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Introduction

Switched On Gothic;
Ammar Eloueini and the
Development of a Digital
Aesthetic

By Reed Kroloff

5l

R AN EH: Ammar Eloueinifi%
B 3 2 2

Reed Kroloff, EPr#FE L @ENIEILEK, EH
B Zvid (Architecture Magazine)fi ¥+

4, Tulane K F @R F BRI, BT =
A5 2 R¥%B% (Cranbrook Academy of
Art)fEE,

It wasn’t all that long ago that the sheer whizbange-
ry of digital design was enough to call attention

to anyone who could manipulate it. Computational
adepts became architecture’s new scientific class,
masters of an ethereal universe both unfamiliar and
contradictory, a place that was physically inac-
cessible yet visibly seductive. In this digital realm,
the skills that previously engendered disciplinary
prestige and authority in architecture—drawing,
model-making—suddenly seemed quaint, even cum-
bersome. Those whose fingers were not also nimble
with a keyboard and a mouse were consigned to
watching from the sidelines, irritated and anxious,
as the rules of the game were changed before their
very eyes.

Times change. Where the world of digital archi-
tecture was once exclusive and exotic, the green-
est first year student now can produce convincing
fly-through animations. Even middle aged design-
ers—too paunchy for their Pradas—are likely Mac-
savvy, daddy. To a surprising degree, and with
remarkable speed, digital technology has become
simply another tool of architectural production.
With that, native talent has reclaimed its place as
the arbiter of success. But where technological skill
and raw talent are both present, a new and exciting
breed of architect has emerged, one whose avenues
of investigation are greatly expanded and whose vi-
sual vocabulary can be immense. These are exciting
folk to watch, much as were the first architects who
could anticipate widespread use of steel construc-
tion and elevators. Those too were technologies
that changed the profession, and designers who
knew how to exploit them liberated the field.

Ammar Eloueini is the 21st century version of that
kind of architect. His work would not be possible
without the freedom engendered by the digital
environment, but the strength and excitement of his
designs transcend any media-driven parameters.

Take his CoReFab#71 chairs. Each is derived by
creating a digital animation of chair patterns and
then slicing that into individual frames. The selected
images are then fed into one of the world’s most ad-
vanced 3-D printers (a great, hulking machine which
though clearly contemporary, reminds the viewer of
late 19th century steel stamping machines or early
20th century assembly lines: this is a technology
that will clearly grow smaller, more efficient, more
affordable, and thus ubiquitous). Because each of
Eloueini’s images is pulled from a set of serial im-
ages, they are all visually related. But because the

image changes slightly from frame to frame, no two
chairs are ever alike. In essence, they are fraternal
twins that look nearly—but not exactly—identical.
Their infinite yet familial variation is possible only
because of the digital processing that allows so



many small changes to be captured and separated
into distinct images (To be fair, one could render
each variation individually on paper, but the pro-
cess would be painfully, impossibly slow). And it is
these slight, confounding changes that are immedi-
ately fascinating. The digital seduces.

But in the end, it is the sheer beauty of the objects
that makes them something other than a well-tuned
science project. Eloueini’s designs are elegant and
architectural. They draw knowingly on the history
of chair design (there are echoes of Louis XV here,
which given the designer’s upbringing in Paris is
perhaps inevitable), but also on the record of archi-
tecture and engineering. These chairs are unmistak-
ably gothic in their structure and appearance, with
ribbed articulation and ogee curves. Like any good
Gothic detail, they are stretched and attenuated,
richly detailed and somehow organic. But they are
clearly, inescapably modern and new. The details
are reductive and minimalist. The edges are sharp,
even a bit dangerous. They are familiar, yet some-
thing we have never seen before. This duality, this
dialectical complexity, is part of what distinguishes
Eloueini from his peers, many of whom are satisfied
simply with the formal exotica the computer allows.

His “New Shotgun House” is equally provocative,
playing the long, boxy form of a traditional south-
ern house type against a sensuously cascading
structural system that heaves the building off the
ground. This is his “Nude Descending a Staircase”
(or in this case, perhaps Ascending—again his abil-
ity to double allegory and imagery is both impres-
sive and immensely satisfying), relocated to a
post-Katrina New Orleans, where Eloueini practices
and teaches (at Tulane University) where lifting a
building off the ground is both a necessity and a
poignant reminder of the disaster. The simple box-
truss structural system is a logical and playful in-
terpretation of the balloon framing tradition of the
area. And typical of Eloueini, though the shotgun is
clearly the precedent, his shotgun is strikingly new
and distinctive.

