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FOUNDER'S NOTES

founder's notes

Bls ARIE

Rossana Hu & Lyndon Neri

Last year we celebrated the tenth year of our practice. It was
a milestone, like graduating from school, we looked back on
the work we've done over the years and for a brief moment,
patted ourselves on the back. But now we are well into year
eleven going on twelve, which somehow feels like yet another
beginning. Transitioning from an office that has garnered success
and accolades in interior design to an office that can deliver big
Architecture has required some rethinking, an evolution. As we
asked ourselves the critical question—what kind of architecture
do we want to make—we also felt it was the right time to ask that
question to a younger generation of architezcts. So we agreed to
teach a graduate design studio at Hong Kong University this past
spring, to draw from the circularity of learning and teaching.
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Being in a school environment always brings back fond memories
of the formative years we spent at Berkeley, Princeton, and
Harvard. The words of wisdom from the various mentors that
we idolized. The camaraderie of a shared intensity, wearing
all- nighters like badges of honor. Those years were equally
gratifying as they were painful: breaking down and rebuilding
yourself with every project, establishing foundations that would
later form the basis of our practice today. The brief we offered
our students was a bit unconventional, weaving together threads
of nostalgic tendencies with urban memories and architectural
fantasies, we wanted each of them to dig deep and harness
their personal obsessions into a generative force for making
meaningful architecture—something that we hope they can take

along with them for the rest of their professional careers.
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than 6000 people, with 3 million plus tuning in via live broadcasts.

These audiences were able to participate in some very intimate

and illuminating conversations with some of the most influential

designers of this era. We got to hear firsthand, how David Adjaye

navigated the highly charged political environment of his recently

completed Smithsonian project, how Ronan Bouroullec considers

the humanity behind every piece he designs. This is knowledge

that can't be learned in school, that can only be drawn from the

experiences of those leading the way. We were very fortunate to

have had them with us, for them to share their stories with us.
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In March we also hosted Festival of Design, many of the guest
speakers are featured in this issue. The events that occurred over

the span of several weeks in Shanghai were attended by more

It has taken us over four years to prepare this issue of Manifesto;
like a sabbatical, the gap years in between has allowed us time to
ponder, to question, to reassess. We chose the subject matter of
“Design Education” as an underlying theme, because it's actually
rather complex. The design field has never been one that is hard-
knowledge based, so the acts of teaching, learning, and practicing
are simultaneous and co-dependent. We find ourselves constantly
juggling roles as Student, as Educator, as Professional—I think many
probably feel the same. It's not enough to simply work and produce;
designers, as a community, we are stronger when we share. ™
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POINTS OF VIEW

points of view For the Design Education issue of Manifesto,
il we interviewed many students, educators,
and professionals in the art and design fields.
Through their diverse and wide-ranging
answers to the same few questions, we
present the voice of a new generation
of designers, their thoughts about the
present and future of this industry.
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55, Photo by Mog, Litien Poeng, Cindy Sun 'point of view' series runs through the entire manifesto, you can continue
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POINTS OF VIEW

Federico Saralvo
Architect B M
Nine years of experience T{EhE

Education vs. Work, which has shaped you most as a professional today?

My studies and my professional experience were both very important in shaping me. Education gave me all the tools to deal

with the more abstract side of our job. Work brought the reality.

What's the biggest challenge of being a designer today?

In my opinion there are two big challenges for designers today: In a globalized world of instant access and overwhelming

information, the first challenge is to ensure design retains a clear relevance to its specific site conditions and context.

Architecture exists on the border between artistry and business. The designer must positively mediate between these two

elements.
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Scott Hsu
Architectural Designer B ig it

Four to five years of experience T{ERERF

Education vs. Work, which has shaped you most as a professional today?
Both, but most importantly, self-teaching.
What's the biggest challenge of being a designer today?
Designing with empathy and meaning while standing out under the constant bombardment of prefabricated images.
BES I, BEENRERIRITHERMER?
mE, BREZNEERAT,
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POINTS OF VIEW

Nellie Yang
Architect B
Nine years of experience T{Eh &

Architectural education is a lifelong pursuit, it doesn't just end abruptly with that piece of paper you get when you graduate
from school. However accomplished you thought you were the moment you received your degree, passed your licensing
exams, completed your first project, or even started your own practice, | think you quickly and humbly realize how much
more there is to learn at every step. The architects that we tend to admire the most are the ones that have never stopped
questioning, evolving, and pushing their ideas forward.
BRHBER—MEFER, EFRREMAERELRE T RKAEURALER. BLHMUNBSELTREN
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Josh Murphy
Architect EHF

Three years of experience T{E=%

Education vs. Work, which has shaped you most as a professional today?

| think the real trade of architecture in its construction sense can only be taught within the market based realities of a
commercial practice however for me architecture is so much more than this and the real romance of our profession lies
much deeper in its inherent relationships to art and culture. In my opinion these aspects are best studied in an academic
setting where the time and freedom is allowed to read, draw and form a strong personal opinion of what architecture should
be. In this sense education has had a bigger impact.
What's the biggest challenge of being a designer today?
| think the biggest challenge is dealing with the speed that information travels and the quantity of media we are bombarded
with in this internet driven digital age. Formulating strong opinions and staying true to founded beliefs about the position
architecture should have is a constant challenge, we are all too often distracted by glossy images of forms and facades that
in reality have very little substance.
HE S I MAEMIRERIZITHMEEmER?
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festival of design
2 1T K B

X F Text by Ricky Lau

#13F Translation by Vivi Lau (en-ch)

Festival of Design is an interdisciplinary
design platform curated by Design
Republic. Our vision is to embrace the
communal aspect of design to be inclusive,
interdisciplinary and innovative. Festival of
Design places an emphasis on collaborative
projects and communal engagement with
an interest in initiatives, exhibitions,
talks and workshops inspired by the
notion of community and exchange, thus
reinforcing the essential character of Design
Republic as an innovative platform.
iItKRZBRIGITHANRHIPNERZITFES,
HZRBEAMNNDEZEmMEF NG
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FESTIVAL OF DESIGN

design republic presents
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FESTIVAL OF DESIGN

Ronan Bouroullec

Industrial Designer T Jigit

—

=ar
=

/)
Fh
==
=am=’
- —

=\

A\
=\

"TES WS\

- —

=ik
.'
i

L\

L
B

¥ '
L,

"A Chair is a chair. It's not an invention. It's a typology we have known for hundreds of years. There are millions of ways to

design a chair, so | don't see any intelligence in copying a chair. In principle, it is the solution that has to be shared. If itis a
good idea, and things can grow out of it, then | don't mind being copied."
‘BFIUEREF. ERBFAR, MBEEBEFE T LBFN— MR BERIT—EBBFERT EAHHAS N, FLL
BRNAPR-IEBFEAE USRI L, D ZRIN Z R . MRZBIFIVERE, BRI UMNFRESR
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Andra Matin
Architect BHIM

© andramatin

"When | designed my own house, | wanted to make an open living room because in Indonesia the temperature is not like

Shanghai's, at ground floor it is only 23 degrees but at roof temperatures reach 34 degrees. Temperature and humidity are
the first thing to consider when designing architecture in Indonesia."
‘YRRt E B FHRE, REM— N FROET . RABHSERRE T L8, ERER23E, EINERELAE]
ME.ZHERALMERNIGIT, REMNEERE TN EZENER,”
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FESTIVAL OF DESIGN

GamFratesi Pablo Castro

Industrial Designer T Jigit Architect B M
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“We call it evolving tradition because it is interesting to bring the tradition to another level. We don't believe that we can “We see architecture as a form of knowledge and opportunity to learn things which for us seems more interesting than a
start creating from scratch since we are influenced by our culture, our background, and the way we live. These are things we straight out professional practice. Skepticism and a kind of inquisitive disposition are what we trying to introduce in every
try to bring into our product.” project.”
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PANEL DISCUSSION

panel discussion
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e venue: /\{B% 800 show

participants
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date: 2017.03.11

Andra Matin

Architect, founder of architecture studio andramatin
BRI, B IEEandramatinflig A

Enrico Fratesi & Stine Gam

Industrial designer, founding partners of GamFratesi
TukigitIi, GamFratesiflfa & kA

Lyndon Neri 8§53 &

Architect, founding partner of Neri&Hu and Design Republic

W, MBIRHARE, RN, QIIESWRA

Pablo Castro

Architect, co-founder of OBRA ARCHITECTS
Z%H T, OBRA ARCHITECTSEX & 8l7n A

Ronan Bouroullec

Industrial designer, co-founder of Ronan & Erwan Bouroullec

Tdkigit)fi, Ronan & Erwan BouroullecBt& 87 A

Wang Xu E 8

Editor in chief of Architectural Digest (China)
REPRE(PE) X4

IFE Transcript by Jacqueline Yam

#i¥ Translation by #¥#{$

Wangxu: For the last ten years, Lyndon has been inviting a lot

different designers and architects to China. And this year for the

Festival of Design, it is a very strong panel of guest speakers.

Because for me, there are big names; there are architects

who | was not familiar with but I really enjoyed seeing their

great work today; and at the same time there are rising young

designers. How did you come up with this palette of people?
Lyndon Neri: Rossana and | have been inviting people to give
lecture since 10 years ago as part of Design Republic's public

initiative. Three years ago, we decided to take it more seriously

by creating a platform called Festival of Design, which is an
interdisciplinary design exhibition and a lecture platform
series that brings different disciplines of design for a week of
dialogue and discussion. | believe the Festival of Design and
what we're trying to do is very important. It is very rare for
a commercial platform and a platform of ideology to come
together but | think we are in a country and specifically a city
like Shanghai during this period that allows this to happen.
Wangxu: | came by shared bike today. As a Chinese, we
have fond memories of bicycles from our childhood.
Then bicycles were replaced by cars and bicycles almost
disappeared, until this trend of shared bikes that puts
them back onto the streets. Digital technology, like
Apps, that offer shared bikes, has changed our lives. |
believe that you all have different perspectives on the
digital revolution so what do you want to say about
the future of design or the future of architecture?
Andra Matin: | started biking when | was in
elementary school, riding from one kilometer, five

kilometers, to ten kilometers. In high school, | once

took a trip to another city riding 180 kilometers
across three days with friends and family. Because
of all those memories of bicycles, | took on a
project designing the bicycle lane in the small
city of Lampung, to help ease cyclists around the
city. | still love to bike now. Not long ago, | went
to Copenhagen with my family and | biked there
for three days. Every time | went to Kyoto, | would
bike there. It is difficult to bike in Jakarta since
it is five times more crowded than Shanghai,
but I still bike anyway to reduce emissions.
Ronan Bouroullec: | don't like the word "design". It has always
been a question of "object" since the very beginning. We are
facing so much transformation today and everyday new issues are
appearing. How do we mix all these different aspects and also find
interesting solutions to them? This is the big question. The world
is full of problems and we need to find a way to concentrate all
our knowledge in order to propose good solutions. We need to be
critical and we need to be hard when examining the past in order
to find good solutions to help people survive these difficult times.
Lyndon Neri: | think our world is definitely changing. |
remember coming to China 20 years ago when | was working
for Michael Graves and there were no freeways, the roads
were full of bicycles and not a lot of cars. In the span of 20
years, the infiltration of cars is very visible in Shanghai and
the bikes have disappeared. The orange & yellow bike you see
today is a new thing. This new digital phenomena of sharing

economy allows technology to bring back to our everyday

the very old and familiar and in many ways the tradition that

isimportant to all of us is going to change how we live. With

companies like Uber, Airbnb and many more to come, there

will be major disruption in how we live and conduct business.

They are changing the dynamism of what design is. All of a

sudden, things that we are nostalgic for, the basic things that

we thought was going to disappear are actually coming back.

Lyndon Neri: Pablo, I'm sure you
have some ideas [laughs].
Pablo Castro: Yes, | ... [pause]

Pablo Castro: No, I'm trying to be positive [laughs]. | fear that
the optimism of faith in design... Theodor W. Adorno once said
that we should be concerned about art that makes us happy. I'm
actually advocating for art that makes me unhappy because that
way | can think about how to improve the world rather than fall into
complacency and accept things as they are without examination.
| recently went back to the quote mostly because of the elections
in the United States. | promised myself not to talk about this but
there are a lot of progressive people in the United States that think
Donald Trump is better for America than Hillary Clinton because
Hillary Clinton makes a lot of sense and would make people happy
in a way. Everybody would have fallen back into complacency,
thinking that everything was ok when we continue to be as messed
up as we've always been. The fact that Donald Trump is breaking
habits in the American administration is actually a good thing
because it has generated a movement of people that now want to
resist and think about the possibility of bringing about real change
to transform the lives of people. | was thinking ameliorism is very
dangerous, yes it makes the lives of people better but at the same
time there is a kind of strategy that continues to make the situation
acceptable and prevent the event of real change. On one hand, we
are riding more bicycles, driving fewer cars and therefore protecting
the environment. On the other hand the environment is being
messed up elsewhere by the same forces that give us the bicycle.
We therefore go on the bicycle thinking everything is okay when
we're actually being screwed. This is the danger of design. This
is a commonplace that architects always like to say "Architecture
should not solve problems but propose new questions". In a sense
that is true, it's a sort of ambiguous profession. Of course it is a
practical profession that makes people's lives better by keeping
them dry and safe. But at the same time they should retain a
certain amount of tension. People should be kept uneasy; we
need to make people a little bit unhappy so they stay awake.

Ronan Bouroullec: They are not happy.

Pablo Castro: They are a little bit awake but it continues

to be an internal war. In the case of United States,
a very funny phrase by Calvin Trillin, an American
comedy actor said "The only way you can believe in
the American dream is if you are asleep". | don't know if
this is a task that design or architecture can undertake.
It's complicated and will need a big call to do.
Ronan Bouroullec: People are unhappy. | would
not consider we live in a society that is well. |

agree with you that people should retain a little

tension so we try on a micro level to find solutions.

It is the same for each discipline, all subject to

gc



PANEL DISCUSSION

L ZEBAD )

Rt 1

4 T4 E e

RONAaag

= rwan N Mg Tl

amkral

AN OBRA » § ST HAL
ﬁRCHHFCTS' L SRIa S R
GR=pcib

gc



PANEL DISCUSSION

be questioned so we generate new purpose in
the most honest way. | agree with you on all this
complexity and duality but | do not see the point
of not trying to make the small improvements. We
were speaking about the bike before; it's a simple
basic answer and not a design question. I'm not
interested in the bike, the most interesting part
is the app which reorganizes something in the
simplest way 15 years after it disappeared. The
design project is not in the bike itself because it
is no more interesting than any other bike but the
app. The exciting part of this new technology is
how quickly you can reorganize certain aspects
which of course bring both pros and cons.
Pablo Castro: Maybe unhappiness is a good condition in the
sense that it makes life more interesting. As Jean-Luc Godard said,
to make a movie you need a girl and a gun. The gun represents
trouble, (and the girl too,) if you don't have trouble, life is boring.
There is a magazine in New York called the New Yorker that is
famous for its cartoons. In one cartoon, a naked man and woman
are sitting in paradise and the woman says to the man "What should
we do? Should we eat from the tree of knowledge or should we
just sit here with nothing to talk about?" Eating from the tree of
knowledge you get kicked out of paradise but at least then you know
something; there is something to talk about. | think the interesting
condition for art, for architecture and for design is in this ambiguity.
The fact that you have to operate within a certain condition of
negativity, that things are not so straight forward and simple.
Lyndon Neri: | agree with Pablo but | think Pablo you are
living in a bubble. I'm glad that you have a practice in Seoul
and Beijing and, that is the reason why | was convinced you
need to come here and give this talk. Actually in Shanghai,
even with my staff, there are a lot of people who are unhappy.
They want to leave Shanghai because they think the pollution
is not good or there is a lack of freedom or there is not enough
culture or perhaps things are too expensive. | would argue,
however, that this place is more real. For instance when | go
to America to present, my clients say "very nice" or they are
often very diplomatic and say nice things but a week later
they have a number of things they want us to change. Whereas
here or even in Europe when we present, they always say
"this is not good enough" or generally or more critical. There's
always this skepticism. That is what I like about your work,
there's this unhappiness. We're always kind of unhappy but
then when we leave, those issues actually get discussed and
eventually get resolved. When you talk about Donald Trump,
I've never seen him from that perspective but | think America
seems to be the only country that creates this positive aura,
maybe superficial confidence. | think it's a strength don't get
me wrong, yet you sit here and sentimentalize or romanticize
unhappiness while the rest of the world are quite skeptical
with everything. | think that's the reason why your work in New
York is very refreshing because there are a lot of architects
out there who are not that good but congratulate they are
praised for mediocre work so they continue to build because
society allows them to. They don't even have to go out and
question their work. When the Pritzker Prize was awarded

to RCR, | found it interesting that people questioned how

come all these American architects who are more famous

were not being recognized. A lot of people in the world

know but a lot of Americans don't. | think that skepticism

is very important and | agree that a sense of unhappiness

and being critical are crucial for us to have this dialogue.

Wangxu: Every great designer is also a great thinker.
Should we also listen to the young generation?
Enrico Fratesi: We have a lot of bikes in
Copenhagen, which has been nominated the
happiest city in the world on numerous occasions.
I don't know if it is because of the bikes but we
can perform an experiment by bringing Pablo to
Copenhagen. Going back to the question, Denmark
is a country of six million people, it is very small
compared to the cities we're talking about now so
the way we live may be different and | understand
that things here are much more complicated. An
improvement, like the bicycle, impacts the cities
in different ways, in their mentality and their
approach. | think it is interesting if | can bring a bit
of positivity or bring something that lets people
feel a little more confident, even if our approach
and the way we design may be very small. That is
why we are having this discussion because there
are different opinions and contrasting opinions
makes the discussion interesting. We do things
a certain way because it is the way we believe
and live but we are always open to discussion
and to understanding different points of view.
Wangxu: So successful designer should
also be a good communicator?

Enrico Fratesi: Communicating through design is the most

important. Of course talk and words can put everything

together but at the end when we leave, what remains are

our products. This is the message at the end. If our products

succeed with society and with people then our mission

makes sense. However it does not make sense if it's just a 50

year adventure in design making beautiful products and we

disappear. That is why we have to do what we do in a good way.

