholly new direction?
Curiously, in spite of the renaissance of concrete over the last ten
to fifteen years, there has been very little discussion about this,
and we have no choice but to turn to the buildings themselves
for answers.

Before doing so though, it should first of all be said that the
very notion of ‘concrete architecture’ is itself a residue from

the twentieth century. Prior to the nineteenth century, it would
not have occurred to an architect that works of architecture
could be defined by a material — yet from then onwards it
became a commonplace, and the fact that we have accepted

it so willingly up to now is just one sign of how strong a hold
the nineteenth century theory of structural rationalism has
continued to have upon our minds. Of the several revolutions in
architectural thought that took place in the nineteenth century,
perhaps the one with the longest-lasting influence was the
notion that the form of buildings was a result of the material

of which they were made: as the great French theorist and
architect Eugéne-Emmanuele Viollet-le-Duc put it, ‘any change
of materials must bring about a change of forms’, and with this
was born the expectation that a new material must give rise to
new forms of expression.'

And of all the new materials developed in the nineteenth
century, it was concrete that seemed most particularly destined
to bring into being new architectural forms, because its isotropic
properties — its ability to direct loads in all directions — offered
the prospect of liberating architects from the tyranny of load
and support that had dominated all previous architectures. The
expectation that concrete must ultimately make possible a new
architecture was rife well into the 1960s, and made it completely
normal to talk aboul ‘concrete architecture” as a distinctive
category. Whether we can still do so today seems more doubtful.
Already by the early 1960s there were signs that some people
no longer took it for granted that works of architecture made
out of concrete would be different from those made out of other
materials. Kenzo Tange, in a conversation with Mies van der
Rohe sometime in the late 1950s, asked him what he thought
the difference was between steel and concrete, and Mies replied,
very much to Tange’s surprise, ‘both are the same substantially’
For Tange, an inheritor, however indirectly, of the French
structural rationalist tradition, this was mildly shocking, and
indeed, coming from Mies, an architect famous for his obsessive
attention to the craft of building, it does seem heretical.
Nonetheless, at the end of his life, Mies appears to have decided
that the qualities of works of architecture were independent of
the materials of which they were made. Another half century
later, Mies” remark seems less exceptional, and many architects
would now say that concrete is just another material — yet there
still seems to be a residual belief that the material must in some
way define the architecture from which it is made, and for that
reason we find ourselves unprepared to give up altogether the
notion of ‘concrete architecture’

What is referred to as ‘concrete architecture’ in practice means
works of architecture where the concrete is exposed, and the
recent renaissance in concrete architecture is a renaissance of
exposed concrete. Although a high proportion, possibly even the
majority, of all buildings produced the world over today are built
with a concrete structure which is then clad in other materials,
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these are not generally regarded as ‘concrete architecture’
Their somewhat illogical exclusion from the category can only
be understood in relation to the history of architecture over

the last century. Taking a long view over that time, there has
been a succession of alternating attitudes towards the exposure
and concealment of concrete. At the very beginning of the
twentieth century, it was generally expected that concrete
should be covered: we see this in the early buildings of Auguste
Perret, the French master of reinforced concrete, such as the
Paris apartment block at 25 bis rue Franklin (1904), where

the concrete was clad in ceramic tiles. As the English architect
Beresford Pite remarked in 1925, in a view that was fairly
characteristic in the early part of the century, ‘I do not want

to see as much concrete as I can, I want to see as little of it as

I can; it is not as if it was precious marble’’® But already by the
1920s, Perret and others had started to take a different view, and
to argue that the concrete structure should be exposed, inside
and out. Perret regarded it as a matter of great pride that in his
Musée des Travaux Publics (1937), a large public building in
central Paris, there were no internal plaster finishes, and that
the building was entirely made of exposed concrete inside and
out. Perret was determined to demonstrate the versatility of

