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From the moment one becomes con-
scious of space, one becomes con-
scious of self. It is instinctual to mea-
sure the world in respect to the body 
but from the point where one begins 
to consciously study the world archi-
tecturally or philosophically, our senses 
become honed to the relationship be-
tween the greater world at or above 
the scale of the individual, a relation-
ship which Gaston Bachelard describes 
as ‘Intimate Immensity.’ (1994) The 
world/environment we inhabit directly 
�ơ����� ��Ǥ� ����� �� ����� ��� ��� ����������
which sustains us. Bachelard discusses 
the nest as something we are adhered 
to which is free from human quality 
yet something which plays a role in our 
identity and we in turn become part of 
the identity of our environment. When 
������������������������������������
Parliament and the importance of dem-
ocratic institutions in 1944, Winston 
Churchill suggested that, ‘we shape or 
buildings and afterward our buildings 
shape us.’ There are few things that we 
personally associate as necessary in a 
desirable space. These include oppor-
tunities for shelter, security, comfort 
and growth but we must consider that 
as individuals we truly give meaning to 
things through a common understand-
ing of actions, language and a symbolic 
language etc. I believe this ‘symbolic 
interactionism’ (Mead, 1934) can give 
���� ������ ��� ��� ���� ��� ������� ���� ����
needs of the individual in architecture.

I see this dissertation as a slice of a lon-
ger progressive study, a snapshot of my 
personal thought process with regard 
to the relationship between architec-
ture and a greater context and architec-
ture and the individual. The dissertation 
is divided into two main parts but I hope 
that the progression from one to the 

other is clear. The dissertation begins 
with thoughts on how larger factors can 
��ƪ����������������������������������
this can manifest itself in architecture, 
������������� ��� �������� ����� ����� ��� ���
and focusing on an inner tailored en-
vironment. I have then discussed how 
people may react to unsatisfactory con-
ditions by altering their immediate envi-
ronment or forcing a change on a larger 
�����Ǥ� ����� ���� ��������� ��� ��� ������
about how successful ideas/changes are 
usually prompted by the action of the 
individual, for example with the events 
of Mai ‘68. While the revolution is 
���������������������������ǡ������ơ�����
of the uprising reverberated around the 
world. It was a protest driven by the ac-
tions of the singular people who fought/
������������������������������������Ǥ�

The achievements of the collective are 
�������� �� �������� ��� ����������� �ơ���Ǥ�
For this reason I have begun to consider 
the public realm in the second part of my 
study as something to be inhabited by 
the individual (en masse) rather than a 
clouded image of the collective. A study 
of the notion of body and self is neces-
sary to understand this while I have also 
considered the sociological discourse 
which is raging at present regarding 
providing a built environment suitable 
for inhabitation of the crowd and the 
individual. When considering the notion 
of self etc on a philosophical/sociologi-
cal level, it is important to remember 
that this dissertation is driven by a great 
������� ��� ����Ƥ�� ��� ���� ����� ����
understanding of design and for this 
reason each section throughout is com-
pleted with a main case study which 
anchors my research strongly to archi-
tecture. My choice of case study in each 
case is one which is personal but I feel 
suitable as references for my argument. 
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‘The well being I feel, seated in front of 
���Ƥ��ǡ����������������������������Ǧ��Ǧ
�����ǡ�������������������Ǥǯ�ȋ��������ǡ�͕ ͕͗͝Ȍ

To turn inward is an instinct, an expres-
sion derived from an awareness of self. 
While we can try to trace any architec-
tural style or detail through an age as a 
sort of benign timeline, it has become 
�������� ��� ��� ����� ��� ����� ��� ������
������ ��� ��� ���������� ��� ��� �����ǡ� ���
draw, to sing. It is understood that we 
all turn inward for many reasons; some 
������������������������������������������
intimacy of the nest to escape loneli-
����Ǥ������������������������������������
can be derived from a need for defence, 
������������������������Ƥ��������������
but overall it is a general sense that we 
���� �������ǡ� �� ������� ��� ����� ��� ���ǯ��
own terms, to shape the circumstances 
of one’s world, however local your focus 
may be. As a race we have a primitive de-
sire for shelter and comfort. Our desires 
largely begin with the idea of home and 
self. It has become clear that comfort is 
largely derived from the familiar. In ‘Ec-
centric Spaces,’ (2000) when discuss-
���� ���� ���������� ��� ��������� ������ǡ�
������� ��������� ��������� ��� ����
the excitement of his various adven-
��������������������������Ƥ����������������
����� �������������� ��� ���� ����������
of each story and the variety of spatial 
������������������ơ�������������������-
�����������������������������������������
of the familial, his domestic surround-
����Ǥ�Ǯ���������������������������������ǡ�
����� ��� ����� ����� �������� ���������-
���� ��� ��� ������ ���Ǥǯ� ȋ��������ǡ� ͖͔͔͔Ȍ

Increasingly, architects are becoming 
aware of the tendency of the profession 
to abandon the interior to the interior 
architect I feel this is an issue worthy 
of much discussion but what I am per-
������������������������������������Ƥ����
spatial understanding and psychologi-
cal nature of architecture that turns in-
ward itself. I wish to develop a deeper 
understanding this architectural type/
gesture which is hugely driven by a ter-
tiary factor, a space shaped as a direct 
reaction to a social, physical spiritual or 
environmental force. This is not a dis-
cussion on the philosophy of the dwell-
ing. There are also deeper questions to 
be discussed in relation to form where 
the idea of form following function be-
comes less important and new ways of 
�����������������������Ǥ�����������������
a number of building types/architec-
tural examples which I feel contribute 
��� ����� ����������� ���� ���� ������������
questions. Any order is derived from 
a timeline and not the development 
of a ‘type’ as I have discussed above.

������������	����������������������������
passionate discourse of his belief in the 
����� ��� ������ ����� ��� ��� ����������Ǥ� ���
focused his study on improving the con-
������� ��� ���� ������ ���� Ƥ������� �����
dilemmas regarding poverty, disease 
etc from which his most notable project 
type, the geodesic dome was created. 
���� ���������� ������ ����������� ����� ��-
signed for many purposes by especially 
to envelop vast areas to create single 
communal environments. The domes 
were envisioned as covering huge por-
tions of cities and small examples were 
built including the famous dome in 

One. Turning Inwards.
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Montreal. The focus on creating these 
common inner spaces is interesting as 
while the shell provides both a physical 
����������������������Ƥ��������������
����ǡ� ���� ����� ������ ��������� ���������
that the idea of community. This is dis-
cussed further later in the dissertation. 
�������� ����� ��� �������� ����� ������ ��� ��
�����������������������������������������
������ ��������� ����� ���� �����������
��������� ����� ���������������� ������ ���
������������������������������Ǥ�ȋ͖͔͔͖Ȍ

Even as an overtly formalist architect, 
the building is still strongly shaped 
around the function within. The build-
���� ��� ���� ������ ��� ������� �������� ���
���������������������������������������
what is most fascinating in the project 
��� ���� ����� ����� ������ ������ ��������
���� ����� ������� ���� ������ ������� ����-
���Ǥ���������������������������������ǡ�
The assembly line runs through the ad-
������������������������������������Ǥ������
Ƥ��������������������������������������
��������������������������������������-
er in contact with the product or essence 
of the company but if the assembly line 
slows or stops, everyone is immediately 
aware of a change in productivity or an 
emergency etc. It is a beautifully simple 
example of the ‘symbolic interaction-
ism’ that I discussed above. There is an 
inner focus in the building. People don’t 
����� ��� �����������Ǣ� ����� ����� ��� ����
cars as a means of understanding how 
successfully their company is progress-
ing. The building is imposing in form but 
simple in essence. The formal desires 
of the architect seem to spring from 
rather than inhibit the function and 
place of the individual with the building. 

Fig 2 & 3

Chapter Face Image. Aerial 
View of The White U, Toyo Ito. 
showing its distinctive U shape 
and lack of openings to the 
outside. 

Fig 2 Providing all one needs in 
an inner environment. Reyner 
Banham, Environment Bubble, 
1969.