Ronan Bouroullec: This morning we had a very nice
walk on an old street with a flea market which was
going to be destroyed in 15 days. It was quite interesting
because it was old and dirty but with beautiful houses
and kids outside. For me it was like paradise, this
situation of people living together. There was tension
and the residents were unhappy because it was clear
that it was about to disappear and that they would be
packed into new buildings. Things are changing and the
city probably needs to be rebuilt in certain aspects but
the question is how we regenerate and rebuild. Under
new conditions, people may have a little bit of comfort
but at the end it will not save them; we cannot preserve
the existing beauty. | recently had a long discussion
about comfort. Is comfort something interesting or

not. It's been considered a bourgeois question for a
long time. Is comfort something that will make you

happy? | cannot understand when comfort is not
considered something everyone can attain at a certain
point. People who suffer at work can be comfortable
when they return home and lie on a bit of foam instead
of the floor, comfort can achieved anywhere.
Pablo Castro: We all have to be aware of the fact
that we can criticize our bourgeois conditions
but it is still our bourgeois conditions. Nobody
would give up comfort but you still would be able
to fight the injustice of comfort. As an anecdote,
when Theodore Adorno (the philosopher that
said he wanted art to make him unhappy) went
back to Germany in 1968, the students took the
university and burned cars so he called the police.
This was the guy that was the main advocate
of the revolution but when students actually
attempted the revolution he was the first one
to call the police. His excuse was I'm theorizing
the revolution but they're breaking the rules and
taking over the university, it was a very German
reaction. | think the condition in that sense is
always ambiguous but that's also what makes
itinteresting. I'm not advocating unhappiness
for unhappiness sake but the truth is that ...
Lyndon Neri: Deepdown you want to be happy?
Pablo Castro: Of course | want to be happy. But just think
about it, | would say the crown jewel of world culture is the city.
There is nothing that we have invented that is better than the
city, or more complex and potentially more beautiful. However
our cities today are a disaster; we've given up on them. They're
growing exponentially, we have no control. The governments
have given up and farmed out the cities to be developed by
developers in whichever way they want. Nobody knows what
to do and this is one of the main drivers for global warming, for
pollution and also for social injustice. | would say until 1968
there were still architects; architects who were planning new
cities and proposing new ideas. But since then, it's been 50
years we've given up. We've entered a time of complacency,
we pat ourselves on the back because we make little changes
but the big problems are not being addressed. The only
hope in a situation like that is the Donald Trump syndrome.
Things get so bad that people decide to do something.
Wangxu: (Asking Pablo) Do you have an
ongoing project at the suburb of Beijing.
Pablo Castro: Yes, it is part of an artificial city, a
new satellite city that is being created. We tried
to propose a housing unit of our design for this
project but our client said "No, you know the fees
for this are 10 times what you will need and the
requirements are very strict and these things are
always the same and they need to be like that.
So it doesn't require your creativity and we pay
you for it. SADI (The local architect) is going to do
all the towers and you just do the kindergarten".
There's a bigger problem here right? In fact, you are
bringing up dwelling. Dwelling in architecture and
in philosophy means very specific thing. Dwelling

is the description of the ideal way of living in the
world, as described by the German philosopher
Martin Heidegger, He talks about the fourfold of
dwelling: living on the Earth, under the sky, under
the gods and with humanity, meaning with other
people. Look at what's happening. The Earth is
contaminated and is being put up for sale, the air
is polluted, there are no more gods and we are at
war with other people. There is no dwelling there
is no possibility of dwelling. Massimo Cacciari who
is an Italian philosopher did a reading of dwelling
by Heidegger said "we can't hope to dwell, we
can only lodge" in other words we have to live
an imperfect life. We can't live like in paradise
because we invented reason. Through reason we
are quantifying everything and this possibility
of living under the gods is not possible. So our
condition by necessity is compromised but it's our
condition so we have to inhabit it with happiness.
We have to make movies, make furniture, try
to make buildings and use this imperfection to
make life worth living. Not easy but yes we can
have comfort. But also if it's very comfortable,
it's boring. As a designer you probably have
something to say about that, something that are
very comfortable and they're ugly. Or many times
when you try to make things comfortable and the
first thing that comes out is terrible. So it has to be
something else but what is that something else?
Ronan Bouroullec: As you said things are not simple so there
needs to be a balance, a good project is a mix. There is a famous film
maker in France, Jacques Tati and he had a character that was called
Monsieur Hulot. Monsieur Hulot was a guy that was in his 60s and
in the film Mon Oncle, he complained about architecture and about
how he was living at the top of a building in a very old street. Today
| see exactly where Mr Hulot lives; he is living here in Shanghai. Like
the movie, there are small buildings that are on the verge of being
destroyed, they're the only buildings that stay because people fight
for their rights but towering behind is the monstrous new building.
It's quite interesting that what Jacques Tati was depicting, this small
house with a lot of charm and character versus this modernism
has not changed that much in the last 50 years. As architects and
designers, why don't we find a way to solve the lack of romanticism
and lack of small things that make life beautiful? That is what I'm
running after, to try to one day be satisfied of doing something that
has enough modesty, enough beauty, enough intelligence, is well
conceived and have people who are happy with it, to build it and
to live with it. | consider this the subject. Of course we can laugh
and say that this is a simplification of the question. However | still
believe there is a simple and modern approach, probably with new
technological methods, to resolve a certain type of problem.
Lyndon Neri: We are running out of time so we have to
wrap this up, if you're interested in unhappiness, skepticism,
beauty or proportion, please come forward and ask these
respective guests the questions you have in mind. Thank
you very much for coming and we look forward to seeing
you next year at the Festival of Design. Thank you. ™
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Lei Wang E$%
Third year visual communicatoin student G F XU HRFREFAA=2%

What's the biggest challenge of being a designer today?
Conditioning from all types of design creations, inability to produce something that stands out.
Will A.L. (Artificial Intelligence) replace the work of designers in the future?
In my opinion no. As technology moves towards being intelligent our human brains are also constantly evolving. The former's learning ability is
limited whilst the latter's ability to evolve is immeasurable.
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YuDai E
Third year visual communication student M E X E UM FREFTAA=F%E

P

What's the biggest challenge of being a designer today?
How to live in harmony with the overwhelming change requests from client.
Will A.L. (Artificial Intelligence) replace the work of designers in the future?
No, every designers work not only merges their theoretical knowledge but also their life and emotional experiences gained along the way. Design
from Al will eventually be categorized and stereotyped.
ARG EMEZITTIERABHERTA?
B 2RI R P Bk e e e e in eI ia 184k
fRIAARRATEesMAIRITHIRTIEL?
=, MMM ER NN ZMPAERIEIC IR, KB IN LN AL RHNERRB AT ERITRERATF TR

Le



POINTS OF VIEW

Guang Chen BR3¢t
Third year visual communication student R EXE WM FIREEFFAA=ZFE

Yingjie Liao EEZA
Third year visual communication student M E X EUHFREFTAA=ZF%E

What's the biggest challenge of being a designer today?
The process of transforming from the theoretical to the practical.
Will A.L. (Artificial Intelligence) replace the work of designers in the future?
No it will not.
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What's the biggest challenge of being a designer today?

I'm my biggest critic. If one is already experienced and accomplished, can we still be motivated to learn?
Will A.L. (Artificial Intelligence) replace the work of designers in the future?
Al will certainly replace part of the design process. We should embrace the trend so that Al becomes a design assistant.
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Yisheng Tang [Ei&R
Third year visual communication student R EXE WM FIREEFFAA=ZFE

What's the biggest challenge of being a designer today?
Probably the change from school to working life. Things we learnt in school and the tools required to work as a designer are not quite the same.
Work initially was like a blank piece of paper, starting from scratch. A professional designer needs to consider a lot of people's aesthetics, in
particular the client's.
Will A.l. (Artificial Intelligence) replace the work of designers in the future?
I believe Al will not replace designers but instead support them in the future. The reason is because of emotion. I think design and emotion have
a certain relationship; some colors bring up complex human emotions which Al cannot understand.
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Photographer: Mog is a lecturer at Shanghai Institute of Technology, School of Art and Design. In 2013, he founded graphic design studio

Mog_design. i&
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How does one navigate design education in

the digital age of infinite knowledge and data,

accessibility of information, overwhelming

social media connectivity, endless

upgrading of softwares and hardwares,

the constant newness of everything?
HFRAT, HEATE %907 £ X REYH
REBRESEFN. THRBETZIEER
EE.FFARENUHSBEEER. TK
TLENRBEHEAEIURBEHFT SN
BEYEMN, SRESHNRITHE?

X F Text by Clare Brass, Gene Sherman

#13F Translation by Carmen Xu (Clare), Colin Sze (Gene)

Clare Brass: This is a difficult question because | was not born

into the digital age. From my perspective the fastest way to

navigate through the'constant newness of everything' is to be as

aware as you can as to what is changing, and what is out there.

However much the technology advances, the most important

thing is to take the time necessary to research your project

well. Importantly I think that people are still people, and design

techniques for really getting under the skin of any given challenge

will always be useful. In a way this inability to know everything

is great because it builds a dependency on relationship with

others. Working together, sharing knowledge and expertise, are

the best ways of addressing complex challenges. For my students

I always encourage maximum participation, not only with other

designers but with other professionals, and to stay very close to

their users who will always provide the best insights and teach

them the most. In my own work, when it comes to implementation,

for me the only thing that works is to collaborate with others

(younger than me!) who have their fingers on the digital pulse.
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Gene Sherman: Discipline and focus are, | believe, the qualities

needed to come to grips with the abundance of new and endlessly

expanding information at the disposal of each and every one of us.

The first year of any and every tertiary or indeed non-specialized

course in design should, in my opinion, be a chronological survey of

design history with electives in the history of art, fashion and film.

In four- or five-year courses, one might spend 18 months on the

flow of visual practice over time with emphasis on both Western and

Asian paths appropriately tilted to specific countries and regions.

Once students have grasped significant design moments and their

relationship with the social environment in which these designs

flourish, once learners are able to identify key styles and creators

- further study choices need to be offered with continuing broadly-

based courses coinciding with specific electives such as furniture

design in Europe from the 18th century, early 20th century lighting

design or hypothetically, Chinese tableware since the Qing dynasty.

Design techniques could be treated in follow-on courses or

could be integrated from the start as a running thread.

The key, | believe, is to offer a broad-brush

visual education, which is common to all students, and then

to encourage choices via more specific focus areas.
ERER, BN XESREAIER AR FETLR
BRAFAIRSERN, HNRZIBNE 5 T W
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AR ZZH 18 B RIET(a], X £ R £ M5 R IR
REAEARN A EHITERMAR, HEAMS R —EH
THNERSHX, —BFEEB AT ELEEEAIRIT
FE, —BEMi15XEILGITEDRENE IR~ E
EMEcR, — Bt P AL R BRI NG 51% 1t
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What are the irreplaceable qualities of
institutionalized design education vs. self-
learning? How can curriculums evolve or
improve? How important is self-learning?
S5EF ML, AHlitEEsPhRETE
TH—RBHA2IRENIRE N X EFe
HERE?BFNEEHEREMM?

Clare Brass: | have always believed that design education is not

adapting at the right speed. We are still training designers to idolize

the physical. We are still obsessed with stuff. First and foremost,

we should be educating designers about how the natural world

works, and encourage systems thinking with a circular mindset.

We need to be asking the right questions of our design students,

so we need to get better at setting briefs that allow the exploration

of new kinds of solutions that are not necessarily centred on

physical outputs. Maybe the traditional educational model is

outdated: design is a constantly changing learning curve, so perhaps

design education should be a life-long journey, where learning

is ongoing, interactive and collaborative. For this reason | have

always maintained my own practice, because you learn through

doing and you can't impart knowledge to others unless you are

learning all the time. | teach what I learn and | learn what | teach.
B—EHIAN, RITHENRBEREHAERE HINDA
NI M NA KR I — ML A SR AT AT
RFYHES BREENZE, RN ZERZITINE
*BEAMRNEBIEA R, BT BLERT FA1RE
ZAFEEN R HIERRYIRIER, T AT IR IZ B IS B
FIHENR, BN ERFZI LR AR~ H AN E
BT RR A R A FNABREA BT EEIN T !
RITR— P T E RN F S i, FRLURIT BB B1Z
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BopinEr. AL, H—ERFE SRR, B ik
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Gene Sherman: Successful people in any discipline or walk of life
remain life-long learners. Successful educators can only hope to
provide their students with clear and consistent frameworks plus
the intellectual and technical tools which, used consistently, will
amplify these frameworks over time. The ability to self-discipline is
extremely rare and the strength of character needed to carry through
a medium- to long-term project without initial guidance, is only to
be found in a small number of individuals. Most of us need a defined
starting point, a sign-posted route with multiple side pathways
that allow for individual interests either known from the outset or
perceived in the early stages of the journey. In short, we need a
structure, ample room to move and a goal or vision that may - and
mostly does - adapt as we make our way towards the finish line.
The key in my opinion is to have a decent understanding of what
others have done previously in one's designated space and a slightly
malleable template to follow. Imants Tillers, a celebrated Australian
artist started off studying architecture. He completed a four-year
course before turning to art - using many of the skills he had learnt
early on. Steve McQueen, the 1969 British-born artist, has parallel
careers in art and feature film making (starting with Hunger in 2008,
Shame in 2011, and he won the BAFTA award for 12 Years a Slave
2013, with new movies in the pipeline). Japanese trained, Vietnamese
architect Vo Trong Nghia (showing Green Ladder at SCAF until 10th
December 2016) designs hotels, kindergartens, universities and cafes
as well as furniture. He mostly prefers to landscape and select plants
for his structures so as to arrive at fully integrated spaces and places.
ERERFETAHOENA LT —EBRBEEFIE N
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How do you view the relationship between

teacher and student? Do you still consider

yourself, today, an educator or a student?
BMWMESHMNSFEZENXR?EBINAS
XHNECRER—RBHUEE , ER—BFE?

Clare Brass: This is such a good question! Victor Papanek dedicated

his book Design for the Real World to his students “from whom

| learn so much”. I could not agree more with this notion of the

circularity of learning and teaching. I really do learn more from my

students that I am able to teach them. Learning is a collaborative

activity, so | think it is really important that the perceived difference

in status between students and teachers needs to be eliminated.

Many years ago, in my first teaching experience at Naples University,

I ran a project about water, the purpose being for students to use

their design abilities to find ways of helping people use water more

responsibly. | needed to get very close to the students and | wanted

them to work with me rather than to perform an educational task,

so it was important for me to break down their forced respect and

the distance | felt between us. Initially diffident and indifferent, they

worked in groups, and to make them feel more comfortable with

me | held tutorials and teaching in the most informal way possible,

sitting on the floor, or one time (given the theme) in the bathrooms,

where it emerged that girls had to pass through a male toilet area

in order to reach their own facilities! The course was only one week

long, but by the end of the course there was a great rapport and

they produced some incredible results, some of which we went

on to develop further with businesses and local authorities.
XA B PISEF | 4E72 % - tRIAMAISE (Victor Papanek)
EMREECHESS R A981T) (Design for the Real
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5, MA R TER AL, Fr LA, JEBRZE X E MR AR
IR AR M LU IR AE R AT R BV EE B %, X9 52
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Gene Sherman: | consider myself today - as | have done over

the past almost five decades in the work force - both as student

and educator. | have taught French at secondary schools and

run departments of Modern Languages: | have taught at two

universities in different countries (Johannesburg and Sydney); |

have owned and directed a commercial gallery (Sherman Galleries

for more than two decades) and directed SCAF, a not-for-profit,

family-funded, publically accessible exhibiting Foundation. Apart

from my nightly pleasure reading, | allocate a portion each day

to research across contemporary art, architecture, fashion, film

and design. | confine my explorations mainly to the Asia Pacific

region including Australia, the Middle East and increasingly Africa,

where | was born. | focus mostly on practitioners who have come

to interest me over the years, on those with whom | have worked

in the past and those whom | look forward to working with in

the future. I am frustrated unless | am continuously learning

something new and need constantly to be sharing the knowledge

I have gained. Education is at the heart of everything | do. @
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Clare Brass

Designer and Trainer i&itfi, £m

Clare Brass is a designer and trainer with product design background and expertise in using societal and environmental issues as drivers for
innovation. She set up SustainRCA, a transdisciplinary training unit whose aim is to embed sustainability across the Royal College of Art. Through
this role she works with a variety of commercial clients to develop circular economy solutions to global challenges using design thinking. She
is sustainability advisor for the Innovation Design Engineering Programme at the RCA, driving sustainability and circular economy as a core
criterion of the Programme and bringing together design and business students to embed design-led approaches to business development.
Beyond Department 22 and RCA Clare works with various business schools and commercial organisations, bringing design and circular economy
thinking to strategy and ideas through teaching and coaching.
Clare Brass R— U A&~ @it ERANGITITANHIT, A BEFBHMIFR R ERN I RN T Ko R IL T
SustainRCA, —MEFRIIIGRA, HENREBNMERZAFRARETFLN BTIZIRE, t5E8MELER —R2ERGITE
YR EBBINEFERTT R, LRI 2 IRk it 2RCARIFTIG T T2 T WY AT RFEU L B INIR), #Ea) T el MM B IR & E R T L
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Art Foundation Director and Educator ZREEEH, 5L

c
©
£
9]
=

£

N
]

=
<]

S
<]

=

a

Dr Gene Sherman AM, Chairman and Executive Director of Sherman Contemporary Art Foundation, formerly Director and Proprietor of Sherman
Galleries (1986-2007). Inaugural patron of the Designers Circle for the MAAS Centre for Fashion; board member of The Australian Institute of
Art History (since 2013) and Sydney Contemporary (since 2014). Co-Chair Tate Asia-Pacific Acquisitions Committee and a member of the Tate
International Council. Awards include; Member of the Order of Australia (2010), a Doctorate of Letters honoris causa University of Sydney (2008),
Honorary Doctorate of Design University of Technology Sydney (2016), the Officier de 'Ordre des Arts et des Lettres (2016), and the Chevalier de
['Ordre des Arts et des Lettres (2003) by the French Government.
Dr Gene Sherman AM BHi/REHAZAESZMEEKMNNTES, FIBI/REE R (1986-2007) NEEMFTH AMASS BfEH
O RITIME BRI BB A BRAMLZAREMAPAEEEMRA (B2013F), FREAZATESEMR (H2014%5F). RFILK
WHZERSKE RN R EERIEERM R RIERE IRAMILHE (2010), BEAEREXZE L (2008), BERRAEREIRIT
BEZ(I (2016), UIEEBFMA RN EEZ AR EMNEEEML(2016), BRI (2003)0
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21st century learning
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Arjen Oosterman is editor in chief of Volume magzazine:

www.volumeproject.org

X F Text by Arjen Oosterman

3% Translation by Carmen Xu

In 2000, the United Nations formulated eight so called Millennium
Goals to eradicate poverty in this world. One of the action points
was'universal basic education' for all children on this planet. In 2015,
the year the Millennium Goals should have been realized, we still didn't
have education for all children, but serious progress had been made.
20004, REEME T8 “THEAREN , SEHEKER £
WRFHINE AR —MIERRESERRE R LE
BB IR, XEBFRAZE2015F 28R,
BABRMBEEREZF LA T, BYUFHENERE
ZIRBTERER.
Why do | tell this when | want to explain Volume's learning research
project? To indicate that education and learning are considered of
major importance and are first and foremost associated with children
- as a basic right, but also as an idea about society. At young age
we learn in order to become able, independent, responsible and
productive civilians. We're supposed to develop our knowledge and
skills to the max to enter the economy at the highest possible level
and develop our careers from that point on.
AT AZEHVolumeZE IR B BB &R B X LB ?H A
ERRBFHBENEINEEZN, EMNR5) I BEEXNEEE
HNEARNF, BR2XFHEN— MR FRNBNESZARN
TitENBSKET IR B REONEBLIENENR
R BRI ZERAEE AL B IMAIRMEE, BF5E5F
HENEEREX, FUL AR ERBE NS,
Assuch, learning, schooling and education are part of a'rite of passage'
for the individual to enter society and tools to produce a work force
the economy needs. In the end, one's personal aspirations should add
to the competitive power of the economy one takes part in, hence the
collective investment in education.
B, P EREFNAEEAFZE D ABELSH—IRY
L, BRNMAHTEFETN IR &L, PABANKINLT
ZAEBIRHRAZFENTE N, NIEIIHaNHENE
&,
This is very much the industrial society model with blue collar and
white collar workers, life long jobs and a class of investors and
entrepreneurs that create the structures to operate in, and politics to
regulate and set the rules.
XERFBITUUNHSER, HPEER. A9 EE LA, L
R—#EAEMEAR, At IREISEEEN . EERIEH
HER
Today's reality is no longer like that. At least not in the more affluent
parts of the world. The 20th century welfare state logic of a first
phase of education and learning (for 12 to 18 years or more), a next
phase of'production' (some 40-45 years) and finely retirement (the
long holiday as reward for a life dedicated to production) is being
challenged by new models in which learning doesn't stop when work
life begins, retirement at the age of 65 is no longer the norm and work
in one profession (let alone a job for forty years) is becoming less and
less likely.
ﬁ'ﬁﬁD@E’ﬂﬁ??Ei(KﬁoE"‘Tﬁ%tﬁ“—%tﬁ?&%%@%%ﬂ’ﬂi@
ZRETHRBMNE W 208LEBFERSE—TA
E’\JJ\EE/EXTJ: MER MR ENES (12£184F,
HEBKEE)  EZMER L7 (£940-45%) ME=MEL
KRR (FTUB R —E =BT A= TIEM R KR) ,
X E X THIZHE EAER IR AP TR H,
MIREETEZEELEFS, 65F RIA B REENE, #
KEDHAREFFENZT WM T (BRR—MHE
A0FEMTAE) o

Flexibility is the buzz word in an economy that no longer wants to or
can provide earlier certainties and guarantees. So how do you educate
for such an'open system’, and what kind of learning is needed? In
schools we still have classrooms and age groups, but schooling itself
has become far more individualized. The 24/7 access to the Internet
creates a different relation with information. Do we still need to learn
all that we did in the past (history, geography, math, spelling, even
writing by hand), or is the ability to find information on your smart
phone when needed and touch type as skill enough to go about in
today's society and the next economy? And what about'mechanization
taking command'? Robots and Intelligent systems are taking over ever
more tasks, so are we heading towards a society in which there is no
longer place for workers with basic skills, a society that'll see huge
numbers of unemployed people? What is the role of'learning' when
the relation with work is being lost? Can we think of new ways to gain
knowledge and to create, or can we use old ways in updated form to
do so?
A—TMRIREZE N RN EFts, RIEENITIEEINRSE
Ao BE AN BB &M X B “FF NS B AN FBE
MEEIRH L, MASEFELEFRINHEE, B%
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Volume started to investigate this vast field by creating dedicated
theme issues on'learning’. And since Volume deals with the spatial
dimension in all its expressions, the role of architecture and the
architect (or'the specialist formerly known as architect’, as some like
to call this professional) are of key interest. In Volume 45: Learning
the very notion of'learning' was explored in relation to architectural
education. In Volume 48: The Research Turn, the focus was on the ever
increasing importance of research and in Volume 49: Hello World!, the
development in and consequences of Artificial Intelligence, big data
and automation are being explored.
B ETFHN “F ST ITIE, VolumeZREFF IR NAITIX
— RIS FVolume  B—ARXAZTEI4ERNTIY, 2
REMERD G BRMNBRITNER", BLEABRTZ
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At the same time, the Volume Learning Network starts experimental
workshops and programs with its partners to explore and test
alternative modes of learning. Next issues of Volume will report from
the front. There's a lot to learn!
BIBT, “VolumeF JMLE” ETE S EFNHFFR—RTISZEHR M
KT =FERD, IRRMIAKNF SIEANEM AT T—
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INTERVIEW

We meet Irma in her recently extended office in Amsterdam South.
She'll use the extra space in part to house a book library she's been
compiling over the years. The collection provides an overview of
books and book design over the centuries - an inspiration for her
work. But the office space itself is immaculately white and clean. Every
project starts with a clean sheet, a literal tabula rasa; her work space
exemplifies that.