the medium, and the virtues of concrete as a universal building
material that could be made to serve all purposes and in all
situations. To cover concrete was to compromise it, to suggest
that it was less than capable of fulfilling its destiny as the
material of which all buildings in the future might be built. This
same attitude was followed by Le Corbusier in his béton-brut
architecture, and was repeated in the Brutalist architecture of
the 1950s and 1960s. But after about 1960, there was a reaction
against this attempt to demonstrate concrete as the universal
building medium, and for the next twenty years there was very
little exposed concrete, and it was generally covered with other
materials, whether stone or glass, or metallic cladding systems.
In the 1990s, however, concrete structures started to be revealed
again, and exposed concrete came once again to be regarded as
desirable. Was this a return to the aesthetics of the 1950s and
1960s? Although in a number of cases architects wanting to use
fair-faced concrete found that they had to call out of retirement
engineers and concrete specialists who had last practised in the
1960s because these were the only people who still knew how
to achieve high quality concrete finishes, I do not think that we
can regard these new post-1990 buildings as a continuation, or
a revival of the 1950s and 1960s. There are at least two very
significant differences between them.

The first of these is that exposed fair-faced concrete is now
being used predominantly for the interior of buildings. Whereas
in the 1950s and 1960s, exposed concrete was commonly used
inside and out, it is now less usual to find it used as an exterior
finish. Although there are plenty of notable exceptions, such

as, to take two European examples, Herzog and de Meuron’s
Rudin House at Leymen, France (1996-1997, a+u 02:02 Special
Issue), or Valerio Olgiati’s school at Paspels in Switzerland (1997
~1998, a+u 02:04), these are not the monolithic objects that
they would have been if built in the 1960s, but are constructed
with a double skin of concrete with an insulating void between,
to satisfy energy conservation requirements. More characteristic
though of the recent use of concrete are buildings where the
exposed concrete is exclusively on the interior, such as the Kunst
Haus at Bregenz, Austria (1994-1997, a+u 98:02 Extra Edition),
by Peter Zumthor, clad in translucent glass on the outside,

but with an interior that is entirely finished with fair-faced
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concrete. As well as avoiding the problems of staining and
vegetable growths that were characteristic of 1960s buildings,
the restriction of exposed concrete to the interior is connected
with the discovery that concrete core acts as a thermal mass
that slows down the heating of the building in summer, and
cooling in winter, reducing the energy consumption of buildings.
This effect, first noticed in Britain in the Wiggins Teape office
building by Arup Associates at Basingstoke (1982-1983), is

only effective when the surface of the concrete is exposed,

so that air passing over it can be cooled or warmed: cladding
concrete surfaces destroys the effect. Although not itself an
aesthetic reason for exposing concrete internally, it has become
a justification for the choice of concrete as an internal finish.
The second feature of new concrete interiors that distinguishes
them from earlier buildings is the concrete is often only
partially exposed. Compared to the all-or-nothing attitude
towards the use of concrete that was characteristic of the 1950s
and 1960s, now it is common to find the concrete partially
exposed, but partially clad ~ an arrangement that would not
have been acceptable before. This can be seen in for example
the Walsall New Art Gallery of 1996-2000 (a+u 99:04), by
Caruso St John, where the concrete structure of the building

is left partly exposed on the interior, but partly covered with a
lining of narrow douglas fir boards, of exactly the same width
(and material) as the boards that were used for the formwork of
the shuttering of the concrete. The result is an ambiguity as to
whether what one sees on the interior is a lining that has been
attached to the interior of the building, or whether it is the timber
that is the true surface of the interior - a fictive formwork

left in place, but cut away in places to reveal the concrete that
lies behind. Furthermore, the concrete that one sees on the
interior of the building is presented entirely as a surface: there
are no reveals in it that might allow one to see the depth of the
concrete, and one is not encouraged to see it as a mass, but only
as surface. The architects were keen to avoid the effect often
given by concrete that has been cast in steel formwork, where
the regularly spaced holes left by the tie rods give to the wall the
appearance of being made up of panels fixed to it; and they were
critical of 1960s buildings like Denys Lasdun’s National Theatre
in London, where concrete was used inside and out, and which
they saw as too ‘macho’, too much a heroic demonstration of
muscular strength. In the Walsall Art Gallery, the concrete’s
effect comes from the contrast with the wood: what matters is
the relationship with other materials, and in these concrete does
not always have to be the dominant partner.