Fig 3 BMW Central Plant in 
Leipzig (2002) All departments 
are linked by common visual 
��������������������������Ƥ�-
Ƥ�����������������������������
departments.
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‘It is a poetic room, in a sense completely 
excluded from the exterior, fully iso-
lated from the world outside.’ ȋ�����͕͝͝͝Ȍ

From the moment I began planning this 
section of the dissertation, Toyo Ito’s 
Ǯ������ �ǯ� ������ ���� ��������� ���� Ƥ�-
urehead of all I sought to discuss. The 
very nature of the building stands out 
as a pure example of quality of spatial 
understanding and intense personal in-
vestment, a locus towards which I am 
constantly heading. This project embod-
ies a pureness of internal space that as 
an architect I hold in high esteem while 
the rare situation that ignited the design 
process allows us to discuss the nature 
of architecture and the dwelling and the 
emotional/familial role of the designer.

��������������������������������Ǧ����-
ing project, a conception of grief and a 
desire to be close to the earth. Mrs Goto, 
���ǯ�� ����������� �����������������������
her husband lost an eighteen month 
struggle with cancer and passed away. 
�����������������������������������������
of land which became available near the 
���������ƪ��������������������������������
her husband and two young daughters. 
She desired to escape the high –rise and 
live close to the earth in her own house, 
a space in which she and her daughters 
could mourn and begin their new life. Ito 
was a young Architect at the time and 
this was to be his second commission. 
����
���ǯ�� ����������� ��� ����������-
gist meant she was very sympathetic 
�����������������������������������������

she desired in her new house inspired 
��������������������
�����������������Ǥ
 
Ito’s U-Shaped design was simple and 
clear. The every-day functional areas 
were in the straight sides while the 
curved space was left empty. This is 
the space which was most frequently 
photographed. The cast concrete ex-
ternal envelope was un-penetrated by 
any openings. All light came from 5 roof 
lights and the central courtyard. The 
������� ��� ���� ����� ����� �����ǡ� ������
���������Ǥ������������Ǥ�����������������
the term ‘light’ embodies Japanese 
architecture as it also suggests an ab-
sence of weight, a theme common in 
�������������
������������Ǥ����������
beam of light penetrates the curved 
white space within and its width varies 
throughout the day. I would suggest 
that this is an incredibly potent sym-
bol considering the introverted nature 
of the dwelling as the connection to 
the outside is a connection to the sun, 
something much larger than the city 
they are tuning out of their lives. In 
an interview before the family left the 
house forever, Mrs Goto was clear in ex-
plaining how she was determined that 
at a time when her children could so 
������������������������������ǡ��������
light would continue to shine on them.

���� ������� ������ ����� ��� ���� ������� ���
the house is intended to be free from 
metaphor but does connect the griev-
ing mother and daughters to the earth. 
Ito is responsive to aesthetics and the 
���������Ǥ� ��� ������ ������ �������� ���
the nature of the dwelling. This building 
�������Ƥ����������������������������������

White U (1975-76)
Creating an Inner Sanctum.
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������������������Ǯ�������Ƥ���ǡǯ�������-
od which is repeated and developed in 
further projects in his career. Traversing 
������������Ƥ���������������������������Ǥ�
One cannot see if anyone is at another 
point in the curved white space but one 
may sense another presence. The play 
of shadows is paramount. The symme-
try of the building is greatly softened 
by this curve. The danger of introverted 
architecture is to create what resem-
������� ������������������� ��������� �����
Ito presents the curved facade to the 
����ǡ�������������������Ƥ��������������Ǥ�
I now see that a curved envelope is far 
more dynamic than what could have ap-
peared to be a barrier. The intention is 
not to stop or disturb space but to re-
direct it, allow the activity of the city to 
slip by. It is a beautifully delicate compo-
sition in a dense urban neighbourhood.
 
After twenty years the family decided 
to move out of the house. When inter-
viewed it became clear that the building 
had done its job. It had enveloped and 
cradled the young family and the girls 
had now grown up. The decision to de-
molish the house in spring 1998 was a 
crucial episode in the life of the building 
and the career of Ito. To see his creation 
age over time and become wrapped in 
ivy as the family also grew within the 
house and then to see it demolished is 
�������������������Ǥ��������������������-
mained, the house that was built with 
���� �����Ƥ�� ����� ��� ���������� ��� ����-
ronment to grieve grow would have 
become a relic to a private, outdated 
time. If the home represents the family, 
the house was no longer representa-
tive of the new mature relationship the 

Fig 4 Ito watches as the Goto 
Children play with shadows in 
����������Ǯ�������Ƥ���ǯ��������
the house. Light etering the 
space was carefully designed 
by Ito.

Fig4
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mother and daughters had developed. 
White U is a project which has earned 
������ �ơ������� ����� ������ ���� �����
heard its story. As a building that no 
longer exists, it has been attached with 
�����������������Ƥ�����������������������
of the project itself. It is fascinating to 
study the building as a project as one is 
�������������ǡ��������������������������-
chitect and how much should one allow 
oneself to become emotionally invest-
ed in the process of the design and the 
lives of clients? This was a special case 
but it cannot be denied that the sensi-
tivity with which he approached the de-
sign contributed enormously to the suc-
cess of the building. The manipulation 
of material and light has given the build-
ing a spiritual sheen which becomes all 
the more potent as the building no lon-
����������Ǥ� �������������� ��������Ƥ������
that a building designed to envelope a 
secret and personal world remains com-
pletely inaccessible in its extinction. 
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Fig 5 & 6

Fig5 Light piercing the curved 
living space in the house. 
This beam of light changed 
throughout the day. Within 
the inwardlooking house it 
symbolised a link to something 
greater. 

Fig 6The Plan of the White U 
describing the relationship of 
the spaces to the courtyard 
and shows the lack of open-
ings to the outside. 
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The natural reaction to an unsatisfac-
tory condition is to turn ones focus in-
����������������������������������Ǥ���Ƥ���
it very interesting therefore when the 
desire to alter that condition appears 
��� ���� ��������� ��������Ǥ� ���� �ơ�����
of that instinct are driven by a strong 
sense of self whether the result is need-
ed or desired and it is fascinating to see 
���� �ơ����� ��� ���� �������� ��� ���� ����-
vidual. The power of the individual to 
cause radical change is what fascinates 
me here. In ‘Tribes’, (2008) Seth Godin 
describes the current state of business 
��������� ��� Ǯ������������Ǥǯ� ȋ
����ǡ�
͖͔͔͜Ȍ� ��� ��������� ����� ���� ������ ���
�����������������������������������������
us as we progress through the educa-
tion system and calls for us to lead rath-
��� ����� ������Ǥ� ��� ��������� ����� �����
��� ������� ���������� ������ ���� �������
���� ������� ����ǡ� Ǯ��������� ����� ����� ���
what they’ve been taught to be; sheep. 
Well-educated sheep of course, but 
compliant nonetheless.’ (Godin 2008) 

In the previous chapter, I discussed how 
����������������������ƪ���������������
environment. This chapter deals with 
���� ����������� ��ƪ�������� �������������
and the environment, usually through 
habitation. In 1967, the students of the 
Architecture Faculty in MIT became 
frustrated with being forced to sit at 
drawing boards placed in neat rows, 
Their distaste was so great that they 
decided to alter the studio environ-
ment by using reclaimed/discarded 
construction materials to create a va-

riety of new enclosures and platform 
spaces. Driven by self awareness they 
created the spaces they wanted were 
����� ������ Ǯ����ǡ� ���ǡ� ������ ���� ��-
ceive their tutors on their own ground.’ 
ȋ������������ǡ�͖͔͔͙Ȍ����������������������
consider how the inhabitants shaped 
their own ground. If one was to design 
a space for study, how would one do so 
in a way which allows for the individual 
���������������������������������������
���� ��� ���� ��� ������� ���������� ���������
ownership in a space? Individuality of 
a space for the collective is fascinating 
but one wonders if this could be done 
��� ���� ����� �ơ���� �������� ���������
of the space into small singular lots.
 