Arjen Oosterman: You are a book designer. You are

always insisting on this fact that you are a book

designer, right?”
Irma Boom: Yes, because otherwise people think that | am a tunnel
designer, or a stamp designer, or a coin designer. But | love to make
books. That's the passion. And that's the field | want to work in because
of the dimensions. You don't design one page or one flat image, but
you design an object; thatisimportant to me. I like to tell stories and in
printed matter the book is the ultimate medium to do that, I think. Rem
[Koolhaas] always calls me a'book-maker'. That it's the whole idea! It
has depth, it has different levels of reading and the fact that the book
is a bound object where information is edited and compiled to make a
new entity, a new piece to relate to and reflect on. If you compare it to
the Internet where everything is fluxed and everything can change, a
book ora magazine or something printed and bound is unchangeable.
That's challenging, | think, and an big opportunity. Even more so now
than ever before because of all the digital media. The book becomes
more relevant because of that unchangeable entity. It's different if you
place information in a book or on the Internet. A book has another
aesthetics, another value, and that really interest me.

AO: Book and book design have a long history. But

you are a present-day, 21th century designer, so

how do those two relate to one another?
IB: Well, it's really interesting to refer to old books. | am starting a
library here upstairs including old books. It's all after Gutenberg - I like
the printed book, not something handwritten. The first printed books
were really exiting. In retrospect, they were more experimental than
nowadays books. So, in this library I have these old books as reference.
Same for the 1960s, that was total freedom, also in book design. Those
moments were really the moments where something happened. So for
me the old book is really a reference, but | always change it because |
think we need to research what a book is. And also to keep the book
vital; if we only have books as in the old days that doesn't work. You
need to experiment and find the limits of what a book is.

AO: Now, you work with modern technology, you

work from the screen, you work digitally and all

that. Does that influence your take on the book?
IB: Yeah it does, but | think | am one of the only book designers who
designs books in a book. | make a model first. I want to know how
big it is; if it's large, small, fat, thin, what kind of paper. So | first build
the model, that's why I call it also "the architecture of the book". So |
make a model and when | have the model, of course | have to know
what the content is. Sometimes | make the content myself and invite

authors, writers, photographers, whatever. So for me, what a book is,

is important. If  would start from the screen, | would never have that
experience. All these people here [waves at her designer team] work
from the screen. | am the one who makes the models and says: "This
is a possible book". The initial design is the thing itself. By doing you
get all the ideas. This is the thing, thisis it! And | did a lot of inventions
because | make books like that.

AO: And is this knowledge, this experience also

integrated in your teaching? How do you teach your

students to design books?
IB: 1 am already 24 years teaching at Yale, currently in the role of thesis
advisor. Nice about Yale is that everybody is doing their own thing, but
they have to deliver their thesis as a book. Because the book stays.
| remember at the end of the 90s everybody was into web design,
animation, and so on, so they were really bored to make a book. But
it's great they still had to do it, because the digital stuff they created
back then has become inaccessible by now. And a book is always
accessible!
I always tell them the story of this major assignment | received in
collaboration with a historian. We were asked to make a company
jubilee book. We wanted to base it on the notion of Internet, a book
you can browse through; so, no page numbers, etc. Early 1990s, when
the project started, was really the pivotal moment when people got
access to the Internet. But then we wanted to be modern and young,
andIsaid: oh, let'sdo a CD-ROM! So we went to New York to investigate
possibilities. But then we realized that by the time we would be ready
researching, writing and designing (the project took several years)
the technique would be outdated. So we stayed with the idea of a
book. Also because one of the commissioner's request was to make
something lasting for the coming 500 years. So its better to make a
book, with good paper, good glue. And this is what we did in the end,
a really sustainable book.

AO: But how do you get your students started?
IB: At first they're sitting, waiting, thinking, and afraid to start ... Well, if
you sit there and don't do anything, nothing happens! So | encourage
them to make. Because the idea is that making is something crafty, not
conceptual. And I tell them that you only can do it with your head, that
your hands only work with your head. It's this combination what makes
things happen. If you don't start making, there is no development. The
first talks are always: "...yeah I'm thinking of this and that" ... and it is
a nice thought, but execute it! Do it! Because if you don't do'it, | don't
believe it! Make it! That's what architects do, they start immediately
making these rough models, they're not afraid or ashamed to do so.
And that is basically what you have to do as a designer. The moment
the students start doing, they see progress, and then it becomes also
fun. Itis not only torture, the project, but it becomes the nice project.
And then they say: why didn't anybody tell us earlier? Well, yeah... |
don't know! [laughs]

AO: And do you also'unlearn' them?
IB: Yes, of course. Designers are staring at the screen all day and night,
because that is their main tool. | tell them to take a walk. Because the

moment you move, your brain works better, the moment you sit it's

really less. It's true! You have to move. They're sitting in the cubicles
at school working around the clock; they almost sleep there. So the
thing is how to get them out and get them to see something. For
instance when they've discovered (on Google) an interesting detail of
a particular book | say: "But this book is in the library, shall we go?"
And they say: "Can we go?" Of course! And we go and we have a look
together. So that is my thing, to move. | think moving is crucial.

AO: Do you teach them specific skills as well?
IB: Well no, I'm not the one who tells. | tell them how to make the book.
Skills you learn quickly, a lot by simply doing. And also not-knowing all
skills is sometimes more interesting than to know how to do it.
If I think of myself, how | started... | went to an art school (the AKl in
Enschede, the Netherlands) to become a painter and it was chaos, total
chaos. In the end | graduated as a graphic designer and my teacher
invited me to work for the Government Printing and Publishing house,
but I realized | couldn't do anything. | really didn't know anything. It
made me realize that sometimes not-knowing is a bigger advantage
than to know precisely how to do it. You can always recognize if
students work in a big office; they know exactly how to do it, totally
boring! I think it really more interesting when people try something
and maybe produce a brilliant failure, which is much more interesting
that all these smooth and slick designs.

AO: So, do you consider (and feel!) yourself a teacher

or a student?
IB: Oh, | think that is a very nice question! | feel more a student. Also
here in my own office, | am more a student. The other team members
have many skills, they can touch type, they can do it all. | always try
other things, | am curious.

AO: And how does this inform your teaching? Do you

teach your students how to learn, do you hand over

knowledge, are you'shaping' them to your image?
IB: Some teachers like their students' work only if it looks like their
own work, so they want to create a school. | think what it is interesting,
is really the idea that you develop yourself. Self-learning and self-
investment, | think that is also important. But you need to be triggered.
Some teachers are very good at that.

AO: Are you encouraging your students and are

you encouraging yourself to go beyond the sort of

natural boundaries of your own profession as'book

maker'? Because these days you're doing so many

different things: house style, interior design, public

space design, wall paper...
IB: ...total design! [laughs]. Book design is a very collaborative thing.
For me that's interesting. So if we make Volume we meet you guys
(maybe we should meet more!). And if | do an art book for someone
in New York then | get to know everything about world art or more
than | want to know, | guess. So the things | am doing, because of the
collaboration and the subjects, make it already very interdisciplinary.
For me it is in the work. And Rem suggested already, in his speech
at the launch of my little red book [Irma Boom: Biography in Books]

to explore another field. Because I'm always in the same field, | am

always with art and architecture. He said: "Why don't you investigate
if you can do something for NASA?" And first | thought: "What??!" But
then I thought: "Maybe it's not a bad idea actually, maybe | should."

I think I am ready to make a sort of shift. @

* Irma Boom is the designer of Volume, the only magazine she does. The next
issue, number 50, will be her 45th Volume. Issue 45 and after were done together

with Julia Neller, the ones before with Sonja Haller.

NOTE: All spreads on p.51, 52, 53 are designed

by Irma Boom with Julia Neller
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untitled, 2016
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girl with shadows, 2014

vault, 2014
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boy with drape, 2014

These images are part of a project which | began in 2012, they portrayed a school in a deprived area
entailing with social issues. The school will be shut down this year due to a new inclusion scheme and
| cannot help but lament that many individuals and communities in our society are neglected and
marginalized by the mechanisms of our system. This schoolis an acute example of such endemic problem.
I am humbled when encountering these children. | wanted to give them a ‘visual’ voice renders each and
every child’ s distinctive physique, memory and inner struggle. They are individual beings with defining
personalities and their yearn for attention and conscience from our society must not fell on deaf ears.
XEEGRETFHM02FA BN —IIE BFBEET —AER, £EFET—MEETEH
RN, ATFHHNENITL, XPTEREANE X H 2 A6 S B 2 PR SRR
A B TIX P AR E PR B 3 S B 77 XN iR) i
WXL EFRERRANEEM RSB RBLAMI—MIENAE S, — 0] LR ZI B
18 SIREMFH L IR AANEERNEZAF N EFRIMERME, IESHINAT
TENESE,
Heiko Tiemann was born in Bad Oeynhausen, Germany. He lives and works as an artist and lecturer in

Dusseldorf and Berlin. He works mainly on long term projects that often span several years as he sees

himself as an observer of the human condition.
Heiko TiemannB4EFEENEBFRRERR. BRIERZARKRMPFIN, 4750 TIEERLER
% RFTAM YRR I B LAY 8 B B FEN KM E A E, At E 2 ALK RZHN
"E,

www.heikotiemann.de
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FOD LECTURE: DAVID ADJAYE

RHEXBEWERERRE 2 BRI LA RITIE X TS SREAM
[ 25 91 R, 32 TR = I IE U MR L BB AR R EE VTN B o 1893
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ZiFM, MU ZFIEFERR AL R R ESRELENTE,
BREERERITRRZES =i AN, EX MRS, IENER
A T — 5L, MR N — (= RE .

KNOLL TABLE £ /R &

USA, 2013

David Adjaye

AREHER, BRITHBEZETRITRT, AR THEER. Y4BEWE
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(KnolD) EshRFAG T — AR R FABLL T, RN TR TR HNE M (A
TFRE|UMGITERN, BNRENESAFE TR BERRIRT,
HAMEHAFREXIRAMA AL ENEE, MEERESHIEL—
BRI LU R B HERA O, AR E RECH TR EWNIER,

B — R T EMER. RBERE R T A RN MEEHIEZ S
WA, ©R—FEE R A MmN H RN X ME R
RIS A 2SN XY, MR ENE G MENkBTETAES
M F %, EFREES A LUARE R RIERAR R AR T
=S, KERETIUELR” (luminosity) BIZE 4T

&G BITNAERERTHMAEHE, LEREEREE TR HITEE
KAENIRM, M2 IS B & a1 S, B5EE Y BRI,
PRI AR, TR RN RS SR,

AT RY—FECEIILI, M2 —FE R, BITHT T KEWN
Midte HF ELEE SMITEHR2 NI, fe R WEFHRMEB T8

I want this talk to feel like a conversation amongst peers. Let's just
talk about making things, doing things and responding to things. |
will show you four projects, all of which are of different scales and
different typologies. These projects were chosen to demonstrate

the idea that the work doesn't have to produce a signature; rather,
the work should produce an effect that has resonance within its
community, within its context, and within its particular scenario of
politics. All these things are considerations that, as designers, we
touch even if we don't intend to. This consciousness can produce
variety in architecture, which | think is continually stimulating. I really
enjoy the process of developing skills, but always being stimulated to
start. At the same time, as you do this, there is a thread being woven
that continues to strengthen your ability to do the next thing.

Architects are really good at designing tables most of the time,
because tables are architecture. Knoll approached me to make
some pieces when | had won the commission for the Smithsonian
Institution's National Museum of African American History and
Culture. At first | refused, because | felt that I didn't know how to do
it. | knew how to make architecture but I didn't know the context of
furniture well enough. In the end, I realized that this project really was
not about looking to what was happening in the field of furniture. It
was to see if I could make something that would reflect my voice and
also speak to my current thinking.

I wanted to make something that was almost nothing. | went back to
the geometry that has always been a very important form - the cube
-and a topology of the city that's always distorted and always being
affected. It would not be something which would express a structure,
and then a skin, but rather it would be both. It was a challenge to
reduce the act of adding, to see if I could create as much impact as

R A, RERER SN AN EYRIME EEEEINS A Hi5.E
BT EYFERILMNALIHY—EHE T, Mt —EFREE. &L, X
PINEME R T I%IT — KB LU £, H A 9RE (stiffness) BI =
T, FMAFEBERLAESH, el AEE R M Fm.

EEMEN XK PR B E NI PR A S i 5
BAM MR B ERS, LT B mh IR T 8 It R I 2T IR P
RO, A2 BEFIE R, MAEXMERELBETIER (Knoll) RIIBI—

B9, B— M RIEPH—TE YERBIINMER LLZFHEIRBY . — R, —
MNFRRRIE R, ML RN

RABIEIFE/Casting process

possible with less. For me, the concern was capturing the spirit of
luminosity.

In the end the way to solve it was to actually bend the four planes of
the edge of the table, so that we could achieve a stiffening of the form.
Rather than use a very thick plate, we used a reasonable plate while
bending it to create a three-dimensional structure that, when clipped
together, created both the structure and the form.

We did a lot of tests trying to achieve something "dumb" - something
that was simple. You realize it becomes incredibly hard because

every junction and every clip becomes an issue. Eventually | chose to
employ the process that I was working on with the museum building:
casting. | went to some foundries in the north of Pennsylvania and
worked with them to develop molds. In the end, the project was about
trying to create a table that could catch a light, create stiffness and
create out of very simple geometry something that had complexity.

ln.away, the table was an incredible inspiration for the way I thought

about how | was going to make the Smithsonian, You just sef the task

and let the task deliver the performance to you. The thing that results

isawhat the process demanded, what the thinking demanded. It's

now part of Knoll's collection and it sits as a form within a family. The
object can have a muteness on the outside - a profile, a silhouette

that's very distinct and a luminosity on the inside \\
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CARRIAGE HOUSE § %

New York, 2010

Photos Lyndon Douglas
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As a young architect in London, | really cut my teeth by baking,
crafting, remaking buildings. | made a book called Recycling,
Reconfiguring, Remaking, and it was about the struggle of making
sense of a city at the end of the 20th century with so much production
happening. How do you make work within that context that's relevant
and critical?

When | got to New York, as my career got more established, | was
approached by a wealthy client to make a house. It is on a site that
is part of Olmstead's plan, with its grand palatial Neo-classical villas
lined up along Park Avenue. | was given one of the now-coveted 19th
century carriage houses to build a 12,000 square foot house on a
tiny plot. The conservation department insisted | couldn't build up
from a visible part of the street. | took it on because it was incredibly
complicated and interesting and forced me not to do what | would
normally do.

It became a reflection on how to create light into sections of a very
deep building. In the end we created three light wells that could give
greater light than the existing facade, right down to the basement. It
was a way to create within the journey of the architecture an ability
to understand the proximity to light and the distance away from
light, forming an emotional context for the way in which the spaces

IR R LT US|

T et o b

|
CEL W
1

BB

3 24 = /Breakfast room
4 I3t 5R 2 Pt /Water court
5 & T /Living room

6 =08 /Library

7 BN=/Bedroom

9 FEMNEEE /Master bathroom
10 FElM/Master bedroom
11 ETN{EEE/Green roof/Garden

12 0552 FE Bt/ Water court

13 K27 /Lounge

14 E}=/Bedroom

15 EJER/Corridor

16 &5 /Guest room

17 D= [Office

18 B mfiEE = /Pantry

19 B#/Elevator

20 &% ial/Mechanical room
21 $%%%al/Electrical Closet
22 R I&&8]/Fountain equipment room
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THIRD FLOOR PLAN
=RYEHE

FOURTH FLOOR PLAN
mETEE

LOWER GROUND FLOOR PLAN
TR FEE

GROUND FLOOR PLAN
MEETFEE

1 KO/ E/Bench at gate
2 YMBERIER TR EEIR/A beam and a mirror panel behind the facade
3 FRIE/View from top

4 B EMREE15/Schist stone and the concrete wall

5 EHIE/Library

6 T8 5 SHEIEM F $AAI]/Bronze door with bronze rails

7 15 R RZB/Water court

8 EBMNEEE = /Master bathroom

HREZHXKBAREEM ], B—MENE. ZEIREN L, X T H

unfold. When the material articulates light in that way, it creates the
atmosphere that sets up the scenario of the house. Of course that's a
Bachelard "Poetics of Space" strategy, but it's a very interesting one to
look at in different contexts.

[so, in making these light wells, | became very fascinated with thi

idea of where New York's real ground was, We discovered it was lower

than the street and you realize that where Park Avepue sits actuall

is completely artificial_So we created these cuts that reveal the terra

firma,and in doing so, we discovered that there were still fragments of
the 19th century schist stone—schist is a kind of granite that most of
New York was built on before concrete piling came along. ln.away the
project became a meditation about the grid of the city, the section of

the city, the relationship to the sky and the ground and how opne could

wse g stryctural system to organize this entire thing.

Discussing with the client, I asked if could | build the house with a
material that doesn't express luxury, but instead with a material that
expresses just the tension of the form. So, we went for concrete. We

also wanted to remove the aesthetics associated with the pounding,

FIRST FLOOR PLAN
—EFHE

SECOND FLOOR PLAN
EFEE

the grinding, the shaping and polishing of concrete. So we let gravity
drop the concrete in, and if we had rebar exposure, those were the
only places where we made sure we filled. We wanted to expose the

failure of the concrete as a way to express the weight of the process

and the structure, It was amazing to try and make one of New York's
best contractors not perfect the concrete because they were worried

about their reputation. Lwasn't interested in a house that was frving

to defy gravity and to seem light. The house expressed the material

content that was being used to make it_It's a weight form.