In the architecture of the 1950s and 1960s, it was not usual

to mix concrete with other materials. To do so implied that
concrete was less than perfect, and risked compromising

the claims for it to be a universal building material. The
introduction of other structural materials immediately suggested
that it had a weakness, that it needed support. Although there
are many interesting examples of concrete combined with

other materials in the mid-twentieth century, particularly from
Italy, these were regarded, at least from the French-dominated
orthodoxy of reinforced concrete at the time, as aberrations
from good practice. In recent architecture, to combine concrete
with other materials is no longer controversial: placing another
material, even a structural material next to concrete does not
call into doubt concrete’s integrity.

Whereas in the 1950s and 1960s, architects and engineers
frequently wanted their works to prove something about
concrete, to show that concrete could do things that other
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Above: Gallery space of Art Museum
Bregenz (1990-1997) by Peter
Zumthor. Below: Entrance vestibule
of Walsall New Art Gallery (1996-
2000) by Caruso St John. Photo by
Shinkenchiku-sha.
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materials could not, this is a much less frequent ambition in
recent buildings. For most of the twentieth century, buildings
made out of concrete celebrated the material’s exceptional
rigidity. When employed in post and beam type structures,
concrete lent itself to the creation of seemingly unnaturally
long spans, or of dangerously extended cantilevers: one might
think of buildings like Lina Bo Bardi’s Museum of Modern Art
in Sao Paulo (1957-1968) with its astonishing span carried on
only four supports, or Frank Lloyd Wright’s Falling Water (1935
~1948). Or when used in curved forms, in vaults, like Kahn’s
Kimbell Art Museum at Fort Worth (1967-1972), or in parabolic
shells, like Reyna and Candela’s Cosmic Ray Pavilion of 1952

in Mexico City or the Paris CNIT of 1956-1958 at La Défense,
what was emphasised was the stiffness of the material, its
shell-like nature. Concrete was understood as an exact material,
which resulted in precise structures. The aim in every case was
at an optimum solution, a determinate structural outcome.

But compared to these examples, with their characteristics of
rigidity and hardness, in some recent buildings we see instead
almost the inverse, where concrete becomes soft and limp. Take
for example Alvaro Siza’s Portuguese Pavilion at the Lisbon Expo
98 (a+u 98:04): here the concrete roof covering the central space
is a sagging canopy, hanging limply between the two side walls.
This is not a roof that gives the impression of the hardness of the
material, on the contrary there seems every reason to expect it
to droop a little more under the weight of rainwater. There is no
reason why the roof should be exactly this shape - it could sag
a little more, or be a little tauter. Or to take another example,

at Zaha Hadid’s recent extension to the Ordrupgaard Museum
in Copenhagen (completed 2005, a+u 05:11), where the roof
and walls appear to be a monolithic slab of curving concrete,
the structure is in fact a 330 mm thick skin of concrete on the
inside, above which there is a void, and then another outer skin
of 150 mm of concrete. There is no particular reason for the
outer skin to be made of concrete - the choice of material is
arbitrary, and makes no difference to the structure, only to the
appearance. Whereas in the last century, the expectations were
that concrete should be used to its technical limits, and that
there should be no redundancy in the material, this no longer
seems to matter. Compared to earlier attitudes, concrete now
seems to be treated as a structurally indeterminate material.

It is much more rare than it was to see concrete being used to
demonstrate technological innovation and progress. Relative

to the 1960s, much concrete today is relatively unadventurous
in structural terms. Whereas in the late 1950s and early

1960s, architects and engineers wanted every building to be a
structural experiment, now structural experiments are much
more commonly found in lightweight materials, or innovative
cladding systems. The role of concrete is much more often to
supply effects of density and mass than it is to suggest ideas of
architecture as an ever-developing structural art.