The events of Mai ’68 are an excellent 
example of the potential power of the 
individual to force change. The revolu-
tion though regarded as a failure in es-
��������������������������ƪ������������
nevertheless resonated through the 
������ ���� �������� ������������������
internationally. I believe that the true 
power of the protests came from the 
input of each individual. Each person 
played his/her part in this movement 
which was born of frustration with the 
de Gaulle Government in France, the 
politics of the education system and 
���� Ǯ���� �������Ǥ� ������� ���ƥ��� �����
revolutionary slogans which were di-
rected at spurring on the individual to 
����� ������ ����Ǥ� Ǯ���� ����� ����������
sculpture is a paving stone thrown at a 
cop’s head.’ * May ’68 was a watershed 
moment in which new views regard-
ing sexual liberation and human rights 
became prominent over the traditional 
ideas of morality, religion, patriotism 

To Alter. 
The Actions of the Individual.
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and respect for authority. A desire for 
change was instilled in the European 
�������� ���� ���� �ơ���� ��� ���� 	������
�������������������������������Ǥ�Ǯ�����
examined, answer with questions.’ *

This power of the singular translated 
into further smaller expressions of dis-
taste what the world had become and 
��� ���� ����� ����ǡ� ����Ǧ������Ǧ��ǡ� ��
Viennese experimental architecture 
and design group created a range of 
appliances entitled ‘Environment Trans-
former.’ Our spatial understanding and 
ability to perceive is a sensory action 
and to distort ones senses is to distort 
our perception of the world around us. 
They experimented with the idea of sen-
sory distortion as a method of adapting 
the environment around them. ‘The 
processes of seeing and hearing are 
drawn out of their habitual apathy, 
separated into their individual func-
tions and put together again as special 
�����������Ǥǯ� ȋ��������ǡ� ͖͔͔͜Ȍ� ������ ��-
tention was to change ones visual and 
acoustic impressions so as to allow a 
freedom of environmental perception.
 
����� �������� Ǯ	������ǯǡ� Ǯ������������ǯ�
�������� Ǯ��������ǡǯ������������� ������ �����
round helmets which were furnished 
with coloured glasses and stereo head-
������� ������ �������Ƥ��� �������Ǧ���-
sory impressions. A new environment 
is not created and the existing remains 
yet one can escape the restriction of 
our natural way of reading the world. 
Even the title of the project, ‘Environ-
ment Transformer’ suggests distaste 
for what is normal and the devices that 
were created allowed for the instant 

Fig 8 & 9

Chapter Face Image. ‘Flyhead’ 
by Haus-Rucker Co.

Fig8 MIT Architecture Facility. 

Fig 9 Drawing from Mai ‘68 
����������������ơ������������
individual during the period of 
revolution. 
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apparent disillusion of this world. One 
����� ���� ����������� ����� ����� �����
the surrounding world. Instead one 
distorts their perception and in do-
ing so becomes aware of one’s body 
and senses, ones breathing becomes a 
conscious act and one becomes even 
more aware of the movement/rhythm 
of the body. Deprivation of percep-
tion of the greater environment means 
that the focus is immediately placed 
on the immediate context and self.
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Fig 10 Environment Transform-
er modeled by Haus-Rucker 
Co. (1968)

Fig 10
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I have chosen to discuss the Crannóg as 
a dwelling type as it is wholly derived 
from a desire to control ones surround-
ings. Its nature is derived from a defen-
sive impulse, the most primal factor 
in turning inward. It is a building type 
that is/was vernacular to Ireland and 
Britain and one which is largely extinct 
now. Our interaction with the crannog 
is therefore one of historical focus, it is 
largely an archaeological exercise. For 
this reason I have questioned whether 
this prehistoric building practice can 
truly be discussed in an architectural 
context and I believe it can, simply be-
cause it stands as a truly vernacular ex-
ample of defensive living on the scale 
of the family or household while also 
questioning relationship to site, the 
privacy of the household and the alter-
ing of one’s immediate environment. 
The relationship of man and water is a 
complex one yet there is evidence that 
man has always desired to live near 
water and archaeological surveys can 
������ ����� ������ ������ ���� ����������
have always been the site of dwelling 
from the Mesolithic hunter gather-
���� ���� �������� �������� ��� ���� ����-
dance of rich wetland resources and 
���� ���������� ���� ������� ���� ��������
���� �������� ��������� ����� ����� �����-
�������������������×�Ǥ�ȋ�ǯ���������ǡ�͕͜͝͝Ȍ

The crannóg is interesting as the pro-
cess begins with the creation of a new 
����Ƥ�����������Ǥ������ǡ�����������ǡ����������
rasa. It seems strange that in order to 
������������ ����� ������������������������

The Crannóg. 
Altering the Edge Condition.

Fig 11 - 13

Fig 11 Section through the tra-
ditional Crannóg to describe 
use of materials and construc-
tion process.

Fig 12 The crannóg on Boilin 
Island, Lough Gur, Co. Limerick. 

Fig 13 Impression of the 
crannóg in full use during the 
Bronze Age
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������ ����� ����������� ����� ���� ����-
dom of the fairies and the crannóg at 
������
������� ������� ������� �� ��������
mystery for me. The physical evidence 
��� ������� ��������� �ơ� ������ ��� ����� ��
way has always seemed so strange but 
so impressive. In its existence the cran-
nog as a defensive structure held its 
own secrets and in its extinction these 
become all the more evident. The leg-
���� ����� ������� ��������� ������� ���
the island mapping a route only few 
����� ��� ���� ������ ������ ������ ��� ��-
swered but immediately gives the cran-
nóg a very special architectural quality. 

Measures such as this, derived from a 
desperate need for defence and control 
������ ���� �����×�� ����� ��� ����������
personal. I would suggest it is an ulti-
����� ���ǡ� ���� ������ ����� ���� ���Ǥ� �����
��������������������×�����������������
���������� ���� ������� �������Ǥ� ���� ����-
nating position in the river is juxtaposed 
by its impenetrability. It is a structure, 
borne of its environment that escapes 
its environment, a minimal but intense 
gesture to the landscape. While the idea 
of one’s own island now seems romantic 
�����������ǡ����������������������������
to create the minute gap between land 
and home, danger and safety tells all 
���������������������������������������
Ireland. One must have been intensely 
aware of self and ones larger environ-
ment as the need for defence was so 
��������������������������������������-
tention to quality of construction must 
have mead these dwellings incredible 
to experience spatially and materially. 

��������ǡ����������Ƥ�������������������-
ronment. The name crannóg is derived 
from the Gaelic word crann meaning 
tree due to the large amounts of wood 
that exist on the old waterlogged sites. 
A large ring, usually approximately 30 
���������������ǡ���������������������
������� ������� ���� ����� ��������� �����
Ƥ����� ����� ������ ������ ������� ���� Ƥ�-
ished to the desired level with smaller 
Ƥ���������Ǥ��������������������������
����� ������� ��� ���� ��� Ƥ����� ���� ����-
form on which the actual dwellings and 
sheds were built. The ‘island’ was then 
surrounded by a ring of wooden posts 
which were bound together by wattle 
to create a boundary wall/fence. This 
island was home to the animals belong-
ing to the family and this palisade was 
������������ ��� ����� ������ �������� ���
���������������������������������Ǥ�����
island was reached by dugout canoes 
which were built by craftsmen who 
would burn the surface of a log to soften 
the wood and then carve out the inside 
with metal tools. It is clear that the huge 
resources needed to construct such a 
dwelling meant that only the rich mem-
�����������������������ơ����������������Ǥ

���� �����×�� ��� ������� ������ǡ� ������

��ǡ� ��Ǥ� ��������� ���� ������ ��������
500 and 1000 AD by the people famed 
���� ����� ��� ���� ����Ǥ� ��� ������� ��� ���
overgrown island but has been the fo-
cus of much archaeological interest. It 
was 30 metres across and would have 
sustained one household. As a child 
growing up in the countryside I was al-
ways close to a number of prehistoric 
������������������������������������
a sense of mystery and magic and were 
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The second half of this dissertation is 
written with an aim to discuss the idea of 
the individual as part of a collective. That 
�����������������������������������������
greater and greater numbers of people 
and perhaps less and less privacy can of-
����������������������������������������
ones position relative to others, individ-
ually or en masse. This idea is frustrat-
��������ƥ���������������������������������
whose hypothesis is embedded in the 
juxtaposed. It is strange but true that 
a greater sense of self is often derived 
from an awareness of or connection 
with others. I would personally suggest 
that it is much more comfortable to be 
alone in public that alone in solitude and 
�������������������������������������������-
���������������������������� ���������
operates. It is free from the community.