Tl T AR TS A S R A A9 K 2, LAY g (el (e A 7

LA F SRR RN EE T

AENEFIIEE, WWEEE R KRB ER/EE, MEXRMZINKIH
MBERIER B AL, JWOFLRA TR L. A, WEEFER LT E
B BEEE BRI LU e I BRI = B FR I, TR B £ Bl 5%,
SBEWEHEE L RAYH 5 A B A 10— E IR0 RIS AR B 0%
A AR RTINS S It AANRIFE T A 2 —WES
ERLE TREEMNETHSE, AT ELEE LB CE R X
RIAE RS DI B AAE ek A Y S BB H T Rl X R (T 50
R TR AT R ST AN o X 2 — T e BV T,

So when you come up to the house, most people have gardens. We
put a bench. The bench is for anyone, creating an incredibly generous
moment on the street. The facade was refurbished entirely, with a
beam cast behind it and a mirror panel as you come in. So you think
you're looking up but it's just a reflection. The negative of the facade
casts an imprint, a second system. Approaching it, you see a very large
solid bronze door with bronze rails. We put water at the bottom of this
path so when you cross there's this incredible roar of water.
Programmatically, the house is for a couple who also have an
extraordinary art collection. | asked them, couldn't we make a
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porosity between public and private? | was interested in a space that,

as they added to their collection, could be used as a kind of forum
for hanging the new work and as a venue for the public to interact
with the work. In my mind, it functions almost like the portico in a
Venetian villa. It is a space that you just pass through, a passage, but
one thatis inhabited with art, like a museum at the bottom of the
house or a contemporary gallery. It's somewhat of a statement on
the New York art world, where you can arrange to go to a house and

they'll show you the space lnaway this created a dissolve, which is

avenygenecrous thine for a wealthy couple to do because usually the

tendencyisto closeit, The idea to create an engagement | thought

was strong that they took that on board.

The staircase leads you up and then you have the main living area
where the second courtyard brings light in. The furniture here is also
continually changing—as I said they have an extraordinary collection
in the house. The little room next to the bedroom is a space for
artist's books. The idea is to make a library which is not a formal

room but more of a room for a single person to spend time reading.
From there, you get a picture window that references Breuer's idea of
a perspectival gaze, which then takes you right through to the back
courtyard. You see all through the courtyards and a skylight allows
light into the gallery and the reflecting black mirror wall lets light
further down.

The last light well is in the kitchen which gives you one window to

the street, and shows you Park Avenue. There's also a staircase that
short-circuits the entire section, made out of self-supporting steel.
There's no central column, it's a coil. There are little apertures that
articulate the views as you go up the upper levels of the house,
bathing chambers and dressing chambers. The master bedroom has a
little terrace that has this masked view to the street. It's kind of strange

because everybody's looking down at you and across at you. Ihe

houseds.ahousewhere vol're constantly beine seen The desion ha

transparency but is also blurred to be private,

There's a glass elevator that takes you to the skylight all the way
down to the subterranean where you see the ruins. The subterranean
wall is really a live situation where water could come in as it's really
a foundation wall. Finally you come to this last moment where the
openings on the guest bedrooms reveal this extraordinary reading of
the history of the city.\

EIRTERE M7 R 3/Night view from green roof

& T/Living room

L.



FOD LECTURE: DAVID ADJAYE

FRANCIS GREGORY LIBRARY
SEEAEE  BEXImEBIE

Washington, 2012

Photos Edmund Sumner

SITE LOCATION
EME

HEMT — I XE BRI AT MIFEEBIRBE AN LR,
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| entered the competition to make a community library. They were
very shocked that | was interested in doing it as it had a very small

budget. Lwas very interested, while | was making this very major

project on the Washington Mall, to also make at the same time

TE) BT RN S RO PR, BEA% 5 5 DU XN B B9 I B, =4 X4

abuildine within one of the most disadvantased communities in

WRORT ARLEERMAYE, (L T 2B AE LR EEE SN E BT RS,
BIIOELE R EME, BEE —EEENBMIET XLETZRE, M
BELEHAIHTNEBEANEENHRM. XMEEXREET XS
PhBIIR IR, MRS YRR B 7 AR BRI E R,

LN EBEANEEH S WREAFLAZE BB FE B AR
BB 2B R 2 MXAF R R AT £ E, X EBEEAS/EL91950
FEAATEN N LEMME —MER T, HERABUFRE NI H#
BIPEE, CALZIRBE, XEABIER. XE L FHEERMN. 2 7904
A, IMEXEETN T o X TEBEERBWIEN G L E, BXEXE
KiF ERE (AT BEEN) EERRNE R TR LN ME/EHHRY
RBEWE, S REXMANRZ NI, TR T AR ABHEARTREND
T, XONEBIBIEAR T B E TR R,

Washington. It was a way to create a resistance to the trajectory of m

own project, to counter the opportunities and difficulties it offered

dththisotherencacement centered on the communit

If you know Washington, its suburb Fort Davis has an extraordinary
urban grid, which is the 19th century garden suburb, but it also has
these real fragments of forest. These are not parks. These are real
forests that were just stopped by the urban grid. The interaction
creates this incredible atmosphere, where the lushness of these
suburbs creates a very powerful context.

Libraries in the 21st century have had to recalibrate. | understand the
narrative of the grand library that uses the metaphor of the palazzo,
the temple of knowledge and the place of enlightenment. However
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1 &/ DEXIE/Teen area

2 A X /Adult reading

3 21X E/Conference room

4 ) LZE#EX /Children's reading
5 BRANAZE/Staff working room
6 BRS¢k 2% /Staff pantry

T ERYNLHE/Building services

SECTION C-C
C-CHImE

in America, libraries for communities happened after the war around
1950. The program was really a brick box with a certain number of
books that the federal government could give you. And it's amazing,
it worked. It was the internet of the day. By the 1990's this model was
no longer relevant. The conversations that were being held about the
death of the library were really around the context of this container
of information. But the evolution of the city post-war meant that

this kind of ritual of continually going to this place of knowledge
developed into a place where the intergenerational communities
could gather, creating all these other possibilities for the library.

My argumentis always to say that the library can't just be a library, it

is actually a ritual center for the community. We wanted to bring in as
much program as we could for the edification of the community. We
worked with the library services, who did a complete refurbishment of
some of the content. We ended up with two buildings. The idea was to
create a box - a new box, a different box. Thisis nota brick box that's

internalized and just containing shelves, but this is a box that contains
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the idea of the forest and the city, the light and the space. The

atmosphere of spaces creates a social chamber for the community.

We made a concrete plinth, because the grade changes about 10

feet from the street side to the forest side of the building. You come
onto the plinth, which is permeable, and there's a glass box with a
large canopy. It looks like a glass building, but it's actually only 35%
glass. We programmed it so that we have one bar of services down
the middle, acting as structure, from which the roof structure and the
form are cantilevered, so there are no columns anywhere. We hang the
entire wall in a two-foot cavity along the perimeter of the building.

We keep everything open and when we need acoustic ceiling, we
make different sized chambers to create different permeabilities. We
also created a creche, rooms for events, teaching spaces as well as
counseling, workshop and homework spaces for kids. There are digital
services in front and a teenage hangout in the back. So you program
the spaces through the furniture as much as possible and then the
enclosed rooms identify the zones within this large plate.

Looking at the building, each elevation expresses a subtle growth

pattern composed of mirror and transparent glass. We worked with
the glass company to make sure that we could make compressions

to the diamond, so it becomes more vertical as you go around and

compresses on the corners. So in a way the form is playing with the

notion of the growth form. It's not just an industrially produced object
anymore, it's a site specific and site relational object.
And then when you suddenly come near the skin, you see something

happening. You think it's shear and then you see the two foot cavity
lined intimber, The mirrors start to play with you, so you get the idea

of transparency and weight at the same time. As you come close, you

see that these geometries are actually very big, kids can play and
sleep in them, they're unexpected but fun.

As you come in, you see the forms splitting the light between 40%
transparent and 60% solid. This starts to create the atmosphere, the
shadow and the light of the environment. From there, everything
really is about creating materials to deal with this suspended form.

A few meters away from the building you realize how quickly there
are no paths, just forest. The building then starts to disappear. | knew

f&hz/Backyard

JKBZER/Interior of ground floor
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SMEEILE/Close view of the fagade

REEMEIE/Library in the night
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I'wanted this engagement with the forest, but even for me it was
unexpected and amazing the way, at midday, people could go and just
stand there, and everything disappeared. In the evening, the trick is

revealed when the lights go on. \\
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AHIMEEE/Close view of the timber cavity
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SMITHSONIAN
NATIONAL MUSEUM

OF AFRICAN

AMERICAN HISTORY AND CULTURE
PEFRELFEFXEAREXHIBMIE

Washington DC, 2016
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Africa.com

157 B{E £F1963F8F 28 HM MM LRI Z | THAIE, E ERMER 5
BZFENEFRE. BRFR: EEHZFR/Dr. Martin Luther King Jr., waves to
supporters, Aug. 28, 1963, on the National Mall in Washington, during the "March on

2 MM BIETRE @D T - 58E - £195TEENNM. BHELIR  Africa.com/
Prime Minister Kwame Nkrumah and Martin Luther King Jnr. in Ghana, 1957. Source:

The last project I'll discuss is a competition we won at the end of
2008 to design the last Smithsonian on the Washington Mall. It took
eight and half years to complete and was the longest project I've ever
worked on. Smithsonian is a very interesting institution in that they
have about 24 museums dedicated to every aspect of culture, science,
industry, and the arts. The project really was a response to the African
American community's lack of formal recognition within the context of
a cultural frame of America.

It had been in discussion for over 100 years and in the last 20 years,
it became a very visible conversation. To give you some background,
there was such a big debate in Congress over the museum that

it seemed like it was never going to happen through the normal
channels of politics. One of the last things that President Bush
actually did before he left office was to donate the last piece of
land on the National Mall for the project. So that effectively shut
down the political discussion and allowed the project suddenly to

move forward. And then fortunately under President Obama, the

3196010850, XEIFMRRERRER L, DREUBAET Y - 5ok - HE/RAE RF - Breg& B2l REPRR: AOHER, &5 -
SP/RE 5. /Malcolm seated in front of Adam Clayton Powell, Jr. and Kwame Nkrumah at a rally for the American Committee on Africa,
October 5, 1960. Source: New York Age, Chuck Stone Collection.

4 FRZFIREIMBSREIDF, FFLFE, BREMN, RESR: £EZRELIFSEE AR LU EYIERGE. OErmest C. WithersTrust/
Young woman receives her voter registration card, Fayette County, TN. Source: Collection of the Smithsonian National Museum of African
American History and Culture. © Ernest C. WithersTrust.
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project received the 50% federal funding that was required, with the
remaining 50% coming in through fundraising. The project really is a
fragile thing that hit a perfect confluence of moments; it could easily
have died.

As a response to all this, the challenge was to address this idea of an
African American museum. The museum is a new kind of museum,
one that is about stories. It's not a museum about precious objects,
it's a narrative museum. It talks about the story of great men like
Martin Luther King Jr. and about the struggle of civil rights, which has
then led to human rights as we understand it. It's a very important
story universally as well as locally.

Forme, thisis a story that has very powerful connections to m

family and to Africa. In a way, these worlds were very connected.

The museum really is a collection of objects from people; it's not
necessarily just from the museum which formerly houses 3,000
objects. Through calling out to the general public, the museum now
has 30,000 objects. Things like slave shackles, bibles, portraits and
the first voting slip from an African American were all things that were
collected and archived for scholarship.

That was the political and emotional context of the leadership at the
time. Then there's also the empirical context. Looking at the map of
slavery from the 14th century to its end, you realize that actually most
of the descendants of African Americans come from central and west
Africa. We know that 12 million slaves were taken from this area over
those couple of hundred years. Between 8-9 million went to South
America. Brazil and Bahia really had the largest number of the African
diaspora and they moved across into the interior, 3 million went to
the Caribbean, Mexico and Colombia with the largest number going to
Cuba and Jamaica. Only some 400,000 went to America. Ihebig.ston.
we talk about in North America is really the end of the slave trade, its

collapse There are now 38 million African Americansin America, and

the majority come from those 400,000 people. It's amazing.

So in that context, | felt like the building couldn't just be a vessel of
form. It had to be vessel that implicitly had a narrative within it. | felt

like th entire project, apart from the content, was about making

visiblgsomething which had been made very invisible through time.

\/

SRFFNREA S MIENTIZMNE
MXAEEM S E. RRKIR: K
- H/REH (David Eltis) 1AL -
il &R (David Richardson) , “BsA
FFNRAZELE” (AR, 2010),
OERE KF HiR* .
Volume and direction of the
trans-Atlantic slave trade from
all African to all American
regions. Source: David Eltis and
David Richardson, Atlas of the
Transatlantic Slave Trade (New
Haven, 2010).©Yale University
Press.
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#” (Olowe of Ise) B 2B ERIE . 1§ BR B 4
% (Eva L. R. Meyerowitz) 1943 #HIRTF
ERBFTHARENOgogaER. A  “F
FERIRBH (Olowe of Ise) FREEZIRLY
& B, REREAMNEYIE(Museum
Fiinf Kontinente )i, B #if&4AE L IF
BEEADEX L EYIEKBARL./Left:
Veranda posts by Yoruba artist Oléwe
of Isé. Photographed in 1943 by Eva L.
R. Meyerowitz at the Ogoga's palace in
Ikere, Nigeria. Right: Yoruba veranda
post by Oléwe of Isé, collection of the
Museum Fiinf Kontinente in Munich,
now is on long term loan to the
National Museum of African American
History and Culture.

Lstarted this project by imagining what a West African prince or
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trader or servant from the 14th century would have seen as part of

theirritual of life, As part of the colonization of the continent, many
artifacts were collected. We now have records about the kind of

artisans and craftsmen that date back generations and we are able to
talk about their motifs and forms. Invented by the Yoruba, the inverted
trapezoidal form is one that was used for shrine houses and palaces;
these were the highest forms that any kind of community would see.
The Yoruba are understood to be like the equivalent of the Greeks of
west Africa. They developed the craft of timber carving that spread
through the entire central region down to South Africa. They really are
seen as the epicenter of creative power of that time.

What's interesting about this group is that a lot of 19th century
scholars mistakenly said this was primitivism. Ironically, with history
and dating, we now realize this community was crafting realistic and
delicate forms a thousand years before this statue. We now equate
that with being civilized. However there's a discussion that's going on
about what happened in the 14th century that created this shift from
literal representations to hyper abstraction. The entire community
changed. It was the time when the continent was forming into
empires, becoming metropolitan. Somehow, the representation of

e metropolitan with literal figuration felt inadequate. So abstraction

i BIHEHREL, TRFHIER/RR FIEE- 25 (Arnold Genthe) . BXERIR: B2 EBIE; R —RASEHFHR, TR, A: “MRRRER. BZHZEMN, ZEEAEHHZEE (Lee Circle)
MEEBIEE BRTEMR S F, B 5E - 3R 3CHT (Walker Evans) 1B T 19365 . BRIRIR AL AHE BIE, / Left: “A vista through iron lace, New Orleans.” by Arnold Genthe. Source: Library of Congress;
Middle: A verandah cast iron window panel, Charleston; Right: "New Orleans architecture. Cast iron grillwork house near Lee Circle on Saint Charles Avenue. Louisiana" by Walker
Evans, 1936. Source: The New York Public Library.

FBEEEAREXHIEYIER AR EE /Early study sketch of the National
Museum of African American History and Culture.
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became the motif for these communities to explain the complicated
geometries and ideas.
So this sculpture really speaks to the life of a king, his kingdom and

evervthing he did: it's encoded if vou know how to read it. The shrine

qQbjectsembody the idea of using abstraction as a way to uncover

deep amounts of information, It's interesting that Picasso talks about

abstraction at the beginning of the 20th century as a way to deal
with complexity of the modern world. It was no longer enough to use
figuration to describe it, it was inadequate.

The African Americans were not just cotton pickers: they were canal

builders, the architectural workmen, timber craftsmen and the metal

workers They became very skilled at timber and at metal work and

AN 2 IS FT AN ST e 2 B —Fhes 5 A0 AV IR S R0 Fe kR T A A B
S EE I SO0, GHEES N1 (B ULS REE E S
ELHE A e SRE RSN D T - B - SRR X OF
BN g g TR 2 S B oK X M ER

TIRRIRIT KRB RGO N\= 20, BANEEHESE
BEEMGFT UM T =5 = aWH=E, — N EfT, MM E
# EHE R UEM PR ZEFT, HEEREANL, MARERF R,
B AT RS, BRERN2I0ER K NRIEN F L ZARE
TEEEENZ VRV HT T RARSNIT 2 —, BX P EERS
BT AR ERERM S EE R R AL, EEEEE, M
FERAVBBET LT —MEF L EARH TSR N XRERE,
A B 2EE P — D EM BV INE S BT LR AN\ B AL TE T B
BE, EETFEYERETEER N — P LE LU EERERL LR

FEEE%.

i

SITE VIEW ANALYSIS A TEASHING TN MOSLIMENT
ML S E B. FEDERL,. TRIANGLE
M E il

B wisdL PAMOERARLSS

E THE WHITE HOUSE

F JEFFERSCN MEMDRIAL

G LINGOLN MELACRIAL

WK AR OHRAY

more or less built the early south. It's a story that is never told. A lot

of houses from Louisiana and Charleston were built by black slaves
who did this with the casting method, which was brought over by the
British and the French. They quickly made up their own and started
to create these incredible forms without having the tools. It's a very
powerful story about hybridity and | wanted to honor that.

The site that was given was the last to be built along the Washington
Mall. It is about half the size as most nearby sites so everybody
thought this was the worst site we could be given. Most Smithsonians
are palaces, long bar buildings. The exceptions are the Hirshhorn by
Gordon Bundshaft, who made a form with a sculpture garden, and the
National Gallery Eat Wing by |.M.Pei, who made a rotated form, with
an entry from the side, not the front. So | understood that these 20th
century traditions were playing a different game to the 18th and 19th
century buildings. Both Bundshaft and Pei helped me argue my case
with Congress and with the Fine Arts Commission on why | wanted to
make a building that was not a palace.

The landscape of the Mall is influenced by the French, while the rest
is influenced by the English. So you have the English romantic garden
that is all about the bucolic landscape, with its monuments, and the
White House is the most powerful object of all, on the hill, looking at
everything. So it's a landscape, not built as a ceremonial form, but as
a device to play out a democracy. Monuments, dead people, on one
side, and living things on the other side. It's very interesting,.

I'was lucky enough to be taken to a special window in the White
House where the foreign office dignitaries are taken and which

18



11

13 H

el } ARRRRRRRRRRA

FOD LECTURE: DAVID ADJAYE

i |
1 il o - Wéfm ULl

L

BUILDING SECTION
BRI EE

1 [AsEEiER/History Gallery 6 SX¥)1E /Heritage Hall 11 ¢ EiER/Culture Gallery

2 B kRt /Contemplative Court 7 AL&JE/Gift Shop 12 BAZE/Office

3 B - SR EEI5RIBT/Oprah Winfrey Theater 8 &/ &IB/Orientation Theater 13 # X & Es/Community Gallery
4 2T /Cafeteria 9 ["JJER/Porch

5 2 H#5k/Loading Dock 10 # & A0 /Education Center

B FEE/MASTER PLAN

—/ZFEE/GROUND FLOOR PLAN #h T2 HEE/CONCOURSE LEVEL PLAN

OVERALL SECTION e

BB EE T o l_l

TN R e W - 7 T T — e e e s e e e e L o e e L SR L T SR e MEZ R B EIMIEYIEIR S/ Vista of the Museum from Madison Drive

WASHINCI TON 15TH STREET 1atw STRENT A
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overlooks the Mall. The window has a panoptic relationship to this

landscape.ltmade me very aware that this project could not just

to be a museum. It also had to have a powerful narrative and to be

a register of this context | picked up on nine critical views including

Congress, Washington Mall, Washington Monument, National Archive,

The White House, and the Jefferson, Lincoln and Martin Luther King

memorials. These nine windows had to be part of the permanent
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architecture of the building

The program broke down the curatorial content into three, which fit
perfectly because the Yoruba silhouette form | was looking at was
also about a triptych. So we created a series of three boxes, one
underground and two above ground, with the visitor coming between
the two systems. History is buried into the ground with the future
being above your head.

The building is a 210-foot square on a five-acre site. It's a pavilion
which lines up respectfully with all its neighbors. Washington is one
of those few cities that have a height limit but the height limitis a
number. Wherever you are on the hill, you have that number, 86 there
is variety that happens because of the hills and not begaffse of the
height of buildings. It's not uniform. It's really intge€sting and makes a
very beautiful topography. So our buildin d to be that height but it
looks much higher because it's on a gaund in the Mall.
As the site lay vacant, people tgaersing it had left lawn marks, natural

paths. So working with |gaffscape architect Kathryn Gustafson, we

you dive either up or down. Most curators will say this museum
would fail because you have to make people go down, and then up,
and then turn around. In that sense, the palace typology is easier
because you go in and it all unfolds, people engage immediately.