To date, Eloueini’s most significant commissions
have been for the fashion industry, a pairing that
seems not just natural, but perhaps even pre-or-
dained. Working in Paris for Japan’s renowned Issey
Miyake, Eloueini sketches an ice-white minimalist
gallery against which Miyake’s clothes provide a
bright, playful wash of color. And in the back of the
store stand two remarkable forms that seem like
they could be oversized dress frames, or perhaps
the skeletal system of two exceptional gowns. Tall
and voluptuous, the two draping shapes are actu-
ally free-standing dressing rooms. Like the chairs,
they are 3-D “prints” of a computer rendering,
created on the same prototype machine. And again,

there is a sense of the gothic in the intricately wo-
ven surfaces that are at once skin and structure. But
they could just as easily be derived from the genius
of wasps or spiders. The rich gossamer structure
seems to defy both gravity and our understanding
of tectonic stability. Most satisfying, they provide a
seemingly perfect architectural analog to Miyake’s
delightful and revolutionary work with material
technology in fashion.

Ammar Eloueini is young, and so is the medium of
architecture in which he works. He reminds me par-
ticularly of the composer Wendy Carlos, who in the
early stages of her career was among the vanguard
of composers experimenting with synthesizers—the
first electronic machines to successfully emulate
musical instruments. Carlos seized on the synthe-
sizer’s ability to layer musical tracks and replicate
the reedy tones of concert organs as a medium for
re-interpreting the complex compositional struc-
ture of Baroque music. In reminding people that
music long thought to be fully understood is still
the source of discovery and delight, her 1968 album
“Switched on Bach” became the first classical re-
cording ever to sell more than 1 million copies.
Eloueini mines the same rich vein in architecture. As
noted, his CoReFab#71 chairs draw directly on the
formal and structural logics of Gothic architecture,
a period generally dismissed as too complicated,
too expressive, and too expensive to be practical

in the Modern age. Like Carlos, Eloueini recognizes
that new technologies of production have rendered
this type of presumption obsolete. But rather than
simply harnessing digital manufacturing to ape pe-
riod detail—as the neo-historicist wing of architec-
ture does with such empty-headed glee—Eloueini
returns to the intellectual source of the material in
order to create something new. The delicate tracery
of the chairs is beautiful, functional and representa-
tional. It minimizes the amount of material neces-
sary to build the chair while elucidating the physics
of construction. We see each of the gravitational
vectors called out and answered as structure, just
as we would in a late Gothic rose window. Eloueini
is not the first Modernist to recognize the form-fol-
lowing-function kinship of his era and the Gothic
that preceded it, but his analysis is more satisfying
and complex than the nervous formalisms of Minoru
Yamasaki or Edward Durrell Stone. Like Wendy
Carlos, Eloueini analysis goes directly to the funda-
mentals, reordering and revivifying them through
the agency of technology.

The chairs and Miyake dressing rooms are small-
scale enterprises. The real test for Eloueini will be
the leap to full-scale buildings. There are many de-
signers fully engaged in the research and produc-
tion of digital design, and it remains to be seen how
his investigations will be effected by scaling up. His



“House for New Orleans” is a hopeful portent: an
energizing reinterpretation of the Shotgun proto-
type, raised for a post-Katrina landscape. Even his
ephemeral work for the John Jasperse dance com-
pany suggests a departure from the bloboid tropes
of his digital fellow travelers. It is light, folded, and
above all, born from a fascination for making, rather
than an infatuation with style.

It is here that Ammar Eloueini’s digital architecture
exhibits its greatest promise for something new.
For Eloueini, the aesthetics of digital design arise
as much from the practical concerns of construc-
tion as they do from the formal concerns of making
beautiful things. It is in that nexus that real archi-
tecture gets made.



BTN R B ESERIEIERAANERFFET
IR, LTS B & ALY A ST I R A
B, XE—NMEHFXFEHNERMR, —NERIIAEREH
Bk, BXEF LERIEFEHARMTT, RO, DIRTERTT
AL BUB I AR——HI ] R RREEEE N,