Community

The term ‘community’ is one which has 
troubled me greatly recently, particular-
ly at a time when I am considering large 
scale housing as an urban intervention 
��� ��� ���� ����Ǥ� ������ ���� ����������
��Ƥ�����������������������������������
generation which discusses the idea of 
community. Anthony Paul Cohen (1985, 
p.7) suggests that the term community 
is one which is an ‘infuriatingly slippery 
������Ǥǯ� ��� ��������� ����� ��� �� ��������
we fail to grasp any true meaning and 
therefore create our own sense of what 
���������������Ǥ���������������������
���������������������������������������
����������������������������������������

of society in a bid to assert ones locality 
and ethnicity. We are bound/constrict-
ed by an idea that no one understands 
and even if we decided on a common 
understanding that the idea may simply 
be outdated. It is clear however that 
communities have boundaries whether 
symbolic or physical and this raises the 
greatest issue for me. Newton’s third 
law succinctly states that for every ac-
tion there is an equal and opposite reac-
tion. Similarly, on a social scale I would 
suggest that for every sense of inclusion 
there is an equal and opposite sense of 
exclusion. This is not the sense of in-
���������������������������������������Ǥ��
����������Ƥ���Ǯ�����������ǯ�ȋ����������
1954) the collective is always far deep-
er when one considers the individual. 
���� ���������� ������� ������ ���� Ƥ���
unfolds does not describe the actions 
�������������� �� ���������Ǥ���������
see the lives of the individuals. I would 
suggest that when architecture is suc-
cessful, it encourages a sense of the 
self and the collective that is free from 
‘community’ in a straight forward sense.
 
The Notion of Body and Self.

It has become clear through my stud-
ies that long-standing arguments exist 
regarding the notion of self and the 
relationship of the body to the greater 
physical environment. The issue was 
��������������Ƥ����������������������������
who focused their thought on isolating 
that which must be homogeneous and 
could therefore exist without a body. 
This prompted the Atomists such as 
������������������������� ������������
the body as an entity which is used to 

Two.Designing for the awareness 
of self among the collective. 
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measure both conceptual and material 
reality. Plato and Aristotle made great 
progress in the subject of corporeality. 
For Plato the body was never this simple, 
he considered the body to be part of a 
process of order. In ‘The Architectonics 
of Embodiment,’ Dalibor Vesley states 
that Plato’s placing of the body as part 
of a process which is never complete 
and always open to further improve-
ment suggests that the body is a ‘rela-
tively stable structure ordered in the 
context of reality as a whole (cosmos)’ 
ȋ�������͕͚͝͝Ȍ����������ǡ��������
�ơ����
(1959) suggests that the self is in a con-
stantly evolving state which is shaped 
������Ƥ�����������������������������
social objects. The self breeds identity 
through interaction with the social, sym-
bolic and physical world. Our self identi-
ty is formed around our understanding 
of others. To me, this places the body as 
a body within a larger environment, a 
mathematical constant to be repeated, 
yet to me there is a suggestion of indi-
����������������������������������������Ǥ�
The uniqueness of the corporeal ex-
perience suggests to me that there is 
room for consideration of the individual 
when designing for the collective and a 
��Ƥ���������� ������������������������-
vironment which allows social for social 
interaction but more importantly allows 
for the environment itself to convey 
�������� ���� ������� ����� ��Ƥ�������Ǥ

The interaction of self and the built en-
������������������������������������������-
cussed at present among architects but 
it is especially dominant in the sociologi-
cal discourse. Sociologists are calling 
architects to have a greater awareness 

Chapter Face Image An 
������������Ƥ�������������������
space to read within the vast 
inner landscape.

Fig 15 Scheme of the Phalanx.
(Martha Montgomery) This 
image could be applied to the 
idea of the collective, a mul-
tiple of repeatable modules. 
There is no suggestion of the 
individual. 

Fig 15
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of the role that the individual plays in 
the function of the built environment. 
‘We need to convey how these environ-
ments impact people, and especially 
�����������Ƥ���������������������������
����� ���� �ơ�����ǡ� ���� ��� ������������
how people simultaneously construct 
meaning for their physical structures 
and places.’ (Smith, 2003) This issue is 
far more complex than one would im-
���������� �����Ǥ� ����� ��� ����������� ��ƥ-
���������������������������������Ǥ�	���
example,, Elton Mayo conducted the 
Ǯ���������������������ǯ� ���������������
Plant in Chicago in the late 1920’s and 
early 1930’s.(Stallworth 1996).  The ex-
periment began as an examination the 
�ơ����������������������������������������
����������������Ǥ�����������������������-
mination it was noted that productivity 
increased yet when illumination was re-
duced the level of productivity didn’t suf-
fer but continued to increase. It became 
evident that what had actually increased 
productivity was the notable increase in 
attention from the management, ‘so-
����� ��ƪ������ǡǯ� ������ ����� ���� �����
seem far more gratifying. (Mayo 1945).

This forces the question, can we design 
for a sense of self in the built environ-
ment. Is it beyond design to create 
spaces which encourage similar individ-
���� �����Ƥ������ǫ� ���� ���� ���������� ���
the architect who anticipates the needs 
�������������������������������������Ƥ��-
tion in people who will never see him/
her? I would agree with the view of 
many sociologists/architectural soci-
ologists that ‘In project after project, I 
have seen major gaps and disconnects 
��� ���� �������� ��� ��������� ����������

spaces for people and in creating mean-
������� ������� ���� �������������Ǥǯ� ȋ���-
man, 2003) I believe there is need for 
greater consideration of the issue but I 
would also call for a greater degree of 
experimentation in the design of the 
built environment. It is an issue best dis-
cussed as a critique and for this reason I 
present a critique of a public building on 
these terms. I have chosen the Staats-
����������� ������� ��� ����� ���������
1964-78. It is a building I have constantly 
�������� ��� ����� ������ ��������� ��� �� ���
always cautious of being ‘taught’ to 
����� ������������������� �� �������� ����
building on my own I realised the huge 
power of design and spatial quality 
that I feel answers the call beautifully. 
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���� ������� ����������������� ������� ����
��������������������� ����Ƥ���������-
ples of a public building that I have been 
exposed to. The library as a type is an 
ideal platform for discussion of how 
one provides for the individual in a col-
lective space. There is an inherent ten-
sion between the logistics of collective 
use and the need for individual space 
and the opportunity to focus on one’s 
own pursuits. The rigour of the estab-
lished library systems are juxtaposed by 
the need for freedom. The freedom of 
the internal landscape is an ideal tool 
which Scharoun adopted to create his 
new state library. There is a resonance 
about the way in which Scharoun com-
���������������������������������������
you up into the depth of the building 
������ ����������� ���� ��� Ƥ��� �����
place in the building. Where Asplund set 
���� ���� ���������� �������� ��� �� ������-
sional ascent to ‘heaven,’ Scharoun’s 
route through the building is powerful 
���� ���������Ǥ� ����� ���� �����±� ��� ��-
couraged. The individual user has the 
freedom to wander and there is a sug-
gested looseness within this landscape.

���� ��������������������� ��������� ���
the third building to be constructed as 
��������������������������������������
up the new ‘Cultural Band,’ of Tiergar-
ten on a cleared bomb site. Two Build-
ings had already been completed; the 
Philharmonie and Mies New National 
Museum. In 1964, a limited design com-
petition was announced for this project 
which would house the new Prussian 

�����������������������ǡ 
�������������Ǥ�͕͚͘͝Ǧ͛͜

Fig 16 The ‘Staircase Fantasy’ 
encourages the derive. The 
building is almost a seat for 
the individual and a stage for 
social interaction. 