But I insisted that this was the way to do it. Because | wanted to make
an architecture of light. The three curatorial programs would be
moving from underground with only one lens moment, then to the top
floor which would be bathed in light. So by the time you've dealt with
this incredible content while getting to the roof, the atmosphere of
light has also curated an atmosphere of engagement.
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EIREBRESTE; A ERNILEE/Left: opacity variation of the skin; Right: building elevations.

The structure of the building, on which we worked with Guy
Nordenson, is amazingly reduced. | wanted four columns only, with
all the structure cantilevers stemming from these four columns,
which contain all the systems, e.g. services and circulation, within. By
doing this, we were able to release the entire perimeter, tie back the

structure through the curtain wall on the outside as filigree. Thatwas

an intervention that was not mimicry. Similar to the way you do a
portrait by measuring and plotting, | measured the key components—
the horizontals and verticals—that make his ornament, and then |
tessellated it four times to make the panel which then becomes the
skin. Simmons' form becomes, in a way, the DNA of our form.

The facade js made with six different panels of varying opacity. As part

animportant move to make in order to win the competition because

esseadiakhmiifeed the abilitvyto out exhibition spaces all around the

perimeter L wanted to create a building where vou never felt like vou

of the facade studies, we had to make very large drawings to explain

the skin and its modulation. Thered isthe most transparent, and

these trace the circulation and where the public mostly are. The green

waere going into aninterior, one that always forces the visitorto the

is.the second most and the purple the most opague. You also have to

edge, circulating the perimeter, As a visitor, you come in and you

encounter this transparency and this perimeter system which allows
you to engage with the view.

he skin of the building follows the profile of the form and is made

Y

of cast iron, based on forms made by Philip Simmons, a freed slave,

who became very famous in Charleston. | really wanted to honor his

work and not make up my own pattern, but I also wanted to make

realize that the skin is not a flat plate. We used the same sandcasting
process dating back 200 years to create 130mm thick plates. So each
form was shaped to capture the light, create thickness and capture the
density of the weight. The skin turns the building into both a mediator
of light but also a register of the light of Washington. The color and the
luminosity are continually changing and nobody can point to a single

color.

g8



FOD LECTURE: DAVID ADJAYE

Walking up to the building we have a 70-foot cantilevering canop

and also a reflecting pogl at the front, The light from the pool reflects

onto the canopy and during the day creates a moving reflection. The
canopy is actually not connected to the building. It's free-standing
so it's a single object in its own right. Apart from structurally not
wanting to connect them for movement reasons, the deflection and
the gap between the building and the canopy creates a slack effect,
cooling like a chimney. The angle with the water creates an 5-degree
temperature change from the outside.

When vou enter the building vou're in the hall and vou're met with

thisincredible vista The way it's orientated, you get true light from all

BB TR A S5t/Cantilevering canopy and the reflecting pool directions. People just come in and spend time, it's really beautiful;

it's a living room for people. People come through the lower level

concourse, where there is a self-supporting Cor-ten steel stair, A 40-

foot drop takes you down to the histgry gallery and back in time by
400 years. You see how the slave trade plays out through the years, in

the galleries. The museum unfolds npt as a sequence, but as a stack

of history.

BTN /Close-up view of the canopy

EATER), ﬁf‘?A%ﬁ/\YtﬁREﬁ%%Dﬁ%, CAVETE TS —MER
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BT ANE/Top view of the stair

an Karchmerf

Photo A

AFT/The hall TR 3 AR RIREN S48/ Self-supporting Corten steel stair

YE ARE DETERMINED ..

FURAR B o, ML= IATLRE . EAYIER R B E AR IR
BUAE B, HE kR T - 58 - < (Martin luther King) i3

T WORK AND FIGHT

BT/ The contemplative court

After going

court In the middle is the large lens skylicht and a waterfall inspired.

rough all the galleries, you arrive in the contemplative_

EcBARFEEaEs, B APk E R, IF WIS R o FARIMX
AEZREZRY—E D, BT E—P. KEHMALERL T BEMNE
25, BTSSR KRS =L E BT A BRI R A S o X
HRT — IR X NNEEREE —— M HATERENFEE, AR
BT\ BB o e MALTI N BB AT\, AR B KA B SRR FIX E,
AILEZAEFTMERIFENAE, ANEHEE28EREXART, U

ETIRRAERTIIORESS

MBRERNRELEFRRA
1LESMEB/The skylight of
the contemplative court is
located at the north side of
the building.

by the words of Martin L uther Kine 'We are determined to work and

Jioht untiliustice runs.down like water and riohteoiusness like a miosht

stream” . I wanted to make it into part of the building, make it into
a form. Most people are quite upset after having gone through the
narrative of the galleries. The roar of the water means visitors really
can't hear each other. This creates a kind of quietness. And it's the
only room with a light that comes through a skylight and then very
softly into the galleries. And then from outside in the north, that's

hatthe skylightis When you come, you can wait by it. You can't see

into the room because it is also a 28-foot room. It's so deep that you
only see the water rushing down.

/8



FOD LECTURE: DAVID ADJAYE

MIFARE O L e

LEX AR UL R Ui an o b 15 B C1, (Re] DUEI T R I S0

142 2R 1% /Viewing the Monument grounds from the panoramic window

Atthe panoramic window, which looks to the Monument grounds, you

BRUERE, iX 2 et 3 289 — b S B A A TR, X2 —Fh
B RS, — e LA 2 BRI R o

PO fERm SR > Bl R, SARIMF A VENESEERSE
BRUA BT, Bl 7 S R 2 XAE S ST —RNNZ, ®

T I7 3 ¥ AT /RN S8 48/ Self-supporting Corten steel stair

oet this incredible moment where you have this view right down to the

hills of the city. People in the city come for this view. It's the idea of
being given the overview, being given a big picture.

Therelationshipto the Monument. | made in the end the angle of

the filisree facade the same as the anole at the tip of the Washineton

Monument, so it sits at 17.5 degrees. There are moments where the

two things come together. @

CREDITS

All plans and drawings by Adjaye
Associates. special thanks to the following
photographers for their kind permission
for use of theirimages: Alan Karchmer,
Brad Feinknopf, Edmund Sumner,
Lyndon Douglas, Jeff Sauers, Maxine
Schnitzer

IRIER
PRETEEMNRRERBRRERZNSES
PR, 155 R 5 LU T SRR IR 2 A
1¥7] . Alan Karchmer, Brad Feinknopf,
Edmund Sumner, Lyndon Douglas,
Jeff Sauers, Maxine Schnitzer

MEhEWEMIEFEE AR L XL EYIE/Aero view of the National Museum of African American History and Culture

EEILZIFFEEAREXKIEYIESL, JUEREER L EYIENE L B AR £ 1E11E/Beside Smithsonian National Museum of African American History
and Culture, Smithsonian National Museum of American History, and Smithsonian National Museum of Natural History can be seen side by side
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FiEIR PRI EYIEIZ 8/ Vista of the museum, surrounded by lush vegetation

E¥IEIR SR /Vista of the museum

BHRBEYIERML R /Museum and the Monument duriing the day

R EYIER 227282 /Museum and the Monument at night
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Leyue Chen BEFRFR
Architectural Designer B ig it/
One and half years of experience T{f—&F %
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Education vs. Work, which has shaped you most as a professional today?
Work
What's the biggest challenge of being a designer today?
To meet both the client's requests and laoban's standard. Sometimes they are conflicting and you have to find the perfect
solution.
HBESI% BAEMNIRERIRITHHEmMELR?
I
RIARASRAEGIT TERANBERTA?
HEEFHERNERNER BNE_EZFEN, MIRGIIRRIRRT =,

Xiaowen Chen PREEE

Product Designer = migit!f

Six years of experience T{E7<&E

Education vs. Work, which has shaped you most as a professional today?
Work has probably had the biggest effect. Through working with different project teams, architects and developers across
a variety of projects I've been able to participate in discussions and learnt through trial and error as part of the production
process, slowly improving myself.
What's the biggest challenge of being a designer today?
Keeping up with the pace of a project whilst trying to juggle requirements from different stakeholders but also adhering to
restrictions.
BES I, B ERERIGITHERMER?
TemE, BIEREAEMNIBEAGEITIMAI, SF—EFRAEXENINE, MELFERRNRIIHZBRE, T
ER IR L IR, B R &M BOE R R 745K
RIS KMERITTERABNERTA?
—LEIMERHE. HRENRR, BERSHENERMRE,
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Simin Qiu EBE &Y

Product Designer = migith

Three years of experience T{E=%

Education vs. Work, which has shaped you most as a professional today?
A good education not only shapes and influences a person but also guides them through their career choices. Work helps to
consolidate things we learnt in school and develop a person overall.
What's the biggest challenge of being a designer today?
Designers are graduating every year but few persevere due to lack of respect in the market and piracy is not uncommon.
Insufficient design awareness in society and a reluctance to pay for design hinders the development of this industry.
BE ST BAEMREAIZITHHRNRMEXR?
HE, RFNHBETRENHBREBERMNBENEM— DA, HEERARE LM TENER. TIEENG
RERHT —NEHBERIRM. TIFREEFINELEM HIRE—TA
fRARSEMEZITTIERABNERTA?
RIHMELARS, BEERRE FROFFEMY BT TR EREEIRIT, BREILAE KARIIGITAIIAFT
B, TRENEITRE . XERBERISITHEE.

Utsav Jain
Architectural Designer B ig it
Two and half years of experience = EFEBHAHET, TIEREF

Education vs. Work, which has shaped you most as a professional today?
While working in a practice has had a significant impact on my architectural sensibilities, | must say that my first few years
in education lay the foundation for my career as an Architect. It gave me the platform to look at architecture in a different
light, and therefore allowed me to dream.
What's the biggest challenge of being a designer today?
Staying true to your design principles in spite of the various pressures that come your way. It is certain that not every
individual will agree with your method or design intent. However, | strongly feel that behind the finest works of architecture
are the most stubborn designers.
HESIE BEEXNRERIRITRERMER?
TERBNBRNERBRAHDEEREN, BRMLIRZELNENEERRENERMNRW 4 ESE 7 EAl,
ELTE-—NEFTEANTREAE, ALArE 2218,
RAASEME G TIERANERMTA?
AEREMEFNENT, BFEFE DL RN YATERE N ABBRIRANILIT HEREBEERIFBRE, &5F
NEAEREEHEERMERIZITHT,
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Mark Zhang ##iE
Interior Designer ERig it

Six years of experience T{f 7

Education vs. Work, which has shaped you most as a professional today?
Work has changed the way | think, instead of applying abstract ideas | now design based on the specific conditions of each
project.
What's the biggest challenge of being a designer today?
The biggest challenge is how to keep a unique perspective on things.
BES I BAEREAIZITHREmEXR?
THRRETHBENZE, CTHARKNAAERLIT, MERNE RS HRRHATIZIT.
fRIARSEMEZITTERANRERTA?
EARRKSE R OAFREERFEYRIRE L.

Litien Poeng ®3I1%
Graphic Designer FEEig it

Six years of experience T{E7<&F

V

Education vs. Work, which has shaped you most as a professional today?
| think half and half. Work is the way to practice my creativity and execution but education is the root which still influences
me from time to time.
What's the biggest challenge of being a designer today?
Following the schedule!
HESTI% BEEXNRERIRITHTRREMER?
RRBR—F—FM. THEBRERNREZAMHNITH, BHE BHMRRERANZZIMEH.
RAASKEMEZITTERABHERMTA?
IR R T T!
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Kim Choy
BH I % Architectural Intern

One year of experience T{E15

Education vs. Work, which has shaped you most as a professional today?
Work has always influenced me more because the forces, constraints and clients are current and real. Although, the concept
may be more pure in architecture school, in my opinion, the design solution generated in the real world is more multi-
faceted.
What's the biggest challenge of being a designer today?
I think the biggest challenge today as a designer is delivering more with less. Diffused by technological development, many
industries such as motion graphics, art, film e.t.c. are overlapping each other more than ever. As a designer | think one has
to have a holistic understanding of many world issues as well as current topics within the industry.
BES I BAEREAIZITHREmEXR?
THE—ENHEEMEKR AAZHFENRR G UREFHBZ L THESN RERSTEERF RS B4R,
BEXEFR, WKRERPFLEMNTHRRAASEEAFT LA,
fRIAASEMEZIT TERRBBERTA?
ARG SRR ARREREDREEE S KREBHRNWAFEMEFRZTAL, flasE. 2R 8
FEE, BREEEES RN — MM EEINF S ERIEANT AN Y FHERE — 2B,

Haiou Xin 3808
Graphic Designer Emi&itf
Five years of experience T{ERHE

Education vs. Work, which has shaped you most as a professional today?
I've always had an interest in painting which is why | chose to study graphic design at university. | think school is the place to
develop your interests and work is the place to fine tune your design skills, both are important.
What's the biggest challenge of being a designer today?
Graphic design is not only a career that requires design sense but also a rational approach. Trying to maintain your original
design intentions whilst satisfying the client's needs is always the biggest challenge.
HES I PAEXMIRRAIRITHIMEZmEK?
BABNEEBXE, FTUKFERT FEIRITER, HEFFREIEZERAZLEXE, TERNRELHNEER
RIS, IEEHNEE,
RAASEMEZITTIERABNERMTA?
RIHMHAZ—NRMERVERL, FEFEIR MRV, R4 8 I PRNE, A1 ISP iR E - 8P,
—EHLCRHRRARZE LR,
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&1i¥ Translation by ¥+

nader tehrani: the tectonic grain
MIE-IFBRE: el iE
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IR VLIE (grain) FEVE M AR?EIE R — MR

R, EFFEARPE, LIRS 550 SNEHEEAR, 23

BT MR BER( VLB, Rk, 45855 &
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SHEETHMRN A REEN 2GS FaREao: }

What do | mean by grain? The grain is the constitution of matter

that produces organization, such as a pattern, a stripe or a 1 1

Mo ARG REAES A ALERE I, siEH TH

of essay on the impossibility of bringing things together and

832 E RSN —HE.

finding ways for the grains to cohere. Quarter sawn Walnut on

checker board. When we look at the zebra, we take for granted

the outside, zebra wood on the interior and stacked plywood as

that it has stripes. As we look at nature, we commonly identify

grains much like this. However, as you look carefully at the first

75 EeY, 2R MER

Mk 28 EMRNEH. BNS _of the zebra tends to go perpendicular to the orientation of its

image, you realise that something is amiss. The natural grain |

torso and |

structure, the three striated patterns come into conversation on

the oblique.

|
JADA A-&%
Y

Gormez Coffee T:

Phot

Ll ) i Yk ' Ay .. L/ s .. ;5)
imbs. It is only when we manipulate the orientation of

7, 72

b S RETRE

(Louis Kahn) BB BE T T 4BY, #bS<RF L ERISH T

the grain that we understand the artifice behind the architect's }

AR
A=
LR

By

5

T

A3

BSIMHX I M, AEOE 00T SRAVAE AL B B T P e

craft. Architecture has nothing to do with nature and everything

BOAFETHS

X

HEEHEA

8/Zebra Woo

runs|parallel t

the teak grai

oS |o|a

perpendicular t

heltop.

BB R IAE, RAWE S EIRS, BEDFHE.

to do with that which we force it to do. So when Louis Kahn }

I EMBYEW VSRR RN, B2t iz Fo

asks what the brick wants to be, he is actually pinpointing the

A Eaaahia (book-matching)” £4BIFRB 24, 1E

architect's agency in giving willful form to the organization of

TEERNES M A LHRENT. 0ESE— DI i

X ILHY 23

MBgHT R 2 4b, XN B, MRV SOEN ARG 92|

bricks, knowing fully well that while brick aggregation offers l

some constraints, it is in fact the designer's instrumentality that

EREEE.XHRAR—RBXE, WEHNERENRGE

FAVRE, KK BANLIEE H B D BIF MM FAE. B2k

pushes the invention of new forms of structural, decorative and

R, LAKISE L SR B AR BT REIE - SNE B XV E YAk

b FEEBAIFTREN S MEUREIRY, T2 RE X BAE

organizational adaptations.

K, BEIRE G A (zebra wood) , MM N 2 EMBIK &

REBUEF /Vender grajn

B (R4 (rift-sawing) « ZI17A (quarter-sawing) « 5% }

=. NADER TEHRANI

5% (live-sawing)) o BRI EI A HEE N FAM R EE

1%, X EAREORIIESAE R EFE B B

_ONTRASTING GRAIN

MRX MR ERRBEARNTEL, FATHE

If provenance of this argument all seems remote to architecture,

ol

T, AR D AMB AR, 2R F M. 24, E2EEMN L.

RBEIHNMEZEHMITZHE (Santa Maria Della Pace) i

think of Santa Maria Della Pace in Rome. The classical ordersi i

IB. HH A SKAE A AR BTERY, £ T — a9

FOD|LECTUR

A RANF BE L DA B O, MR BRaKiL

We know that the natural grain of wood has an agency of its

produce a rhythmic cadence as they march towards the corners,

HER.

own. But it's actually our use of the saw (rift-sawing, quarter-

BN, ERE(RER EBANRAESHNE L. X2

until suddenly they are swallowed up and engulfed within the

EERELRRBARVEIRE T HAEREMIUER

corner itself. Perversity? Negligence? What happened there? }

sawing, live-sawing) that produces the graining patterns familiar

| tous. Each sawing method is adapted to different

(Bramante) 2 M IRIEMEBI R (0, ERITBIRT 770K

Was Bramante a witty and humorous guy or did he simply fall

grades of wood, differentiating its use as flooring, }

RAMAHIIB R (Palladio) ERILEF SR F I, UK

asleep at the wheel? If you look through history at the way }

hardware or millwork. Each is more or less efficient

ET T, B FLEE (Mies Van der Rohe) fEFFIEFIE

in which Bramante was subsequently translated by Palladio

inits use of the log, and the expense is calculated

TR (IT) A EMAY S NABIA £, ML= FIa =R

--and generations later by Mies Van der Rohe in the IIT, you

according{y,lHHHHHH\

3, gIEMER Z A HDE T WEETE LIS, M/

begin to realise that the importance of the grain is not so much

In the case of this table, two corresponding yet

contradictory tectonics were used. One was the

technology of veneer grain, thin and laminar \

much like the Eames furniture, and the other

was the technology of butcher block technology,

here adapted through laminated plywood, which

becomes solid, compressive, and massive. The

striations of the butcher block laminations, i

and the grain of the quarter-sawn veneer come

together on the corner producing an oblique

symmetry between contrasting technologies.

When the butcher block is cut diagonally along the

I
FLX KR TR, AR T MAMEE RECB X AEE XY B9

inside of the leg, a figurative aspect of the grain is revealed.

BT E. — R 2 ARINEA (veneer grain) BIE K, B HAH

The folly in book-matching striping on the oblique is that

#1 (Eames) B9aF —1F, EE—R. M5 a2 iRV

one cannot simultaneously retain symmetries along every

A, B AR (aminated plywood) B TR, EE. & |

edge. There will always be a moment of asymmetrical rift,

5, B AR IR & B BRI ARSI T VI A S8 E

one edge where the butcher block grain and veneer grain run

BAMEE, ERA LA T BRI AR T SR BIST

perpendicular to each other. This piece of furniture is a kind

TR X THBAEEBNA R, UL BEFIN |

s X KSR TR, EEXT Hame. [T

about the way in which the striping is created on one face, but

almost always about how it turns the corner and deals with

exceptionality. This table speaks to that very history.

i
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HEE—ELFET, MNANESET 5SHEREHH
B R LIS BB, DT EEEEFR BEHT

EXNPNESET, Z22F (Rock Creek House) it B —Fh 5

Within this context, the Rock Creek House has a certain kind of

BUHEHIME T o XD E B ERTSHe L LS X —ES

critical agency. An adaptation of a four story historic structure

Y TENRTEE

in Washington DC, with a half -basement and a roof attic, our

E OIS L AEE R FTTE IV REHANZEN, I
B—REINEF, L ARBBEILBHRE (oculus) &

the kids' homework room on the second floor to the playroom

on the top floor. A winter living room is located at entry level,

while a summer living room below connects to the garden.