B E PR RR AT, A L8 AN BE SR R 1 RS S8 S A RS AR
NBEIIA, STy 55 X, AR 5 B I A W R A

AR B A . D i SN 2 E A Al A st gl s A S g 23, 405
A — £E % 2 AR L AE 7 2 A OB AR Y B A shim . B
IS A 2 5 A a7 3 ) R I M 58 ) PR A 12 U Uit R AR A R b
B IX SO R R o BOAD RLEE DA AREIAF Y 1 2 T o A S B A
FER— TR R T B, 7E IR (R A | BRI AR ERAR R
B 77 FERI I 0 T, — gy &7 10 4 A 24 A Y2 370 UM 28 Y 20 1
S, TR FTHIES I FLLART R KR YT R, i B K B M35
T X e G T AN BRD, 5t 15 24 4 3 L 7 DL 21 9 &5 K I e
R REANERIT—H, LB EEEKRE TXMTIALR
R, HIE a0 a] FF o ) FH X 8 B R B9 T U i 7 17 X470l
SVt

Ammar EloueinillF 2T 2114 ik A BB 2B 9 i 31
Ui, fth 9 7E 1 2 BUD Rl B B AT RIS IS BRI 45 51, {H 2 Ath
FISE TR D B IS R T H A R S R R R EA T,

LI CoReFab#7 14 86, &— R F&EZRE O #E—1
JE A E R BUD A E, B YIS N RRIREZR . I E
EHEMAME EESHEPISDEBEYL (IXFLIS ERKRIUHE
H, e AR e, Bl AR 19 a2 RV EENHLEL &
R20MEYIHIE LR XN AR —ES RSN, Bk
MARE, REEHEENMA) . BAEloueinilEg—4
FE=ESE N —RFIE R REY, ENTHISMNILZ BB ERRT,
EHEANSNERE ZAIAMMEIARRE, FrilkE—H—FH
AR . SESE B, A5 B SN RIR AR B AT R O W A B
fafa, Mk — R — BRI AE . AT TS X R R R
FAY AR AIE 1E /2 BRI DN B2 0 0 o) DU 3 X 4 2 U/ 2R AL
BN AR BB E S (A SRR, X AR th o] LITE4R T b
BRI H R, HXNIEELARUEGBH, ZigifmfmE s
HY) o IE 2 X LMD B A 2 A . BB R AR K
IR,

HE A&, X HE ST Y& E RN E —FIRHE TE ,
Eloueinifyi& it 0t e B4 @ N 3S 8, AT T 3 a7 1%
I EL L (ENEloueinifE BB K K, Bl HERL A
i E B 5+ AL A RS s 7 ) R, B @ IRA Tli& it
IRk 4%, X Sofa FIESNI A 1 _EA6 1R I T B BFRE XA, B TS
BT I B8 AR S HZ B ZR o Wil (51 {0 BF 45 XU O 4H 38—, ‘BT
RERKIFZHZH, GREENMTIHEIEFEEV. HE, R
A, ENTERIAL B e, T 8ED> 2R, HAIEE
BH, EEHEGK, E1EE G LR, HIREFHANTLIA]
M TS R PE, iXFPREM: . BHE R E 2B Elouei-
ni 8k IR FT, AR L HR ) B th i B T i AL A i
7 25 S P i T,

iy “=mR SR MM B A B, BN FEE S FE 7T
FE—HERMmAE, &KE—-DMEEWNBARKENEERS
M A . XA BEK Z SR BU/R BT AT R LY R
HO T BERERR” 77 R (TERXAREIH, i ol IFRFE “ A%
B, A —RRIH L ABRIFZINRIE R IRES) 23
HEAEELE AMRIIZIR, #BE/RREEloueini #1TSLE K

#Tulane X FT7E#E, 75 A0 & i — R 1E AR K XER)
LoMNEFIERE S E, XU EMNHE/REIMXE RN T T
LR — R E M HES, ERaXNEEEREZH
S, (HEEloueiniW &= 52 75 R B it g sif 5158, X2
IR ELE X,

HAET, Eloueinif#H & iHEFER B L, MO HSR
HEEEFEHER, MAEGRE®GHEE. Eloueini JHAZ
LRI K Ifilssey MiyakefE BERIZ I T— MR EHY
UK 3 IR R A T R AL, R AT HE My a ke AR 2814 T R 9 HA R
WM TR, BENEHZERNEENEE, BEBKRES
FIARRER, S B R Rt Bl IRV B 28 . S5 b,
XA ERH A RN ARE M B E, A&
— K, TR NS G W — N RS R RI3D “HIR
i . T B RS A T RN FEE, BE SN2 EL 4R 4]
SRR T 2% B 14548 . & AIT1oK B 17 B 9 o 285 e T 00 ke 1 38
/5. BB =F & Ik I 45 74 (5 R 7 R B 9k ik 000 5 | T3 RN B AT
MR EMER . RAAWERNEZE, XFMiyake E T i 516
o 1 B AR R R R &, EIR M T — A9 R B LT
SEFRME AR,