Fig 16
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������ �������� ����� ���� ����� ����������
to Tübingen and Marburg during WW2. 
Eleven Architects entered the compe-
������������������������������������-
nounced the winner. The original brief 
described a relief road that would even-
tually run North-South behind the com-
���������������Ǥ������������������� ��ƪ�-
��������������ǯ��������Ǥ�������������
a shielding band of administration/ser-
vice rooms which would lie between 
this road and his group of buildings 
which he described as an ‘urban land-
scape.’ The Western side of the building 
was intended as a far quieter space pro-
tected from the disturbance of heavy 
���ƥ����������������������������������
arrangement of spaces was treated in a 
far more open and fragmented manner, 
open to the ‘valley’ space which would lie 
�������������������������������������-
������ ���������
�������������������Ǥ�

The building is an agglomeration of a 
number of facilities including an Insti-
��������������������������������������-
ro-American Institute to the south. The 
��������� ����� ���� Ƥ��� �� ���Ƥ��� ����Ȁ
����� ����� ���� ������������ ��������-
raries. Scharoun’s design however was 
heavily praised at the time for its re-
sponse to its nearest neighbours to the 
west. Scharoun described his design as 
a ‘staircase fantasy’, a device he used 
to create his famed internal landscape 
of high spaces and platform areas. The 
����� ��� ���� �������� ��� �������� ���� �ƥ-
cient. Strangely from the very begin-
ning, on entering the entrance hall you 
are expected to climb a stair towards 
the reading rooms yet the sensitive 
design of the staircase means that this 

change of level is quite comfortable and 
the facility of a large furnished foyer is 
�ơ����������������������������Ƥ��������-
���Ǥ����������������������������������
recline away from the reading rooms.
 
As you return to the half landing you 
get a glimpse of the main reading room 
which is unveiled as you ascend the 
�����Ǥ� ����� ����� ��� ������������ ����Ƥ�-
est space in the building. The large multi 
������� ������ ������������ �������Ƥ����
ƪ���� ���� �� ������� ��� ��������� ������
and study spaces. The plan of the room 
is deep yet the large openings to the 
west means one will always have a per-
sonal connection and orientation with 
the outside. The landscape of the room 
is also visible in the ceiling which chang-
es texture and rhythm to denote the 
programme beneath it. This dissolves 
the mass of what could have been an 
overwhelming, large, planar surface 
and allows one to orientate oneself by it 
within the greater space of the reading 
����Ǥ�����������Ǯ��������ǯ����������������
is mostly famed for. The concrete ceiling 
is punctured with spherical polythene 
orbs which disperse the light that pen-
etrated the saw-tooth roof above and 
provide an even light throughout while 
above the platform spaces, pyramidal 
�������� �������� ��ơ����� ������ �����Ǥ�

The building was designed with the 
needs of all Berlin in mind and Scharoun 
�������� ����� ���� �������� ������ǡ� Ǯ�����
life possible.’ This quote from Scharoun 
is extremely resonant as a sort of slo-
gan for the building in my opinion. 
Scharoun’s intense desire to create a 
large scale pubic building but with clear 
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inclination to the requirements of the in-
dividual is extremely strong as an archi-
tectural intention and is equally strong 
in its manifestation. Scharoun selected 
the artists to produce a number of spe-
cialised architectural pieces within the 
�������Ǣ��������������������������ƪ������-
trance hall and catalogue rooms were to 
be designed by Alexander Camaro (who 
�������������������������������Ȍǡ�������
	Ǥ���������������������ƪ����������������
����ǡ� 
����� �������� ��������� ������
������ ��� �������������������� ���������
������������� ��������� ���� ������������
in the east foyer. These rather large 
pieces were obviously placed as a ges-
����� ��� �������� ���� Ƥ������� ��� ������
and material but they also represent 
������������������� ���� ��������Ǥ� ����
����������� ���������������� ����������-
ers as a much more subtle and beautiful 
description of the intended main pas-
sage throughout the massive building.
 
The criticism is often made that the li-
brary is overwhelming to the individual 
���� ���������ơ��� ���������� ����� ��� �����
is so at present it is due to change of 
use. As Scharoun died in autumn 1972, 
he didn’t see his building progress any 
����������������������������������������-
��������������������������������������Ǥ�
One could suggest that this may have 
����������������ơ���������������������
building but I would disagree. The build-
����������Ƥ����������ǡ��ƥ�����ǡ��������
building when it was completed and 
was designed to hold up to 4 million vol-
�����������������Ǧ������ȋ͕͔ǡ͔͔͔͔�����
�������� ���� ����� ��� ͙͔͔� ���� ��������
���ǤȌ� ������ Ƥ������ ������ ������ ������
���� ����� ���� ��������� �������������

Fig 17 The main reading room 
reveals itself as one turns the 
Ƥ�����������

Fig 18 The Site Plan shows 
the Staatsbiliothek in context 
with the surrounding cultural 
buildings, notably Mies New 
National Museum and the 
Philharmonie. 

Fig 17 & 18
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in my opinion. I would suggest that any 
������ ��� ����� ����� ��� ���� ��� ������� ���
use over time. For example the reading 
room was planned to have 1200 individ-
ual reading spaces and this has been de-
creased since to allow for more storage 
��������Ǥ�����������������������������
������ ����� ���������� ���� ��������� ���-
tas. Is the original landscape becoming 
too dense and if it is can we comment 
on Scharoun’s prediction of how the 
library would change? I would suggest 
that the library has adapted very well 
���������ǡ�������������������������������-
ten accused of becoming less popular. 

I feel strongly that the Berlin Staatsbib-
�������� ����������� ��� �� ������������� ���
contemporary architecture but more 
importantly it stands with conviction 
in favour of the experience of the user. 
There is no god complex with the archi-
����Ǥ�������������������������������������
doing so allow the building to breath. It 
becomes a breathing organic landscape 
which is so sensitive to the scale and 
needs of the individual. This is a build-
ing where you may get lost. You may 
������������������Ǥ� �������Ƥ������������
Desire, (1987) a series of continuous 
�������� ������ ������ ��� ��� �� ��������
around the main reading room. It is a 
sequence in which the tension between 
the scale of the space and the user is 
addressed and the focus is placed on 
����Ƥ������ ���� ��������������� ��� ���� ��-
�����Ǥ� �������� ���� �ơ������� ������� ���
given to the characters and the impor-
tance of self in this collective space 
becomes all the more evident. The in-
��������� �������� ����������� ������
louder as the sequence continues and 

���� ������ ������ ��� �� �������� ������ ���
celestial but free of hierarchy, a qual-
ity far more worthy of the title heaven 
than Asplund’s version in my opinion. It 
is an incredible example of freedom and 
focus within an incredible landscape.

As architects facing a time of over pop-
ulation, developer driven architecture 
and a shortage of space our profession 
is becoming increasingly driven by the 
political and sociological discourse that 
comes with a rise in population. Maybe 
we have little opportunity to design 
for the luxury of the family anymore. 
We are beginning to design towns and 
huge housing complexes which tend 
to be repetitive, homogenous and dull. 
There is a need to call for greater con-
sideration of the individual and how 
one can react to or play a part in some-
thing larger. Maybe this is something as 
������������������������� ����������������
part of a room or the careful program-
ming of public space but in these times 
more than ever it is crucial to allow 
the individual to be part of a collective 
while being able to react to ones envi-
ronment as an independent gesture. 
The architecture which answers this call 
is the architecture which I personally 
Ƥ������������������Ǥ�������������������-
eration of ‘symbolic interactionism’ and 
common understanding of our environ-
ment will lead to greater architecture. 

Conclusion.
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Opposite Page. The concrete ceiling 
of the main reading room in the 
Berlin Staatsbibliothek before at the 
time of Scharouns Death.
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From the beginning this dissertation has 
been a learning tool for me as an archi-
tect. The research I have done and the 
things I have explored, questioned and 
discovered will always stand to me as I 
������������ �������Ǥ� �� ��������������
stop learning but I will always believe 
that it is important to always carry all you 
have learned. As I said at the beginning 
������������ǡ� ��������������������������
here as a slice of a longer progressive 
study. I have tried not to simply sum-
marise what exists in current discourse 
or paraphrase history but to constantly 
question, critique and put forward my 
own opinions. As a young architect it has 
����� �� ������� ��������� ��� ���� ��� ��Ƥ���
opinions and express them concisely. 