Diagonal views pass through the building connecting spaces to

R e I

the each other, using the free-plan to create connection that a

BIPRh e BT

job was to maximize the square footage of the house by making

mAbEBERAREE (millwork) &LURKELE, GAERE

load-bearing wall system would disallow. Upon entering, there

ERINMESH 2L |

both the basement and roof occupiable: expanding the house

—F, IR T EMEE S EEILMEE- D ANE T8 2 8]

is also unique window which peers into a cavernous oculus

R .

without adding onto its footprint.

DU AME R, DUE L |

As you inspectit, |

FEARBAL, LE

the house seems

FH RMAEI S

relatively benign. —

BR[| ] ]

It respects the j::

IEANORAR UL, XS

brick structure of —

FELEXRRETE ——

the building, with

M. EEE T EANLIEEN, BRBLRAAMPE, 5L

windows that are

SREF, GELHER, BRI ZINFRE T AR

either carved out,

2 | [ [T T

flush, or popped

BNZFANTIEERT —, FEEAEEMIENEHEH

out, butit's nothing i' !
=

R AN TEHHTMRZ 5, RMEM T T WAL ER

extraordinary

AEERKEFNEN, STHENEE, UE T HE 2R

beyond that.

UM R ETE TSRS 18 HIh, 11181 T — MBS 4

One of the main

), At EE SRR ER, MERBETA, ER—F 8

requests of the

BT RAART . XX RBIE B EMEBIR Mo

client was to

A EIRIBA S E B A E RN, R IRTIL RNz

maximise the

TRy 7 IRIB R . B A EMEE T, d At CuE) fEE

sunlight on the .=

Pl R (R E) PUIRIBEE b, LU EERRERNRE

southern face; J; b

MIF ENETXESE, REBHRETAFNERELL, &

on studying the — ‘r ‘

BEL = RIBBSE, LA REBRNEFEERL. 528

revealing a descending staircase to the garden level belovv.}

X, AR FEMIEE AR B, "IN R LA, LLENEF

The striated logic of the millwork, runs north-south, much like

the bearing walls, reinforcing the porosity of spatial continuity

between the southern facade and the nested spaces within l

=. NADER TEHRANI

BT BN TR LT, IF 1L L EBY A E G R 2 iR B EE

plan, the challenge became how to maintain the load bearing

>hotta _|ohm Harngr

the northern portion of the house, allowing sunlight deep into

the house; in contrast, the east-west faces are opaque and } i

expressed as solid wood veneer, giving privacy to bedrooms and

other domestic areas. All of the millwork is coordinated with

electrical, lighting, diffusers and other fixtures, such that the

logic of the north-south axis becomes apparent. The hardware

of the building is also concealed within this logic. Services l

like the kitchen and family room can be concealed by large

PhotolJohn Horner

EE@?Z%‘%@Eiﬁzf%%%ﬁﬁF‘ﬁé%ﬁ%’f@ﬁ?%ioi N

“structural order of the building while opening it up to spans

FOD. LECTUR

BANMIES B OIS, £FF AMSIMYEY

that would require other forms of structural support, beyond

RS2 B8R, BRNBERAL, ClLLBANESRERE 7

masonry. For this reason, we developed a hybrid structure

AR EREERFA L FANENNEZEEINEH

accommodating its load-bearing walls on the north, while

Bl LIS — 1R BIE, 15 HE A SRR AD B BE

opening up the south to a'free-plan’ organization. This had a

HEZERNKXEE B CBIRMABHNAREZEES B R

XMEATEEMTEERENEEERN—RIE, B

radical impact on the structure. The expanses of glass on the

IEERRIMEBHMERRERIIEMEIMR, EBX

south, naturally, necessitated steel, and as such we transformed

B B FigE I, iR AL AT IZ E E MR R X

ERANZSHEREBTEX —2EIP.HE REENES

MOERARETRERN. | | | |

the south face into a curtain wall. The tectonic challenge was,

ARs5 =18 A] Lud i KRB ERT [ ]BR U, it BN EREH

FEIE L, A—HE T ELR T — MBS =6, AFEEL

how do you turn a loadbearing brick wall (on the north) into a

BEBIE, T2ED.
T Y B T

sliding wall panels so that they appear to be without doors, and

completely solid. | | [ ’ I

S0k

1 Hgrnar

°hoffo Joh

EEFR BIET —PHRETE, EFRE _#) L EFL

EMTAERERE, LR ANVEEBESE LA T EN

W [
il

/ between flush, inset and popped out conditions, but also the
|

curtain wall (on the south), and what that would entail in thei

transition zones of the east-west wall that bind them together.

As such, the building plan has to evolve in such a way that the

load-bearing wall of the north is translated to the existing north-

south structural brick walls which support the curtain wall on
T A A

|
the south T T T T T T T T T TTT T\

The southern fagade has its moments of articulation, alternating

corners, whereby the wings of the building exert themselves —

into the landscape. In the south-east corner, delicate inset steel

columns suspend the brick on the outside, using the glazing as

a picture plane to reveal the tectonic ruse. The corner windows

become opportunities to carve deep areas of occupation,

allowing for furnishings that appear as extensions of the

plywood grainthatstructuresthehouse.i i HEEE

In'section, a new double height space from the ground floor to

the basement opens out to the garden to the south, and the }

former attic is opened up in section with an atrium connecting
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This idea of striping becomes ammunition for a project we

PNIEBENES, RARNTTERE, N2 ER B

completed in Seoul, Korea — where we didn't speak the l

AT AR BB F o MIZD B3R, TRATTR T PURA EE 3R

language, and had no special connection to the construction

P33 N Y O O 1 o
?I%ULX/‘\IJH\EO‘ ‘ ‘ ‘ ‘ ‘ ‘ ‘ ‘ ‘ ‘ ‘ \‘*F"ﬂ‘ T E AL

industry. We essentially used four details to control the project.

XEANZEIGIH B — N FiREEIIET I e . MR E R

The project was for a "model home gallery" for Samsung. As \ \

IRIEFRIIE—#F, IMERERELRGRBREENNIE

precedence goes, the model home gallery is a building typology

1, BRfr LA 2 EEE ] WA =2 QEHF AR

that has the appearance of an extravagant cultural institution 1

IBREDNFRERIFERZAT R, XEABRBHERE

but s, in fact, a retail outfit. Companies like Hyundai, Samsung,

and others use the model home displays in their galleries to l l

Moo EIRIE, I TN NKIRH AL, H g 845X
s sonsey . | | [ [

sell apartment units all over Seoul. At ground level they provide

EXMEREFE ST B2 IS — MRIBEE, B3I AMM

public amenities to the communities within which these'long-

BENEE. AR R AR, BN S5 L FNBETE |

FE—REENNTEK R

MR F 3, AT 27

EER— 1 RBLE, FE

TME—PMEMNEETF

BN, ERN—AEXH.

REE-VNEE, TS—

SR kTS R 1A -
B S E T QIR XX ﬂ

term'temporarybuildingsarebuilt.‘ BEEEEEREER

td John Horper

without knowing the local language. Due to the lack of detail

in this building, there was nothing that could go wrong. That

wasn't the case of course, but you wouldn't know it because it's

[oTH
Prot

detailed for maximum tolerances such that misalignments just .

At the base, deep vertical fins protect storefront glazing from

east/west sunlight, on the north the mullion bays are spaced

with larger spans. Vertical fritting in between the mullions -

protects the interior from the southern exposure. The base of

the building has two forms of structure. One is a robust structure

PYPIRIPEFES NN -

B TATROE M T AT T SR IR B AT BV R A, R E DR

that supports the building above, and the other is a finer steel

SRS MERNEMRIRE,

filigree that holds up the glazing. Above, horizontal louvers are

MBS BRI, XPMENEMNET AR —MEREED

pried open in the few moments where light is permitted into

AT, IFENEL G S HIBL T REHTRE. BT

interior public spaces.. } L] } \ } T\

XERARZAT, AL BIPRHE. SAHTRRENT

The idea of the building was very simple: produce a glass base

=B EE MEBEASNIRITATEARENSZE, XEXT

EAE—EFENRED £, —EMRIERFE 5B DA l

5 KERE R R —FF 8, MIRIEX ER S T E LN

that draws people in from the adjacent streets, the park and

PaNy =g =] |
EEFEsmET. | | [ [

H—f, BRIHRESTXBELA B —E, ARl

=. NADER TEHRANI

FOD. LECTUR

ERER TS,

~_connection to the retail above. Typologically, it is simply a glass

—subway system, while offering one vertical moment of visual

FERRED, ARBIARME AR (fin) 1LIRIBIME N2 AR FE M FE N

BYERSY, ALE RIIRIE BRIE B fRE TS E R M EAE 8 E

‘box at the base with a dumb black-box at the top: nothing more,

ERP B (fritting) WRIFEN N EMEIIE - H5E

nothing less. We pondered how to give definition to this building

SR FESARY R R th 8 PR M EE 1, —Fh A0 A M, KB £

type that found itself in between an empty barren landscape on

EREN, M52 ERNFARNNER, XEERER

18 75, BEBVIS I LR AL, TPt R IR ENR

one side and on the edge of a new park with a subway station l

linking it to the larger metropolitan region. It was promised that

MeRzER | [ [ [ [ [ [ [ [ [[[[]

the site would become a dense urban corner, but we had not }

MBS 3%, BRNKREZRH MAVES =6, ARG

| imagined how fast that might happen: within one year, all of the

X RN T mE A LRI T iR T (hypostyle hall) £

BER RET . AEE SNESIENRZEITA T E

*buildingsaroundtheparkwerebuitt.} } EEEEEEEE

We developed the working drawings for this project, including

ROV, AT AR M ANKEERZRILRE.

the protocols for the digital fabrication of the details that i \

TEF R 75 BV SRR B EE T 3R P A BYRRBR LIRS

required some complexity. We sent off the package at the end

SHIRAARER EWOFLF |

of October and we didn't hear from client group. In January, i

BILAEZRBFZ M, LI, FA VA B EEEFRIR

L0}

BESWETHBRMEFRIRI R, FEETIRET

abruptly, we received an image from the job site. They had built

Conceptually, the ground level is an open promenade that

the foundations and were already building the slabs above \

EEE, IR ET — P 360EMEIZ, MUR—E R LI

allows the public to filter through the building. The plan \

but they called us to ask advice about how to turn the corner

& FBENENSSEMHES (proscenium) o X E - FTE

diagram is that of a hypostyle hall where primary programs

because they had run into some geometric issues. In fact, none

of it was being built digitally. It was all being done manually, i

HilE 7T XM MENELIE, 8ENFRE—LrRraL

as it turns out, predominantly by Chinese labour, coordinated

S RV ERAVIZ 1% BA (protocol) o« AT+ B RIESS

[
by Korean engineers and site job captains. Thus, we were | |

TEERSN, BHRERIERANLIN. BE—AH, K

reintroduced back into the project to bring clarity to the various

AR E) T 3R B T Z R I EZTiF

working parts of the project. Luckily, the building was conceived

THE, YT EEBIER, BRTER T & L5

from four basic material assemblies and their requisite details.

A, AT EBIER TR X T NEH AN EN Kin b, 7'

A granite floor that runs right through the building, a vertical

EEAEORRTREN. mEHNLH, XEEAREAE

HELRMNNDEERNNET, HRETAFITES

storefront that has a certain cadence in relationship to solar

performance, a series of louvers that break up the compound

B9 AL, FAFLEIE] 710 E 12, 177 B R T H & 88089

curvatures of the aluminium panels into discrete pats, and a

HT. FTAVE, X B AR AL B A B A B R AL,

MU ENFT R E R E R E M E S BEE R,

plaster interior.—

Conceptually, the project is about developing the lowest

FEVIKIEING (storefront) IR B BRI ME UL AL 7 — 7

possible communicative denominator to build the structure

MREVIBEY, ST AL T B ERERS S MINERENER,
K AER S SRR R R

| such as auditorium, VIP rooms, and conference rooms become

| staircases suspend down from the mass above. All of the lighting

~intheceiling. | [ [ [T

—monolithic masses, as if thick columns. The section diagram is

—such that architectural elements like skylights, columns, and l

—and the mechanical equipment are hidden within the striations

~There are key moments of typological transformation. For

instance, we aligned the ramp down into the garage with the

| slope of the auditorium's stepped floor and eliminated the back

| _theround and a proscenium with a view from the stage out

—wall of the auditorium such that it produced both a theatre in

|| theatre for novel encounters and programs bridging inside and

towards the landscape. When it is not a gallery it becomes a

—outside.
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(domino frame) B ¥ 8, B,

BR EFLORMIREIZ AR BT

EAGRENBZIRZERERY

John Harher

B, MR SENE, 5Ei0K]

Photc

FRik 325 R ABHAN A T XY

XATNE IR ME

This project builds on the board and batten tectonics that we

B =X ek inss] |

adopted in the New England House. Note the lack of hardware,

(board and batten) 3 % ]

ERREIEXERBAE

as the garage doors are formed from a delaminated and i

Aet, RAEEIRESE

bent extrusion of the battens. The tectonic grain stubbornly

appropriates all architectural elements, causing all hardware to

RERF MK SR B

be absorbed bythegrainoftheverticatstriation.} } } } }

RSB TR |

For the New Hampshire Retreat, the grain of fins, tongue and

BRANITER, LFENEE |

RN R s |
A I O I |

|
BRET T

EMERHRERES, B

BIiR. #5E (tongue) . 1 O1R | |

(groove board) . AR IR % 5 FEANSIEET BAEXNIE,

HEMA T — PR, EEXRZLIEH—FEX

B (ruled surface) . BHEBNIS ELXT W I B AT E 8 5

B S — R, BT ITiE. eI BN EIN

o, REANZH=ALIRIAR, KEESE 75

The massing of the building is the result of a domino frame with

NHUHH DT R WE LUTEB A EIT T 7R

sliced corners and subsequently shrink-wrapped with a striated

WS —HESHUMESENNBRRELRILL, 5—7

kin. The smooth figure of the building mass above operates on

ENPER T ESRREND LSRN, | | | | | |

the oblique, and is meant to be viewed in the round, in contrast

MIRA E3RiR, XERR BN IE TS B R EMNEFHELS

with the prismatic apartment buildings of the neighbouring

A MEMERER, B0 8 MR B i< A4

kyline. In turn, the base is formed on triangulated figures that

2, L ERB I METRRE. XEERANDIS T2 ES

are formed around the approximate programmatic requirements

T 7 ENERELNE  IREIMNE R SIENTE SRR

of the public realm below. Each speaks to the landscape of

RERISIERFRN HEBIE T ANEMETIE

Seoul in a different way: on the one hand in contrast to the

=. NADER TEHRANI

£, SIS E R ERRER R HEINRE T8 T . TRERAY A

repetition of conventional apartment buildings, and on the

M R E IS TR, BAREM ) XB TR, AR

other the mountainous landscape that frames the city. !

TR ENHEN NS EEHRNE FABIND

groove boards, board and batten, and logs all amount to a

=
~tectonic strategy in dialogue with each other, and in one key ﬂ

the culmination

of the project's

promenade: a

tair to the roof

deck, where the

entire panorama

is available

unconfined. This

ruled surface

also vaults over

the main entry

into the house

EiEEO

In essence, the building is built with a sense of resilience to

60l

RAFX—LUIBHN T, RNEMET —ME R EBE

proper. |

all of the things that happen in construction, but maintains

FOD. LECTUR
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|
its commitment to the four key details that protect it from |

precision. The animated diagram of the building demonstrates

MR AR | ]

its stubborn simplicity: a patterning of a tectonic grain at the i

A5 R R

XA FIENERHEATEMEE IS 7 —HFh8oE,
[IUE=L AN =N %‘EEZE%E’Jélkftﬂé}ii%)ﬂﬂ?f%ﬂﬂ)%ﬁ@@j
o XD —REM T —MITE, L AREBHISEH A

SHBZEBMARER. | || | | || || ]

torefront distributes itself in relation to the solar performance.

BRAEGEEE |

As you stack that with different programs underneath, it begins

ERAEHEH L

BEF =17 (Dominican Motherhouse) &

to compact and enframe the public programs at the base. The

IRMNEE (New

louvers at the top conceal the black box but then, at moments,

Hampshire

Y8 HT - BT AR (James Stirling) VAL 2R Z A0

they open up to wink back at you.

house) ME 4, —

HENEEIES AIE REME R —. AT |

XML B AR TR IR B S bl 18 S BT - RV % ::.

™ &
(Wissenschaftzentrum) #EIL 7 BT ERBIRFLE f'—']EH PrEEERT T FRRFPTT
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pomncan-Motnernouse wissenscnattzentrum

TRA% I+ —EE AT BEY

B4k (Presidential Range) BIfE F. S8l B &R TS

This graining of material has a direct relationship with different

— LB T AR AL 2 3R, ELFEAERRLL M5 LU HSA P
%%o@%%ﬁ%m_aﬂﬂ X 58 ‘ﬁy
B — N 2 7T, ohia) e
58 — DR ERR. R 15
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5, th a0 R, A

construction techniques. With the New Hampshire house, we

had the good fortune of designing a l

house on a mountaintop that overlooks

the entire Presidential Range. Each

room is designed to be on axis with

one mountaintop, including Mount

IME] BE BRI RE L (i

‘,\/\/ashington, Lincoln and Lafayette, etc.

I
Each room is a prefabricated unit laid out in a radial plan that

TRENERELRZN),

B5mHEE (dog-trot) X+

protects a central court. Think of the many circular building |

BB ESERE, 5E

FERDXHBY B8 2 18 8

precedents, the Panopticons, the Tulou (round earthen buildings

T e, R T EEEER

EP St

in Fujian) that you may be familiar with in China, in combination

with the dog-trot building type, whose void between two

enclosed rooms provides for lateral outdoor connections.

A — IR S SE A HE T .

The project builds a part to whole relationship of this graining

proposition. The rooms together produce a grain at the macro

level while the vertical grain of the structure, pickets and skin

elements operate at the micro scale. Together, these become

he vehicle around which one is able to produce the ultimate

relationship between the inside and the outside. \ H

he technique of composition is not without precedent.

Louis Kahn's Dominican Motherhouse and James Stirling's

Wissenschaftzentrum both demonstrate how the connections

between disparate building types are brought together through

overlaps, collision and hinging. We build on this predicament, i

but instead develop fluid techniques that graft surfaces together,

conjoining disparate spaces into continuous realms —effectively

melding forms and spaces together.
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This historic image by Lequeu conveys the direct relationship

between the figure of the elephant and the programs of the

spaces that it sponsors --such as the trunk which serves as a

fountain. For the Weston House, we were tasked to add another

floor on top of the existing building. We used corrugated metal

as a cladding surface to wrap both floors, and offer an organic

and singular identity to the house. We were not content to just

re-skin it. We wanted to explore the possibility to expanding that

skin so that it becomes spatial, to produce an awning between

the living room and the garden and even allow for the insertion

of a new flight of stairs. } } } } } } } } } } } } } }
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The idea of graining in architecture takes on much a more

patial proposition in this project, and in designing it, we

discovered something that we had assumed but could never

%SM%{%}
I I |
[T 1T 1T T

=. NADER TEHRANI
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gﬁ[i_%j;i UF/Datail of/Casa la Roca model

Sigurd Lewerentz and, in particular, how his monocular focus

on brick aggregation coerced certain inventions that would !