FMAmmar EloueiniARA—#, HEFAN@RKENEFER,
fit FABEL TEHE 2 Wendy Carlos, ili7E B Y 5 HE R H
fth S S AE AT — &l 50 & & R Es fE R, B2 — Bk
DI/ Sk B Y B (2% . Qb R P & A& pR 2SI BE T, 45 S5t
74y BIFEHI T T XSS S AN 25 5T, 4 1h B8 e 2 P sa i
RETFRWE SN, h1968EMNEE “Hff" BNE—iK
YR E WS RE R, XAAMMEETXE-MER,
B B4 A A AT & AR i ET DL Bk 9 (8 2 R 2 B0 PP U
R, ML, EloueinifE @R A B AT T XHE—NEENH
. W ESCHTE, thfICoReFab# 71 E 2B 7 BFFF B2 5 HY
INERIESF B, DL TCIE 4252 N X RE I BFRE A, RN
ERFERMNB . K& —&, Eloueini BIRE#H V4 7~
e ARET LRI X I N EBRIH XA, (HEEloueinidf
A5 15 IS L 23 IR 9 37 7 5 RS R R — 25 B 3RS i i 1 a1
5 I 7 L A (75 A XU PO 4 7, 2 [0 280 A A 1 R e 1
5 R KRGS — T Y ZR e . T AE SV S8 116 B 7 2 T T RE
FIZEN, iR BAREM ., BRI BINILI R I8 & s s 1
M LA 18 2 i 2>, AT B B E IEAE S MNP EE
TR, FG& M IR B RS BOR S — . RO RIS R 30
—H, EloueiniBiIRE| “FEHE A" 2 84 RS R R
W 2 ] 9 I 25 £H Y, SR T b S A0 L 1] B 3th # U F I I & 3R
U, AN S =T - B, T E N E ML AR . AR
- RIRE —FE, Eloueinii@id £ RFE EH# MR LB
FHEFRE RS, TR LT A .

fai FRIMiyake B AR 28 T E/INRL 72 &y TAD RIS R 3R K
RN FEloueinilE EE R, REGIHT2EES 5 78D
B STAIAE 77, TR 93 BE 25 B2 2 FHH N VR A 5 15
SR HIESEHZIE . Eloueinif “HiBURBET" 2MEFE
HEJk: EXBEEREE—NEBIEIN; XGRS EpIRE
BB, BlIf#i 2 NJohn Jasperse 854N &4 i A o 7
v AT EAR D R ST R T I RAER A — R . ERIGMmET R,

I EENE, © KB SR RS R XA s B .

Ammar EloueiniHY%fd M EE7EiX H g R T X #riEH Y
i K& ST FEloueiniskit, DS HIZE S K H 5
TFEWEYRIRDE, HREXN FERIESIERIIEE, [FREIEXEE
B R 2R BEGIS HHE TE VR SR .



Issey Miyake
Pleats Please Berlin

Issey MiyakefEHibk % 3%

Project: Pleats Please, Issey Miyake

Date: 2004

Client: Issey Miyake

Location: Galleries Lafayette, Berlin, Germany
Photographer: Christian Richters

Category: Retail

Status: Completed

The Pleats Please space in Berlin is the first in a
series of retail spaces for the Japanese fashion
designer Issey Miyake. The space is in the Galler-
ies Lafayette building by Jean Nouvel. The design
intends to give to the space a unique environment
that reflects Miyake’s personality and approach to
fashion design while retaining direct focus on the
clothes.

All of the design components relied heavily on the
use of CNC (Computer Numerically Controlled) ma-
chines. Being fabricated in Chicago then shipped
and assembled in Berlin, the ease of shipping and
assembly created a challenge for this project. The
primary design consists of a wall made of two over-
lapping pieces. This wall creates both a fitting room
and a storage area.

Two materials, aluminum and polycarbonate, are
used within the space. Half-inch 50x100x0.5 alumi-
num plates are cut using waterjet techniques. The
aluminum serves as the structure supporting the
wall polycarbonate panels, the racking system and
table structure. Polycarbonate is used to create the
organic surface and table top. The surface is mod-
eled on the computer, unfolded using 3D software,
then fabricated using router CNC machines. The
polycarbonate panels are assembled using zip ties.
The lightweight polycarbonate material and zip

tie fastening creates a system that is both easy to
transport and quick to assemble.

In 2005, this project received the AIA (American
Institute of Architects) Chicago Chapter: Interior
Architecture and Divine Detail Design Excellence
Awards.
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