I have gained a great amount from the 
����� ����� ���� ����� ����� ���� �� �����
that the passion I have developed for 
this topic has become clear. In particu-
���� �� ����� ����� �������� ����� ����� �����
a strong desire to consider the indi-
vidual when designing, not simply the 
scale of the body but the needs and 
often luxuries that can create exem-
plary spaces. I hope that one day I can 
return to further my studies in a more 
������� ���������������� �� ������Ƥ�����
that I have really achieved what I set 
out to achieve here. It has been a per-
������ ����� �������������������� �������
�����������������������������������Ǥ������
grateful for the opportunity to pres-
���� ���������������������� �� ���������
of and I hope you enjoy reading it.

Naomi

�����������ƪ�������
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ƧȼΎȱȽȻȾȺȳɂȷȽȼΎȽȴΎȻɇΎȲȷɁɁȳɀɂȯɂȷȽȼ˴ΎơΎȻɃɁɂΎȯȲȻȷɂΎɂȶȯɂΎɂȶȳΎȾɀȽȱȳɁɁΎɅȯɁΎȺȽȼȵ˴Ύ
ȺȯȰȽɀȷȽɃɁ˴ΎȯȼȲΎȿɃȷɂȳΎȽȴɂȳȼΎȴɀɃɁɂɀȯɂȷȼȵ˷ΎƬȶȳΎȷȼȴȽɀȻȯɂȷȽȼΎɅȯɁΎȽȴɂȳȼΎȲȷ˞ȱɃȺɂΎɂȽΎ
ɁȽɃɀȱȳ˴ΎȯȼȲΎȳɄȳȼΎɂȶȽɃȵȶΎȻɇΎȴȽȱɃɁΎȱȶȯȼȵȳȲΎȽɄȳɀΎɂȶȳΎȱȽɃɀɁȳΎȽȴΎɂȶȳΎɁɂɃȲɇ˴ΎɂȶȳΎ
ɀȳɁɃȺɂΎɅȯɁΎ ȳȼȺȷȵȶɂȳȼȷȼȵ˷ΎƧɀȷȵȷȼȯȺȺɇΎ ȷȼɂȳɀȳɁɂȳȲΎ ȰɇΎ ɂȶȳΎ ȷȲȳȯΎ ȽȴΎ ɂȶȳΎ ɁɃȰɃɀȰȯȼΎ
ɁȾɀȯɅȺΎȯȼȲΎȷɂɁΎȯȲɄȳɀɁȳΎȯˎȳȱɂɁΎȽȼΎɂȶȳΎơɀȷɁȶΎȺȯȼȲɁȱȯȾȳ˴ΎɂȶȳΎȲȳɁȷȵȼ˴ΎȺȯɇȽɃɂΎȯȼȲΎ
ɂȶȳΎ ɁȽȱȷȯȺΎ ȾɀȽȰȺȳȻɁΎ ɂȶȯɂΎ ȳȼɁɃȳȲ˷Ύ ơΎ ȴȽȱɃɁȳȲΎȻȽɀȳΎ ȱȺȽɁȳȺɇΎ ȽȼΎƥȯȺȺȽɅΎ ɂȽɅȼΎ
ɂȶȽɃȵȶΎȷȼΎɂȶȳΎȱȽȼɂȳɆɂΎȽȴΎɂȶȳΎȶȷɁɂȽɀȷȱȯȺΎȰȯȱȹȵɀȽɃȼȲ˴ΎȯȼȲΎȷɂɁΎȳˎȳȱɂɁ˴ΎȯɁΎȷɂΎɅȯɁΎ
ȯΎɁɃȰȸȳȱɂΎȻȯɂɂȳɀΎɅȷɂȶΎɅȶȷȱȶΎơΎȱȽɃȺȲΎȵȳɂΎȻȽɀȳΎȽȴΎȯΎȵɀȯɁȾΎɃȾȽȼ˷ΎƬȶȳΎȲȳɄȳȺȽȾ˹
ȻȳȼɂΎȽȴΎɂȶȳΎɁȻȯȺȺΎơɀȷɁȶΎɂȽɅȼΎȷɁΎȷȼɂȳɀȳɁɂȷȼȵΎȽȼΎɁȽΎȻȯȼɇΎȺȳɄȳȺɁ˴ΎȻɃȱȶΎȽȴΎɅȶȷȱȶΎΎ
ȶȯȲΎɂȽΎȰȳΎΎȽȻȷɂɂȳȲΎɀȳȵɀȳɂɂȯȰȺɇ˷ΎƬȶȳΎɀȳɁɃȺɂΎȾȳɀɁȽȼȯȺȺɇΎɅȯɁΎȶɃȵȳȺɇΎȰȳȼȳ˛ȱȷȯȺΎ
ȯȼȲΎ ȷȼɁȷȵȶɂȴɃȺΎ ȷȼΎ ɂȳɀȻɁΎȽȴΎ ɂȶȳΎɃȼȲȳɀɁɂȯȼȲȷȼȵΎ ơΎȵȯȷȼȳȲΎ ȷȼɂȽΎ ɂȶȳΎȾɀȽȱȳɁɁ̃ΎȰɇΎ
ɅȶȷȱȶΎȻȯȼɇΎɂɇȾȳɁΎȽȴΎɁȳɂɂȺȳȻȳȼɂ˴ΎȶȳɀȷɂȯȵȳΎȯȼȲΎȯɀȱȶȷɂȳȱɂɃɀȳΎɁɂɇȺȳɁΎȶȯɄȳΎȱȽȻȳΎ
ɂȽΎȰȳ˷ΎƬȶȳΎȽȻȷɁɁȷȽȼΎȽȴΎɀȳȴȳɀȳȼȱȳɁΎɀȳȵȯɀȲȷȼȵΎɁȾȳȱȷ˛ȱΎȯɀȱȶȷɂȳȱɂɁΎȯȼȲΎɂȶȳȷɀΎɀȳ˹
ɁȾȳȱɂȷɄȳΎɅȽɀȹΎȷɁΎȯΎȲȳȺȷȰȳɀȯɂȳΎȯɂɂȳȻȾɂΎɂȽΎȴȽȱɃɁΎȽȼΎɂȶȳΎɁɂɇȺȳΎȯȼȲΎȱȽȼɁȳȿɃȳȼȱȳɁΎ
ȽȴΎȯΎȾȯɀɂȷȱɃȺȯɀΎȰɃȷȺȲȷȼȵΎȽɀΎɂɇȾȳΎɁȽΎȯɁΎȼȽɂΎɂȽΎȽɄȳɀΎȺȽȯȲΎɂȶȳΎɅɀȷɂȷȼȵΎɅȷɂȶΎɃȼ˹
ȼȳȱȳɁɁȯɀɇΎȲȯɂȯ˷ΎƯȷɂȶȽɃɂΎɁɃȰȻȳɀȵȷȼȵΎȷȼɂȽΎȯΎȲȳɂȯȷȺȳȲΎȯȱȱȽɃȼɂΎȽȴΎɂȶȳΎȰɀȽȯȲΎ
ȯȼȲΎȱȶȳȱȹȳɀȳȲΎȶȷɁɂȽɀɇΎȽȴΎɂȶȳΎɂȽɅȼ˴ΎɂȶȳɀȳΎȯɀȳΎȯΎȼɃȻȰȳɀΎȽȴΎȶȷɁɂȽɀȷȱȯȺΎȷɁ˹
ɁɃȳɁΎɅȶȷȱȶΎȼȳȳȲȳȲΎȯȲȲɀȳɁɁȷȼȵΎȷȼΎȺȷȵȶɂΎȽȴΎɂȶȳΎɁɃȰȸȳȱɂΎȻȯɂɂȳɀΎȰɃɂΎɁȶȯȺȺΎȰȳΎ
ȻȳɀȳȺɇΎɃɁȳȲΎȯɁΎȯΎȰȯȱȹȵɀȽɃȼȲΎȷȼΎȶȷȵȶȺȷȵȶɂȷȼȵΎɂȶȳΎɄȯɀȷȽɃɁΎȱȽȼȱȳȾɂɁΎȯȼȲΎ
ȷȼ˫ɃȳȼȱȳɁΎȰȳȷȼȵΎȲȷɁȱɃɁɁȳȲ˴ΎȷȼΎȯΎɄȷȳɅΎɂȽΎȯȼȯȺɇɈȷȼȵΎɂȶȳΎȳˎȳȱɂΎȯΎȱȶȯȼȵȷȼȵΎ
ȯɀȱȶȷɂȳȱɂɃɀȳΎȶȯɁΎȯȼȲΎɅȷȺȺΎȶȯɄȳΎȽȼΎɂȶȳΎȵɀȽɅɂȶΎȽȴΎɂȶȳΎɂȽɅȼ˷ΎơΎȶȯɄȳΎȳȼȸȽɇȳȲΎ
ɂȶȳΎ ȷȼɄȳɁɂȷȵȯɂȷȽȼΎ ȯȼȲΎ ɀȳɁȳȯɀȱȶΎ ȯɁȾȳȱɂΎ ȽȴΎ ɂȶȳΎ ȲȷɁɁȳɀɂȯɂȷȽȼΎ ɂȶȽɀȽɃȵȶȺɇ˷Ύ
ƭȼȲȳɀɁɂȯȼȲȷȼȵΎ ɂȶȳΎȾɀȽȱȳɁɁȳɁΎɅȶȷȱȶΎȶȯɄȳΎȰȳȳȼΎȯɂΎɅȽɀȹΎ ȴȽɀΎȶɃȼȲɀȳȲɁΎ
ȽȴΎɇȳȯɀɁΎȯȼȲΎɀȳȺȯɂȷȼȵΎȷȼɂȳɀȼȯɂȷȽȼȯȺΎȯɀȱȶȷɂȳȱɂɃɀȯȺΎɂɀȳȼȲɁΎɂȽΎɀȳȱȽȵȼȷɈȯȰȺȳΎ
ȺȽȱȯȺΎȴȳȯɂɃɀȳɁΎȶȯɁΎȰȳȳȼΎȯΎȾɀȽȱȳɁɁΎȰɇΎɅȶȷȱȶΎơΎȶȯɄȳΎȵɀȽɅȼΎɂȽΎɃȼȲȳɀɁɂȯȼȲΎ
ɂȶȳΎɂɀɃȳΎȻȳȯȼȷȼȵΎȽȴ˴ΎȯȼȲΎɄȯɀȷȯɂȷȽȼɁΎȷȼΎƮȳɀȼȯȱɃȺȯɀΎƙɀȱȶȷɂȳȱɂɃɀȳ˷