For much of the last century, concrete was treated as a ‘generic’
material. It could almost be said that it stood for matter itself,
as if concrete had subsumed all other materials and become the
pure, fundamental substance of building. From Perret onwards,
the obsession with creating buildings that were entirely made
out of concrete, even down to the furniture, was a response to
the belief that concrete was ultimately more capable than any
other material of realising all the multiple sensations and effects
that make up architecture. There was a belief that through
concrete, architecture would at last be able to fulfil its destiny.
To the untrained eye, the concrete of which the buildings of



AT L o 75 DA 58 35 St A B . S SR VR 38 ok Ak R B - 5 3 b R A X
HXRARERBHEFME, MAEAHES S SR E.

ELATFERMER LS, REEHHRR DR H A ARHE S
o B X FEMRIE R TR BE LA R A B R, 75 B A AR Rk
£, TXAEREH T M AN RN RS+ B S ER WA, R
B0t E R KA A — A BB SRR + 5 H b kR
R, EREDELNEEAESFHELRS - EREE, X
HEE TREEMERREN . RMESK, RS+ FH A boR
FREMGWMHBESHEACERAZ WRNEET, AMIFASH
SR BEIR BE AR ) TRt .

EHL R A+FA, ERITA TRIGEHA XEREC, ERAR
BEE AR R A B A BT AR B R, BRIEER
ROFENXAET . MBFREST RS BERABE N T RIEE L
SEMTRRR I W E A TE A MR, TR AR BE S SCEL K K
BAHIR AR B . REAMMOEIT, LLWmim - ¥ - BF %%
RPRZEARME (1957-1968) , KM EH FA AR T,
KMURIEA 250 - F7RE - WAFEIF I RK SIS (1935-1948) .
REEL A OB AEMKBELEWNRItF, KNEXTEKS
Hr- RIRIFM & N/RERE (1967-1972) . AEMY FEELSH
, HEANTE SR VYRR AN IR FEE O K (1952) MIER
RALE ST Wi [ & Tk B F0CNIT (1956-1958) , K8 TR 5
T HEHA R PR . A AR L F R R 5T
KRFRG I RAAEMEL, R iX 6 ] 7 #05E xH R B+ AR 1
Fiek, BREREMEERETFENRESHER. SHMHER, %/
9 7B O £ AR B MNGE SR BB RAEMAE S BIIPTRELS - FHLIE
19984 B A it & it A& F 18 (1998, (a+u) 98:04) ,
XA E AR TR B L R AR T R AR B A ], R
—HRODMESREP RS L. RAZKSABIEE LRI
HERLE, RMEEBG 495 %%, MFMEERAKNER D
MELIRH . FSL b, WA A7 3 fy BB N 4 2 U 4 = X PR
&, ERTRIE MM, T IE NSk, BEE S —26F, 4
MG e el B R T R AR RN B SR EE RS B2 E
(2005538 T, (a+u) 05:11) , XATH K92 A5 4 R % 5
EERWZh 2 iR g L AR, WERIZSOommAIREE L ER, 2R
150mm AR &E AR . Hh3R B 2 Fr DL AT IR 8 £ BT 1% A 4 5 ik
MRE, BS%HTK, & 208 S T4 7 mROR Wi .
Tt KRS LA NS bR, AR HOR E AR SO R, K%
IEEEMERKEMEM. B, SRANCLER T8 — N5
BAMEEREELORE, ROFEALLFEREZBEERHRA LK
HAEEH. HLE, SREAFHEE LA A TR N HE AR -
L2604 MR . MBt, TR UG A S IH I G — R 7824 8 —
S, AEREHORGH EMQIH, RS K KIS H T EH
TERBAMERSMENT AL L. SRAMEARELELWERNT
REMBR T LR, maEN 7 EARFEKTERBISEHEAR
A TR, o

EEER R ER A B, R - HR N R R R BR
BIMEL, EILFHE TRTA MR taE, R A RAa. &
EAMEFME . M E AT, AN — BT 6 AR

£ WM. W BFEHHZETERY
AiE (1957-1968) ; F: FI/REE - #§
FLIZ T 1998 4F B i 4 tit 9] & A 45 1

Above: Museum of Modern Art in Sao
Paulo (1957-1968) by Lina Bo Bardi.
Below: Portuguese Pavilion at the
Lisbon Expo 98 by Alvaro Siza.
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