LEL

escape conventional bonding procedures such as the running

or Flemish bond. Instead of centering his attention on the l l

~ brick itself, we discovered that Lewerentz was more targeting

alages

og
i
;_

the space of the mortar as the site of play. In some instances,

3

Tpetattotptgurarewe en

brick can be seen floating in a'field of mortar', a-tectonically i

580 7% (running bond) SUA87E T (Flemish bond) &1 4:

suspended. This discovery led us into proposing the "Variable

BUREE) 5 N2 5N, W T — R 6E R AR, e

Bond", whereby the dimension of the mortar bond can vary over

FEXDIME S, BRPSCENSH 7 E N6 EH T,

AEBRITHNIET, JOTEZIWT RN —EFN, EMRZE

TAHRN— R ERAF L, BRHDXEARREE,

HERRUMRAN ERESHEER—MZENTH

T o IR REAR B SR AN T DY, BBIMEREE |

EIEI S A R RN B B REURTNE L |

RENEFRKE—HFN. XESEYHE, BiFn EHE
(developablesurface)KEEEWEEHOEEE&!%E’\JLH

CTTTTTTTTT T PAee

ZIRBERIRNBIERRES £, MEB MR

fully articulate: in architecture, drawing is not merely illustrative

the length of the wall, creating lateral shifts on the X and Y axes,

SR al, BREMARRZ L. EREM T, iTRELER

and in turn, introduce the possibility of light and air through

or pictorial. It is always already an act of construction. \fi i i

BIRFEDEG, LAFEAMERN S REE X=X

orrugation is oriented on a vertical axis, that means it is also

LEBRANIRE T “AI k4% (Variable Bond) ” B9#E7%, ENED

the brick membrane. Controlling the bonding also enables

malleable on its horizontal axis. Note that the line at the top is

us to fold a single wythe of brick along the diagonal axis of a

SIREERI R AT LURB B I B K E AL, R IhAN &0 £

bonding pattern, giving structural depth and lateral stability to

exactly the same length as the line at the bottom. That is what

ERBET A, H BRI R, 1i7‘cfﬁD*’:uﬁ*‘ i)

ZRERY O] BB 1 o IR 48 Y4, I FATRE EEE?E?JH:EE

proves the theorem of a ruled surface, alternatively called a 1

developable surface. In inspecting the drawing, we already know

this is buildable, because the geometric principle that guides

E?XT%%&JT EENFEEHTHE, N +oEENEE

1 ENEEMBEARE N, Lﬁ*%i?‘%i)ﬁ]ﬂ

B, BIEZMBERA UEERN, BN ESRIBELN

a substantially thin wall, extending the tradition of Jefferson's

serpentine walls at UVA. The project extends this discussion 1

through the works of figures like Eladio Dieste and Frank Gehry,

whose figural walls are the results of significantly different l ‘

the drawing is based on a constructive idea, both physical i |

JLAAN2EFYESKANEZ X ENESHSH,

j(—?— (UVA) O FE S IE S X— TN B L 7 X hd Ry -

procedures. Dieste's inventive structures are hybric in nature,

and representational. At the same time, the very principle that

ERY, BIEEE LA ik E s EBIRN, S E R T T

HEHTRS (Eladio Dieste) Mgp =50 - Z 2 (Frank Gehry) &

geometrically delaminates the surface produces the possibility

the result of the layering of brick, rebars, and mortar acting in

ABIESRHBYRN, MBS EE D 3 23R8 AR

EEFERRIEM AT —KeEB R = EEGERAE

tandem to structural shells: pure structure. Gehry's walls, on the

of depth within the surface: a skin that envelops space. Beyond

R TETLEHR 25, BATBIE XM "B ST INR

EBVE R BT QT IE RSN, EAR ERIBESH, 2%

geometric abstraction, we also become aware of a semantic

3T —MBIEIIE N FERES, TREBLIBEHR, Rt
(referentiality),#E,ﬁﬂ%%@w\ol l l l l l l l l

other hand, are the result of the layering of varied laminates,

RN SRS, WS FTERER B4R

with the skin serving as wallpaper, a symbolic vestiture that

aptitude that is embedded in the idea of this'curtain wall', i

. MEs— 7 E, ZENBEENRE RSN

something that creates associations, builds referentiality, and

TEENRBABIFR, B—FERIEEXHIIMK, ﬁ'ﬁﬂﬁﬁ

EAEE (Casa la Roca) FHY—E EXB AR RIE

X J B I
begs interpretation.| | | [ [ [ [ [ [ [ [ | ||

IREENBESEAEZENEZKR A2 AETH, %

TE, 51K T —RIT2 T EHE I 4 HIX DI

An apparently similar derivation of the curtain wall in Casa

BB, FAER X FASER - F1e% (Sigurd

seeks no direct relationship between the walls parts and its

whole. In the case of Casa La Roca, the relationship between the

brick, its bonding organization, the structural folding of the wall,

HRACHIBVAR, BEHNEHET S, HBXS R EEFRIR

the environmental aspects of its ventilation and illumination

D)l Bl (VER R, BSIER) Tt ER B S BRER X R R L

la Roca prompts a completely different set of discoveries. }

Lewerentz) BI1E&, K5I R RHIN S E, BT 2

all contribute to creating reciprocities in its part to whole

While drawing this project, we were focused on the work of

HEER.

relationships.




& EnE

Mudshnid FHEH - S -

252

HF, INRRTNEY K, LR T RERZM (piloti), 1R

D' :IC,K_ (Robert Scott) #1IZ4
~ EEBI(Robert lentur

LIINEEAN

i T HER, FRAI LUK, INRRE, ST T BB A9 i, —
i A IS B LIS, 7 LURIB I £ B _E R ThAE  BRSATE=
> g A AFFRATHFTIG M, FEHENERRER S B,
% ' depiction of 4 "dlic itk FA R AR BB AT @i T —Fhdi, T
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Toya Ita & Associates, Architects|
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HHEPEINRERFERFM (Toyo Ito) RERMFEIEHT A

When [ first saw Toyo Ito's Tod's published some years ago, |

B (Tod's) BY, WEHPER T —LEHARISLR, BER

historic architecture, per se. It would be, instead, camouflaged

read into it certain possibilities that were not actually built, but

FEHAR TP RN — XS M ARSI BV IC R BY

within its flora, behind the palm trees, the cedar, the pine, and

latent within its organization —aspects that reinforce some of}

—E R WA, NARBAERE, XHERET

the arguments in this discussion. From an organizational point

the monumental ficus. Effectively, we knew that our project —

SE_ERE, BN R R T RSB DR, ER

needed to develop the morphology of the ficus as a spatial and

of view, I thought that the structure of this building, as evident

fr EptR— A, SERITIEERE D X bih, HLEE

||
StructuraIsystem. T [ [T

on its facades, was also a diagram for the spatial subdivision of

2T HIE MRS @RI BN Z BRE X F X R, T

its interior, effectively a bosk of columns branching up towards

X EET © AR SURM S F B B AT 7. YRR

The question was, "How do we design that tree?" Note that a

the building's top. By extension, | also noted the semantic l l

hexagon, when truncated, becomes a triangle. When extruded

TSRS 7 XEZRANE, AT LA EBRNESER L

it becomes a column, when expanded at the top it becomes a

relationship between the figuration of the facade and the trees

HABERPTE ROV L AR BRI ERIABLLN S HR

=. NADER TEHRANI

piloti, when rotated it can transfer loads, when straightened up a

in the foreground, whereby the building attempts to somehow

BREAEABHENER; EXRF LEENENIEMIENE

mirror its natural context through architecture. When | finally !

simple wall. A simple geometry can take on many architectonic

(decoratedshed)E’WE)ﬂo\ i EEEEEEEEEE

functions. Operating on a site in the round, the stacking of !

visited the building, | realised that it's interior is actually devoid

FOD. LECTUR
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LB, AT ANE T EE &5 AF (American University

programs required multiple orientations; for this reason, we

of the interpretations onto which | had projected. None of the l

of Beirut) (FRIFM - AFIETF IR (Issam Fares Institute)

organizational tropes of the facades are indicative of its interior

REARLE, REREH-EHEELAIFANEEZ AR

used the variable geometries to develop a structure that could
|

layout; It operates more as a decorated shed.} } } } } } }

be heavy at its base using its poché as the foundation, then |

SHIRHIELIS - MAIB7E (Zaha Hadid) 4B A MR IZRAIR

lightening the structure as it transfers from one organization to

Concurrently, we were shortlisted for the Issam Fares Institute

R, SEAMVAN WS F AR R ELNMBE 7 HEF X8

another in the middle of the building, and then branching open

competition at the American University of Beirut. The shortlist

ILRMBLERNZ 5252 E P, BT EFEFAR LB }

atthe top of the building atitstop.

was composed of a few emerging names, alongside Zaha } }

8, T —2BRNI8. AL, WINEBBERI =, KTR

FRFHBA, BX2A ML R B HAEFF IR

2B, MEANEXEZANTRT . RNANE, ANEH

vy

. J ""__ 1"!‘ -‘__=_ 1-"

25MMZH, AL A2 5REFHRENERREE T |

EENXR, MEREEXLEER 26, ERBLERT. S

_If viewed as a domino frame, the building organization allows

Hadid, whose reputation had already crested, and whose prior

—for deformations that absorb its variations as part of an organic

affiliation with the school, as alumna, had in our minds already

system. The system allows for the cantilever of the structure

secured the outcome. This allowed us to freely engage in the

T

VAT

MRMA L KIEHES ‘tiiﬂ %BAlXFLfﬁE’JfBﬁJZﬂ/‘E?t

fﬁﬁ? T, REMEERRWE—PBHINRFPE, (FEAE

|
|
to allow the Ficus roots on the west side to thrive, it allows for
|
|

diagonal and transfer spans in the auditorium section at the

=% . X R R FEMTEEBRMS, SN

base, and so too the lightening of the column grid at the top.

Mﬂﬁﬁﬁw 2, EAVERENBRETIEFE aﬁﬁﬁﬂ

Its floors become a structural diaphragm, not only acting as

RN, BEF 72 VTN B B BB E B L T

dead-loads, but acting in tension and compression as part of the

competition as an intellectual enterprise without the illusion

—IKEEMERIRIE, K%IEET’E?UEET“%% WIENRBIE T

of victory. For this reason, we wanted to use the opportunity to

TR, DU E KRBV G &0 FA A8, S2iT L, 18I E

NZ R A RN — =8 S E MRS, RIFRENTLEF .

dynamic triangulated system that builds the overall structure.

PMEMENDS =B EEN—E D, AFKNIHES. l

Thus, the building becomes a direct index of the way that the

complete Toyo Ito's project in a way that was latent, but never

XA, ﬁfkiﬁ?ﬁﬁﬁ?ﬁ%ﬂf’ﬁﬁﬁ A —EERS.

ﬂﬂ?ta S RAITZ ARSI RN ?IEER, R

structure is performing. Program, skin, and structure come into

yet adopted. We knew the image of this building before we }

NEEREEMZBIRET BRI IE. XERFANEGEE

started designing it. We knew that because it would be amongst

direct dialogue with each other. The grain of the building is not

HAEHEXE L, MBREER (ungle gym) FERIENILE

TR HE, BT =AM, REThIE, LM T

its surface, per se, but the entire three dimensional jungle-gym

these trees, it would not be in dialogue with the campus'

251, EFfEIEM =8, UREFER BB (autonomy) .

structure, the spaces it creates, and the anatomy it produces.
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If the dominant protocol for our operations bias a part to whole

BB A X R, BAtH FRATEME HAKFX |

MEEXRRENZEENG S, WIB IR H 89T

7 ER R ZIRE N R (Gwangju Biennale) £,

relationship between the constructive unit and the building's
|

figure, not all projects allow for that reciprocity; in those i |

FNREIIT T — 2R BB KRIEH, Hdd AT

instances, we have sought to radicalize an alternative approach.

For the Gwangju Biennale, we initially designed a light tensegrity

I, CHSMANZERSRIED, AANEE T £EHEN

EMSHAAS RS, | || ]
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BINREMBELTHLE, HANBATSEERRBEN

THEZ, XPHE T LNNIEN P L P EE T AR

ERMENOEIEEN, ZEREE: “RIFEHRIE

FIARRILURBED G, TRK WG Xt BERE ]
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SE-PEHRZA—TIE, FEFEABEARE

A ZEFA NN, BEATA B HIT R, BARL

FOD. LECTUR

M BB E, HIEM AL (configuration) 5i&7

(figuration) X4 2 (8] 1F R X IR, sF EER R 1T —Re

BENBBSERZANEEXR. | ||
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structure, whose organization allowed for minimal points of }

contact with the ground, where many infrastructural systems of
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Without an a priori tectonic system in mind, our challenge was

o BMAABMN HEF AR IZME, Figit T —

TEAER B ARN RS, HRTaRIERMN ‘=" WJﬁ

to develop a system of connecting parts for the proposed'cloud’ |

structure. Working with stainless steel door handles as round

MERTT %, T BH BN ENRIETR. THR=A

extruded struts, we developed a structural approach that }

AR, UWERERN\NERT, FISRANEARE. S |

would'fill' the proposed figure of the pavilion, triangulating

BN HEINREEF R TENZ A RMmIET

to gain maximum lateral strength, while minimizing density. ——

By, ERERMXEER—, AHHAE] T BRI RS

Acknowledging that columns, capitals and canopies react

the street, and subway system, were atplay.| | | | | |

With an early submission of our working drawings, it became

clear that the complexities associated with tolerances created

a project that would be unsurmountable in terms of both

schedule and cost. In reviewing our CD package, the client

remarked: "We love it! Do you mind if we just introduce

compressive elements instead of the tensile ones?" This meant

that we had one week within which to establish a new project,

a project that could thrive under maximum tolerances. We }

thought that if we were going to really have to redesign this,

BEHEMRIRT, WA T XD 7HPTRE A FRIR AR LA

.";-;‘J II.," ;w‘ :

let's think of it economically, strategically, and produce a divide

between the configurative and the figurative realm, such that }

the reciprocities we conventionally construct between part and

whole are overturned.| |

Thus, we identified the largest single figure the site could take,

——
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oA i pi -3 varied, effectively

to different forces, the densities of struts in different areas

=

swarming to

reliable structural

performance as

required. i

Forthe \

Gl

construction, all we

gave the builders

was the figure that

was produced by

the overall form of

the pavilion and the

requisite density of

structure in each

of its parts, with l

the construction

respecting the location of trees, while minimizing the structural
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each stick three times to ensure triangulation....... and then with

struts that meet the ground. 1
I

SNE, 8N ERDRIUR BN B E, R SRR

a note to shake the structure periodically to test its sturdiness.

BRI % WRIESAR=ATEN.. .. EE—%

“

Without precise coordinates for each strut, this new process

EEREI, BEMRDERE, LNRARBET. 28

allowed the structure to be constructed without technical i

PEEMHERSHNERT, XMFNEF T UESE

drawings as such. Part and whole were divided and reconnected

RARBENF A T HITEES BB S BELRD BRI, A5

through a process of improvisation, testing, and teasing out of

SOBE— PN, FENR, AEHEHEENIE, &

.
tolerances. T

meEmEEeR. | | || ||

On the one hand, I'm making an argument about figuration, and

on the other hand, an argument about configuration as its pre- }

\
—HE, REHT N ETEEMIC S, MR — A, E
—AETFHE, UEFEZEFERRE | LT
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BRWHNENRA, BERFLEE—MK

BmEIRmE. — M AT TFEL, B

F— A RIEO U T AcMm — DA

B UM AR E S IR T 48, 3

HEHDPEEBEWLOE,

T T requisite, and the reciprocity between the two.

The bowl and the nest seem to be two different

things but are in fact two sides of the same l

coin. One starts from the bottom up and asks

what can be built with a blade of grass? The

other begins with a platonic ideal, and erases

the grain of construction within it.




BRI A SUSPENDED GI 1N TERXMEEBELZATARIE, THRERZRIT—ME However contradictory it is to intuition, the idea was to develop
BN EEN, (FRTRNDSEIZE, MERFESEEM, a light-gauge compressive structure that operates between 1

FATI MR RIS, BARA—ENEEZE T B ACEN Much of our preoccupation with material research translates A LUERA—F SR E. X— R EZEEE 7 I tension and compression, and equally importantly, something
SERANBNPEBIETR=A EREANZRLLH= itself into larger and more complex buildings; our three schools ZREERANIME U E, TBWE, XFRENHRAN that can serve as a constructed ground. This is a principle that
FIZRER, AEHEPN—HoERE T =18 of architecture, in Atlanta, Melbourne and Toronto offered TEESFENNEET R, | O that translated directly into the Atlanta and Melbourne projects,
—EE/RES - AL (Alvaro Siza) AEHFHEBESEES opportunities to advance some of this thinking. Consider ' ris, . where the research on
RENER T TNEN; 18— 8K ZH - BEREANBREN \ the suspended concrete tarp of Alvaro Siza's Expo Pavilion in L | | [suspension becomes
W5 (Plazzo dei Congressi) A, KZRIEWHTER 2 MNAE Portugal; consider Louis Kahn's unbuilt Palazzo dei Congressi a transformative
PRI E R TR A= (8], BB BRI AR 2 10 1589 in Venice and how the bowstring truss becomes an inhabitable | pedagogical tool
IRETEENE, ] LUE—1EEE (Gaud)) WEEL R, space of the congress hall, with its raked figure as the base of the At the Georgia Tech
BRI ARSI RY /5 A B IE I ERATISR L, “E4RE5E auditorium. Consider also the catenary experiments by Gaudi L | Sehool of Architecture,
(Compressive Catenary) ” T B 1E F14§ LU 5012 000 i and how they become the mechanism by which to optimize i ;-L; e e | we used the gantry
RBFEEH, MG A BRI, tructure. For us, the "Compressive Catenary" project became a lr-‘ S—— | crane above to } }

_delicately suspend an

|
B | way to test out how we could take the structure of the catenary
|

L1

and produce an inhabitab!egpace out of it 0 :‘ ‘-;lih ::entire studio space i
T % E? ' | ~the'crib'--in order to
g ==t "  maintain the flexibility
L ‘ £ - = . —of the ground level. In
5 S ‘ T _the Melbourne School
T ‘%%%ﬁ—;% 5= d d p#e J” the %eq‘,gift T@M SL}WU%}{ U‘L‘H chitecture of Architecture, where
AT IR T ¥ Bk (Georgia Tech) R Z RS, FA1E there is no budgetary allocation for a dedicated studio space,
EFRE TR ENLEM (gantry crane) , I I mE 22 meter LVL beams span the atrium and form the structure
T—BANIEERE, ERFRERE, UMRFKEERA for a totemic suspended structure that served as the only l
] RENREM AR REAEZRFB (Melbourne School of dedicated series of studio spaces. The structure is massive and
; Architecture) |, H R BRBE T INIEET NG, & volumetric at its top, extending down the studio walls in a kind
o MBI 22K KV EIREFRR (VL) BE T BN FRETE, B of bas-relief, and eventually thinning out to plywood veneers
j 5 SRR IS S ropis Kahms ubuitt BT = PEBERNRESE, FANEN—RITHT at its base, where the surface of the cladding serves to create
. | ! T ZTd repmgrersT M yene #T71/Arch lof Temple Expiatori de EET 8o B TNENM AR B K, LURIFBE (bas-relief) B a coffered acoustic ceiling that hovers above the great hall.
g BNNEER TR ER B I /RE & (El Escorial) loysagrada Farmilia U TREEEM MEE, HRREAZE, RERTH T A The transformation of this tectonic system can be seen as an
= 7R, ©REZIFENTIE, WEENZR, L SN o TR ED, WA MRE IS 7 A SRR & KEM inversion of the classical system, whereby weight is traditionally
T TARTI E KT -EN TR A K, BRHNFAEL L4 18, BETERTH LA XMBHARZNEW R UEIEEX given to rustication at the ground, with ascending thinness i i
TiF 2 IEET BRI, FNEMHE NS BRPRE M HEAFWEE TEA LR, EEMNZERINHEAE attributed to the walls of the piano nobile and the upper floors.
H&, BEMNEATEZMER It R ETR EI/REER (rustication) £, MkEEEE R (piano nobile) M EEH ~ The structural grain of the MSD members operated as both \ \
RumBIBR B4 1, X BV IR R T E O, R TA 7, E?ﬂ%%ﬂﬁ%%%@?o} } } } } } } } } } } } —figural and surficial. The volumes of the roof structure are robust
(keystone) BIBHEIEK 2 7 B MR KE, HHREN ! FBIRAIGITF T (MSD) MG EMSIRER TER 5XA | _and spatial on the one hand, and yet their transformation to a }
TREMZHEADHEIRIRNA S o i i i i i i EEEE BEEEEER APEELL.—FH, BEMEHNEERLEME mMER | state of delicate thinness is part of an integrated figural strategy;
NRGHAFNAREZ HINE B HINA, AT F I The idea we had was born out of a fascination with the flat arch —MBEARENREREL, B2 —MEENISTRERN | this could be called its morphological grain. At the same time, l
VTSR, REATUBT SIS BB DI EIRE F , DURFHE TR that lies underneath the monastery of £l Escorial, the result — D — XN O] U ER TS T8, B, K7ERM the wood veneer surfaces of the coffering system in the reflected
AR, RIEZERIET AL O K, fEEHTR } of compressed dimensions, the necessity to span, as well as BERARAFNARLEFRASERT BENITEZTNY ceiling plan are wrapped down the vertical surfaces of the } } }
AR R, EROER T —RRE, (FAEX the need for a flat floor above the vault. Indeed, the history of MERE TR, BIEIE E T —FEE &R E R — N suspended studio, effectively producing a grain that is also skin
IR =N R B2 EmME, ‘ i architecture has produced many extraordinary vaults, and yet - BB AN XA AHSIRTF R B XTI deep. The two grains are brought into dialogue with each other,
they are also all characterized by a corresponding ground, but - Sy - ‘\‘ ; b
i ‘ Lrarely does one impact, or determine, the other.i =;T:"t*:-"" -
ZfThe radical constraints of El Escorial produce an o 4
, alibi for this subtle invention, extending the logic a \ L [ |
- of the keystone along the length of the entire vault, .._}K e " —r
=~ if only to defer to the structural forces laterally to = 1 1T
their ultimate destination at their edges. } } } } } } } } - T
| If an arch is marked by a keystone at the top, for our hanging - . \ 10
% vault, we needed to invert the keystone by making = T
N4 finterlocking puzzle pieces to insure that the } } } I
\ \ compressive blocks could act in tension. In turn, as N \ 1'-,5 1
™ - the keystone elements are displaced to the side, the - '\\ LA \ L Ll
! central point is overtaken but an oculus, serving as a l B AR RS E B A R 28/ Thd tofenlic buspeded structu eatthe
4 reveal between the three vectors that define the vault. elboyrng Sthool of Architetture
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If the grain of concrete escaped us in Toronto, it was
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reintroduced as a challenge in Ramatuelle, where we designed
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a single-family house overlooking the Mediterranean. What |
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was initially a courtyard building is slipped in section to enable