ƮƝƪƦƙƛƭƤƙƪΎƜƝƮƝƤƧƨƥƝƦƬΎƧƞΎƬƠƝΎơƪơƫƠΎƬƧƯƦ˷
ΎơƫΎƥƙƤƤƧƯ ƫ̃ΎƙƪƛƠơƬƝƛƬƭƪƙƤΎƠƝƪơƬƙƟƝΎƜƝƙƜ˾
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ƥȯȺȺȽɅΎɂȽɅȼ˴ΎɂȽȲȯɇΎȯΎɁȷɈȯȰȺȳΎɂȽɅȼΎȷȼΎƛȽɃȼɂɇΎƛȽɀȹΎɅȯɁΎȴȽɃȼȲȳȲΎȽȼΎɂȶȳΎ
ȰȯȼȹɁΎȽȴΎɂȶȳΎ̄ƪȷɄȳɀΎƚȺȯȱȹɅȯɂȳɀ̅˷ΎƬȶȽɃȵȶɂΎɂȽΎȶȯɄȳΎȰȳȳȼΎȽɀȷȵȷȼȯȺȺɇΎɁȳɂɃȾΎ
ɂȽΎȯȱɂΎȯɁΎȯΎȲȳȴȳȼɁȷɄȳΎɁȳɂɂȺȳȻȳȼɂ˴ΎɂȶȳΎɂȽɅȼɁΎȴȽȱɃɁΎȶȯɁΎɁȶȷȴɂȳȲΎɀȳȾȳȯɂȳȲȺɇΎ
ɂȶɀȽɃȵȶȽɃɂΎȶȷɁɂȽɀɇ˷ΎơȼȲɃɁɂɀɇ˴ΎȯȵɀȷȱɃȺɂɃɀȳ˴ΎɂȽɃɀȷɁȻΎȯȼȲΎɀȳȺȷȵȷȽȼΎȯɀȳΎȸɃɁɂΎ
ɁȽȻȳΎȽȴΎɂȶȳΎȲɀȷɄȷȼȵΎȴȽɀȱȳɁΎɅȶȷȱȶΎȶȯɄȳΎȴɃȼȲȳȲ˴ΎȯȼȲΎȲȳɄȳȺȽȾȳȲΎɂȶȳΎɂȽɅȼΎ
ȽɄȳɀΎȶɃȼȲɀȳȲɁΎȽȴΎɇȳȯɀɁ˴ΎȯȼȲΎɂȶȳΎɀȳȱɃɀɀȷȼȵΎȳˎȳȱɂɁΎȽȴΎɂȶȳɁȳΎȯɀȳΎɁɂȷȺȺΎȱȺȳȯɀȺɇΎ
ȳɄȷȲȳȼɂΎɂȽȲȯɇΎȷȼΎȻȯȼɇΎȽȴΎɂȶȳΎȾȶɇɁȷȱȯȺΎȯȼȲΎɁȽȱȷȯȺΎȯɂɂɀȷȰɃɂȳɁΎȽȴΎɂȶȳΎȺȽȱȯȺȳ˷Ύ
ƥȯȺȺȽɅ Ɂ̃ΎȻȯȷȼΎȯɆȳɁΎɁɂɀȳɂȱȶΎȰȳɂɅȳȳȼΎɂȶȳΎȱȯɁɂȺȳΎȽȼΎɂȶȳΎȰȯȼȹɁΎȽȴΎɂȶȳΎɀȷɄȳɀ˴ Ύ
ȯȼȲΎȯΎȰɃɁɇΎɀȽɃȼȲȯȰȽɃɂΎɅȶȷȱȶΎɁȳɀɄȳɁΎȯɁΎȯΎȻȯȸȽɀΎȷȼȴɀȯɁɂɀɃȱɂɃɀȯȺΎȰȳȼȳ˛ɂΎ
ȴȽɀΎɂȶȳΎȳȼɂȷɀȳΎȾɀȽɄȷȼȱȳΎȽȴΎƥɃȼɁɂȳɀ˷ ΎƬȶȷɁΎ ȷɁΎȯɁΎȯΎɀȳɁɃȺɂΎȽȴΎ ɂȶȳΎȵɀȯȲɃȯȺΎ
ɂɀȯȼɁȷɂȷȽȼΎ ɂȶȯɂΎƥȯȺȺȽɅΎ ȶȯɁΎ ɃȼȲȳɀΎ ȵȽȼȳΎ ȴɀȽȻΎ ȰȳȷȼȵΎ ȯΎ ɁɂɀȯɂȳȵȷȱΎ ɀȷɄȳɀΎ
ȱɀȽɁɁȷȼȵ˴ΎȲȳɄȳȺȽȾȷȼȵΎȷȼɂȽΎȯΎɂȽɃɀȷɁɂΎȶȽɂ˹ɁȾȽɂΎɂȽΎȰȳȱȽȻȷȼȵΎȯΎȱȽȻȻȳɀȱȷȯȺ̐
ɁɃȾȾȺɇΎ ȱȳȼɂɀȳΎ ȴȽɀΎƦȽɀɂȶΎƛȽɀȹΎȯȼȲΎ ɂȶȳΎɃȾȾȳɀΎƚȺȯȱȹɅȯɂȳɀΎƮȯȺȺȳɇ˷ΎƣȷȼȵΎ
ƢȽȶȼΎȷɁΎɀȳȾɃɂȳȲΎɂȽΎȶȯɄȳΎȰɃȷȺɂΎɂȶȳΎ˛ɀɁɂΎȱȯɁɂȺȳΎȷȼΎƥȯȺȺȽɅΎȯɁΎȳȯɀȺɇΎȯɁΎ̶̴̰̰˴Ύ
ȷȼΎ ɂȶȳΎ ȯɀȳȯΎ ɂȽȲȯɇΎ ȹȼȽɅȼΎ ȯɁΎ ɂȶȳΎ ̄ƛȯɁɂȺȳ˹ȺȯȼȲɁ̅Ύ ɅȷɂȶȷȼΎ ɂɅȳȼɂɇΎ ɇȳȯɀɁΎ
ȽȴΎ ɂȶȳΎƦȽɀȻȯȼɁΎ˛ɀɁɂΎƤȯȼȲȷȼȵΎ ȷȼΎ ơɀȳȺȯȼȲ˷ΎƮȳɀɇΎ ȴȳɅΎɀȳȱȽɀȲɁΎ ɀȳȻȯȷȼΎȽȴΎ
ȲȳɄȳȺȽȾȻȳȼɂΎȴɀȽȻΎɂȶȷɁΎȾȳɀȷȽȲΎȽȼΎȰɃɂΎɂȶȷɁΎȶȯɁȼ̃ɂΎȾȽɁȳȲΎȯΎȾɀȽȰȺȳȻΎȯɁΎ
ȯΎȻȯȸȽɀȷɂɇΎȽȴΎɂȶȳΎɂȽɅȼɁΎȵɀȽɅɂȶΎȱɃȺɂɃɀȯȺȺɇΎȯȼȲΎȯɀȱȶȷɂȳȱɂɃɀȯȺȺɇΎȽȱȱɃɀɀȳȲΎ
ȴɀȽȻΎɂȶȳΎɁȳɄȳȼɂȳȳȼɂȶΎȱȳȼɂɃɀɇΎȽȼɅȯɀȲɁ˷Ύ
� ƬȶȳΎȵɀȳȯɂΎȲȳɄȳȺȽȾȻȳȼɂΎȽȴΎɂȶȳΎƙȵɀȷȱɃȺɂɃɀȯȺΎȷȼȲɃɁɂɀɇ˴ΎȽȴΎȱɀȳȯȻȳɀȷȳɁΎ
ȯȼȲΎɁɃȵȯɀΎ ȴȯȱɂȽɀȷȳɁ˴Ύ ȺȳȲΎ ɂȽΎ ɂȶȳΎȳɆȾȯȼɁȷȽȼΎȽȴΎƥȯȺȺȽɅΎ ȷȼΎȯȺȺΎȲȷɀȳȱɂȷȽȼɁ˷Ύ
ƞɀȽȻΎȶȯɄȷȼȵΎȽȼȺɇΎȽȼȳΎɁȷȲȳΎɁɂɀȳȳɂΎȽȴΎȼȽɂȳΎȷȼΎ̷̰̯̯Ύ̚ɂȶȯɂΎȷɁΎƞȯȷɀΎƫɂɀȳȳɂ̛Ύ
ƥȯȺȺȽɅΎȶȯɁΎȲȳɄȳȺȽȾȳȲΎȷȼɂȽΎɂȶȳΎȱȽȻȾȺȳɆΎȽȴΎɁɂɀȳȳɂɁΎɀȽȯȲɁΎȯȼȲΎȺȯȼȳΎɅȯɇɁΎ
ɂȶȯɂΎɅȳΎȹȼȽɅΎɂȽȲȯɇ˷ΎƝɄȳȼΎɂȽΎɂȶȷɁΎȲȯɇΎȷɂΎȱȽȼɂȷȼɃȳɁΎɂȽΎȳɆȾȯȼȲΎȽɃɂɅȯɀȲΎȷȼΎ
ȯȺȺΎȲȷɀȳȱɂȷȽȼɁ˴ΎȯȺȺΎȰȳΎȷɂΎȷȼΎȯΎɄȳɀɇΎȲȷˎȳɀȳȼɂΎȻȯȼȼȳɀ˴ ΎȯȼȲΎȶȯɁΎȰȳȱȽȻȳΎȿɃȷɂȳΎ
ɀȳȾɃɂȯȰȺȳΎȯɁΎȯΎȱȳȼɂɀȳΎȽȴΎȱȽȻȻȳɀȱȳΎȯȼȲΎɂɀȯȲȳ˷ΎƨȽȾɃȺȯɂȷȽȼΎ ȷɁΎȯɂΎȯȼΎȯȺȺΎ
ɂȷȻȳΎȶȷȵȶΎȯɁΎɂȶȳΎɂȽɅȼɁΎȰȽɃȼȲȯɀȷȳɁΎɀȯȲȷȯɂȳΎȽɃɂɅȯɀȲɁ˷ΎƠȽɅȳɄȳɀΎȵɀȽɅɂȶΎ
ȽȴΎȺȯɂȳΎȶȯɁΎȰȳȳȼΎɁȳɄȳɀȳȺɇΎɁɂɃȼɂȳȲΎȲȽΎɂȽΎɂȶȳΎȳȱȽȼȽȻȷȱΎȲȽɅȼΎɂɃɀȼΎɅȶȷȱȶΎ
ȶȯɁΎȰɀȽɃȵȶɂΎȯȼΎȳȼȲΎɂȽΎȱȯȾȷɂȯȺȷɈȷȼȵΎȲȳɄȳȺȽȾȻȳȼɂɁΎȷȼΎɂȶȳΎȽɃɂɁȹȷɀɂɁ˷
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ƚƪơƜƟƝΎƫƬƪƝƝƬΎƥƙƤƤƧƯΎƜƭƪơƦƟΎƙΎƞƤƧƧƜΎ
ơƦΎƬƠƝΎƤƙƬƝΎ̷̰̯̯ ƫ̃