ZRFENS aniels Building,

Architecture, anFscapa Ef‘ld Design, University|ot Torpnto
T T

&L B /RETAR (Daniels Building) /7, 2A/mE

LS IRt IHERN ), B Z KM B/RAT B

RERMAVEIRIT R TEREH SRR ERHE

MENZHEEN, XMEBEA LGS, 2l TRXE

BIBS 2o SEPR £, UNEAD Bt is XER RSN

B R T o WK, B BEX D EINFTEE B MR P

DD, B2 R2EM. BIAFIRS KM ENE S /B

EREBZNAET RNVEE HINAEMNLFNME i

it T A, MR T R OMTRA M RET T ZAM £

BT, fE TR B4 T XS5, IMETEEMN, BB

Ma_ s VBTN BTLAN AT L b

For The Daniels Building in Toronto, while the idea of
suspension was not a motivating force, the integrative mandates
-and lessons-- of the Atlanta and Melbourne projects became
instrumental in the transformation of the design. When the
concrete shell roof structure was challenged, the project was

irtually brought to its knees in a moment of truth, as it were,
effectively on the verge of compromising the building's most l
salient feature. The question, for us, was whether this roof was
a materially driven idea, or rather just about the integration
of structural, illumination, environmental and hydrological
performance; as the latter became to dominate our thinking, we

views for both the upper and the lower wings of the house. The

slipped sections of the house are -

held together by two staircases on

each corner of the house, while a

central court, occupied by a pool

serves as a focal point. Composed of
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three concrete slabs —-a lower floor, a main floor and a roof—the
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house is conceived as an extension of the landscape; indeed, the
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landscape flows right under the southern facade of the structure
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into the central court, seamlessly navigating through the living
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are of the house and up the hill towards an upper terrace. i i
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Indeed, the south fagade is not so much a fagade as it is a beam,

cantilevered delicately by the pool retaining

wall that intercepts it in a perpendicular ——

fashion. Here, the structural grain of concrete

")

e servesasasignificantprotagonistforthei \

house, enabling long spans, though apparently monolithic and

|
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integral to its typological figure. Without this structural grain,
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this concrete building that would notstand.l l l l l l
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At a material level, we were also curious how concrete, as
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a material, produces a "tectonic grain"? In our research, we
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realized that, in fact, the question about tectonic grain can be
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5 e 5 ale mpck-up injouf own studio|proving our|design is|bujldable.
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b EHETHRE Lo Ak, MIVEES 2 redesigned the structure more economically in steel,

= o FTERET —EERRE, T\TXF’EMJ@JF P while keeping its essential figure and performance }
P = RERS, BELEER TP RS, / intact. Even then, the construction team rejected the
=4 *ﬁ'ﬁﬁiﬁﬁﬂ?EﬂL}(WﬁﬁEE%ﬂ#Eﬁ%# /_._4-?/""-- proposal, claiming it unbuildable, putting it once

with light gauge struts, gypsum board sheets with radiant 1
_panels, and a coating of paint. Thus, the paint shows no grain, |
was such, the most characteristic feature of the building resides in

jthe morphological grain of the roof itself
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—posed in two different ways, so we

. investigated both modalities. First, we

' realized that all formwork produces its

own grain, depending on its materiality

(aluminium, wood, bamboo), and thus

RATRMES B BRI

again on the chopping block. For this reason, we

BRERBREAMBER B AN TFH) FE8S

the surface grain serves as an index }

of the formwork itself. Second, we realized that concrete itself

built a full scale mock-up in our own studio, proving
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to them not only that a ruled surface was completely
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is the result of a combination of elements, including cement,

aggregates, admixtures, water, among other materials; for this

buildable, but that it can also be embedded with

KINEE RS o Fli, FRATSLFr BT B s o b sk ee

reason, one can effectively alter its recipe to consider alternative
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aradiant slab that can serve as its environmental

grains that are embedded within its core, not only its surface.

system. Composed of a layered system of parts, the
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Thus, both modalities involve a level of artifice, with certain \

‘steet I-beams with corrugated steel deck, covered
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ariables that can be manipulated to create a concrete wall that
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is at once dematerialized asreconceptualised.} 1 1 1 1 1

ST, BRETERG ER—EBERERLIHNERT, BRtH—M

By way of case studies, we researched the main entry area to

~serve as a-catalyst for the design of

~digital formwork, which can serve

—toinsinuate a rusticated rubble -

" wall, while in fact being monolithic

—concrete. At the same time, we } ‘

researched how the density and size

- of aggregate within the concrete can

ERERYEAIEEAN R AR EIBR T ER TP ER

serve to transform from a smooth finished surface on the interior
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of the building to a veritable stone wall serving to retain earth
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in‘the landscape in the garden areas. These two ideas about |

STERTEEREMNA, BRBRLNXMIMEEEETE

concrete have totally different implications about what is meant

TREBYE Xo

by the tectonic grain.
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' versa: that, somehow,

“the truth of the building

Lis imprinted in this ||

| narrative, composed of

-a blend of fiction and

lactuality. | | | |

And just when you think you've understood it, it throws you

= another curve ball. As the motif of the triglyph turns the corner,

the very narrative that upholds the truth of the fiction collapses.

We know perfectly well that the beams behind these triglyphs

cannot be spanning in both directions at once. Thisis the i |

magic of the tectonic grain, where both the actual and fictional

structure come into a dialogue in that we call "architecture".
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Xiaohui Song RERE
Third year graphic design student F@igit B K=%4%

What's the biggest challenge of being a designer today?
The need to understand all facets of design. For example graphic design may need to need to understand product design and interior design as
part of their work.
Will A.L. (Artificial Intelligence) replace the work of designers in the future?
No, the emotion and the innovation in design cannot be replaced by a machine.
fRAASEMEZITTIERABNERTA?
FETHREFENGT LNRMNFENEEEZI @G ENIRITEEIAS.
fRIAARRATEiesMAITHIRE TIEG?
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Haiyang Chen B&iS¥
Third year graphic design student F@igit T K=F4%

T

What's the biggest challenge of being a designer today?
Thinking creatively and having my own ideas and opinions.
Will A.L. (Artificial Intelligence) replace the work of designers in the future?
| don't think so; humans cannot be replaced by machines in the future.
fRIAASKAER T TERAERETA?
BLELNS S, BEHIHIEMN B,
RINARRA LB SRR IHIMA T1ES?
BIANNT 5, ALRRRR A EEFTE .

ecl



INTERVIEW

sailing towards the unknown

B mEKRMK

¥if interviewed by ¥ &

&)iF Translated byJacqueline Yam

Zhai Mo looks tanned and speaks with a Shandong accent. When we
met him at his studio in Beijing, he had just finished a voyage. The man
spends almost half of the year at sea. Looking back at his experience
over the last decade, it's a real action blockbuster: he has faced armed
U.S. soldiers, was trapped overnight on a desert island "prison" and
besieged by heavily armed Somali pirates. He has also stumbled
upon indigenous communities in the South Pacific that have to date
been concealed from modern society. Most people will never have
such incredible experiences and surprisingly, Zhai never knew about
marine expedition until his ocean ventures. Zhai, who couldn't swim,
bought a boat by chance over ten years ago and has since sailed this
boat to the far reaches of the ocean. This incident explains Zhai Mo's
character well: a true adventurer pushes by momentum, who has the
courage to face the unknown, not based on others' experience.
Zhai was not born a "tough guy". Growing up he had health issues
and suffered from asthma. His brothers are all tall and strong while
he's the youngest "needing care". He resented all this extra attention,
secretly took cold showers all year round and ran along the railway
tracks to train his body everyday. In other words, Zhai Mo had set his
mind to fight against this inherent weakness since his early childhood.
During this time, painting became an outlet for him since he was not
allowed to physically exert himself or play with others. His early efforts
of painting practice and training paid off and he eventually became a
painter. Whether it was training from a young age or learning to sail,
Zhai Mo is always looking to improve himself.
In his studio hangs a map of the world. Zhai says "we always enlarge
the land artificially but overlook the ocean that occupies about 70%
of the world." He can talk about his knowledge gained through sailing
incessantly, including "the lack of tides at the equator" or that "places
along the 45th degree Northern Latitude develop the richest culture
with four distinct seasons". On one hand, it's the adventurous nature
of the navigation itself; on the other, he becomes more and more
captivated by the different cultures and peoples his sailing adventures
have shown him.
Advantures undoubtedly demonstrate a primitive experience era. Like
the Europeansexploring the New World with no prior knowledge of the
seas and no any guidance from previous explorers, Zhai's experiences
were hands-on, not by the books. Although he is already brimming
with experiences and all kinds of information from his explorations,
Zhai still shows boundless curiosity about that unknown 70% of the
earth.
Q: Your experience in New Zealand in the 2000s
sparkes your interest in sailing so much that you
decided to buy a boat to sail. Are you always a
quickly decision-maker? In your opinion, what will
you do if you didn't choose sailing?
Zhai Mo: | yearn for freedom and initially wanted to be a backpacker.
However passport and visa restrictions made it difficult for me to
achieve this. | found out accidently that through sailing | could obtain
visas on arrival. | decided that | would use sailing as means to travel

everywhere. | see the boat as a means of transport, which takes me

further and gives me greater freedom than travelling on land. If |
didn't go to New Zealand that year, perhaps | would continue what
I was doing, being a painter or a director. | grew up at the foot of Tai
Mountain and the change from land to sea is a big turning point. But
life is interesting because of the variables, just like the weather at sea.
Q: You had no contact with sailing before your
first expedition learned as you sailed. This means
you had "zero experience" and when faced with
unexpected situations. Could you share the
mostmemorable experience that you "learned from
failure"?
Zhai: On my first sailing expedition, after buying the boat in New
Zealand in 2000, | drifted alone at sea for 28 days. Back then, I did not
have an electronic chart. I used the most primitive GPS made markings
on paper charts with a ruler, compass and pencil. | then encountered
a level 10 typhoon which lasted three to four days. The sea was dark
grey and | really regret my actions. | decided, if | survived and landed
on an island, | would open a Chinese restaurant there locally. | truly
felt the struggle between life and death. The storm seemed to have
"opened my third Eye" and showed me my inner strength. | mastered
all things related to navigation, including how to steer a boat in bad
weather and how to control the anchor.
Q: How do you usually start sailing? What
preparation is needed?
Zhai: Before every departure, | first design a route, monitor the ocean
current and collate information of the coming decade on weather
conditions and the culture and customs of the countries that | may
encounter. The weather forecast is generally accurate for the first
three days with variables in the weekly weather pattern that requires
me to master the law of nature. For example, there are no typhoons
in the North Pacific during the winter months as May to December
is the typhoon season, so winter sailing is safe there. In addition,
regional culture is also extremely important. The conflict between
people is often a contradiction between religious beliefs. The most
fundamental reflection of religion is in the diet and living habits. In
sailing, it's necessary to obtain extensive knowledge of astronomy
and geography as otherwise it will be dangerous. | learnt them by
memorizing books during my teenage years but these can be easily
picked up when sailing.
Q: Is this "practice makes experience"?
Zhai: It has been said that fishermen are half meteorologists who can
predict the weather through the change of clouds. Only by sailing at
sea, can one feel the shift in tide from south to north, including the
astrological changes. In the past, people navigated using the location
and height of the stars, known as "navigating by the stars". The sextant
in the compass also originates from this technique. These ancient
explorations were based on practical experience. Sailing also made
me acquirelots of skills, including being a carpenter and a mechanic.
| repaired the damaged sails, as well as the machinery and electricity
myself. Anything inconspicuous may damage the boat and may even

have deathly consequences. | have learnt a lot of life skills on board.
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Pacific Ocean 2009.09.23, 23"x20", Oil Painting, Zhai Mo
A3 2009.09.23,23"x20", ihiE, B =

Q: How do you usually summarize your sailing
experience? Do you record some of the experience
in a notebook, or dependent on the memory and
habits more?
Zhai: | log every day, normally in the morning, afternoon, and evening,
which records the location, time and navigation problems. This is the
basic requirement of the voyage and each boat will have a log. Other
large ships will record hourly. The logbook is recorded as soon as the
crews change shifts every two hours. Logbooks help to document the
accumulation of experience.
Q: It seems that sometimes you will also record
the maritime process in the painting. How is this
different from your painting in the studio? How does
objective environment affect your creations?
Zhai: Painting in the studio is a mere "creation", but painting at sea is
a record. | must document real time, of my mentality at sea. Because
after the moment has passed, the sentiment s lost as well. Sailing also
affects my painting. | now add more ocean elements into my work.
Whether painting portraits or still life, | incorporate the variations
found at sea.
Q: Sailing study relies more on practical experience.
At the same time, you are involved in the identity
of the sailing "educator", have you ever considered
developing professional teaching by recruiting
apprentices or in any other ways?
Zhai: | intend to set up six sailing schools across China. Currently |
already have onein Sanya. The main training is about navigating large
sailing boats, as yachts can be divided into power yachts and sailing
yachts with the latter known as sailboat. Most Chinese people only
know the small sailboats in the Olympic Games, but the larger boats
are also used in games such as the Copa America. These international
events currently lack Chinese participation. In addition to making it
professional, | also want sailing to be popular amongst the public. |
believe after finishing my voyage around the world, | have influenced
people to a certain degree. A family of three in Shandong saw my
program on CCTV, and subsequently sold their house and began to
sail. That is influence. | see competitions as a way to promote sailing
to the general public. Through competitions, | hope more people will
understand sailing.
Q: What's the concept of this competition?
Zhai: The idea of the competition is to cross the Pacific Ocean, from
China to Los Angeles without stop halfway. In the past, westerners
did not participate in this Chinese tournament because officially we
could not host events of high challenge due to liability concerns.
Until last year, the State Council released an official statement to "just
record the competition, but no need for approval". We set the level of
difficulty ourselves. It's rather challenging to complete more than 8
thousand nautical miles over 20 days with mostly 8-10 knots of wind
in the coldest winter season. Similarly, Everest still attracts people all
over the world to climb the peak even if it's in China. We'll be the first

to start this tournament in the Pacific. People are enthusiastic about

sports and | hope will be attracted by the event, which will further
promote interests in sailing.
Q: Do you have an "end point" for navigation?

Zhai:Ihave a story. An 80-year-old American sailed to the Pacific Ocean,
but when he was found off the shores of Japan, he had already died
on board. | wanted to buy that ship at the time but it was transported
back to the United States by his son. The age for people to sail is
basically 5-80 years old. Children aged 5 can take the OP sailing in the
Olympics. Unlike the national age requirement for driving, sailing has
no age restrictions and depends on one's physical conditions. Just like
the old American, as the ultimate goal, | hope to continue sailing when

I'am in my seventies or eighties. ™
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The lantern has always had a literary and mythological meaning
of great importance for the history of Asia - it is the element that
guides in the dark, pointing the right way, and that marks the
beginning and the end of the journey.

It was actually the concept of the lantern to inspire Neri&Hu for the
project of the conversion of a five-storeys building site in Seoul,
into the flagship store of Sulwhasoo, the leading Korean cosmetics
brand.

The building had been built in 2003 on the project of the Korean
architect Iroje. In order to celebrate the roots of the brand, Neri&Hu
developed a design aimed to emphasize the references to Asian
culture and traditions, as a path for the customers to discover the
richness of Asian wisdom behind the philosophy of Sulwhasoo.
The idea has been developed around the three pillars defined at
the beginning of the project - identity, journey and memory.
Neri&Hu wanted to create a space that could stimulate all the five
senses, in order to capture the customers' attention since their first
step into the building and create an experience that continues all
the way into the store, remaining impressed in the mind long after
the visit.

That's how the architects arrived to the concept of the lantern,
symbolically recalled by a brass structure that covers the entire
store, creating cohesion in the space and guiding the customers in
their journey of exploration.

From the same concept, Viabizzuno, top-end Italian lighting
company, developed the design of the collection "Sul Sole Va", a
new family of luminaires born to respond to precise aesthetic and
functional needs. Symbols of materiality and light, suspended in
the space as modern and sophisticated lanterns, they are able to
adapt to all the suggestions offered by this modular architecture.
The visitors experience the structure of the lantern through a series
of voids and openings that embrace each space of the building
and accompany into the different display areas. In an environment
dominated by wood, volumes of mirrors reflect and amplify the
brass structure, which appears to be without a beginning and an
end.

Sulwhasoo products are displayed, as they were precious jewels,
on solid wooden counters with stone panel on top.

The primary function of the structure-lantern is actually not only
to guide the customer through the space of the building, but also
it serves as a light source, where the custom made luminaires "Sul
Sole Va" are suspended to preciously enlighten the sulwhasoo
cosmetics.

This new system of suspended light fitting for interior IP20,
designed by Neri&Hu and engineered and manufactured by
Viabizzuno, is composed of a luminaire and a leather suspension
element.

Three types of luminaires are available: "sul" is made of an extra-
clear glass ball of 175 mm diameter and a metal disk, "sole" has
an extra-clear glass bulb of 210 mm diameter, "va" is a metal bell
diameter of 60 mm.

All these light fittings feature a refined satin brass finishing,
precious materials and warm colours. The lighting body is wired
with LED 3000K 2,5W 24Vdc and fitted with lenses in crystal for
maximum luminous efficiency.

In their path throughout the five floors of the building, the guests
are immersed, time after time, in different atmospheres. In the

basement, the spa, with its dark brick walls, the treatment rooms
with grey stone and warm wooden floors, provide a feeling of
security and intimacy. Going up the building, the colours become
more and more clear and open, inviting to interact with the spaces,
till up to the roof terrace, where the view of the city is framed by the
top offshoots of the brass structure.

All along the way, we move, from contradiction to contradiction,
between opposite elements: open and closed, light and dark,
impressive and delicate. The holistic approach of the concept of the
lantern is spread over each floor - the volumes, the lighting, and
the displays - and it succeeds in intriguing the visitors and guiding
them in an exciting and enjoyable exploration of the space and the
merchandise.

The Sul Sole Va collection has won the 2016 A&D trophy award,

certificate of excellence, best lighting.
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Celebrating continuity celebrating change

The first VOLA taps were designed in 1968 by Arne Jacobsen for the
National Bank of Denmark. During the recent years VOLA has introduced
several new products that have received international design awards.
VOLA is manufactured in Denmark according fo the strictest
environmental requirements.

VOLA Showroom

1f, No. 511

Jiangning Road,

Jingan District, Shanghai, 200041
Tel.: +86 183 0190 6509
sales@vola.cn

www.vola.com