ƬƠƝΎƫƙƥƝΎƫƬƪƝƝƬΎƬƧƜƙƱΎ̚ƨƠƧƬƟƪƙƨƠΎ
ƬƙƣƝƦΎƞƙƪƬƠƝƪΎƚƙƛƣ̛˷ΎƤơƬƬƤƝΎƛƠƙƦƟƝΎƠƙƫΎ
ƧƛƛƭƪƪƝƜΎƫơƦƛƝΎơƦΎƬƝƪƥƫΎƧƞΎƤƙƱƧƭƬ˴ΎƧƪΎ
ƚƭơƤƬΎƞƙƚƪơƛ˷
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� ƬȶȳΎɂȽɅȼΎȷɂɁȳȺȴΎȶȯɁΎȰȳȳȼΎȲȳɁȱɀȷȰȳȲΎȯɁΎ̄ ɂȶȳΎȶɃȻȾȰȯȱȹΎɂȽɅȼΎɅȷɂȶΎ
ȯȼΎȷɀɀȳȵɃȺȯɀΎɀȽȽȴΎȺȷȼȳ̅ΎȯȼȲΎɂȶȳΎȾȽȾɃȺȯɂȷȽȼΎɂȽȲȯɇΎɁɂȯȼȲɁΎȯɂΎɁȽȻȳɅȶȳɀȳΎ
ȷȼΎɂȶȳΎɀȳȵȷȽȼΎȽȴΎɁȳɄȳȼΎȯȼȲΎȯΎȶȯȺȴΎɂȶȽɃɁȯȼȲΎȾȳȽȾȺȳ˷ΎƦȯɂɃɀȯȺȺɇΎȷɂΎȶȯɁΎȰȳȳȼΎ
ȱȽȼɂȷȼɃȯȺȺɇΎ ȱȶȯȼȵȷȼȵΎȽɄȳɀΎ ɂȷȻȳ˴Ύ ȯȼȲΎ ȷȼ˫ɃȳȼȱȳɁΎȽȴΎȾȯɀɂȷȱɃȺȯɀΎ ȳɀȯɁΎ ȯɀȳΎ
ȱȺȳȯɀȺɇΎȳɄȷȲȳȼɂΎȽȼΎɂȶȳΎɀȳɁɃȺɂȷȼȵΎɁɂɀȳȳɂɁȱȯȾȳΎȯȼȲΎȻȯȹȳ˹ɃȾΎȽȴΎɂȶȳΎɂȽɅȼ˷Ύ
ƬȶɀȽɃȵȶΎȯΎȰȺȳȼȲΎɅȷɂȶΎȯΎɄȳɀɇΎȾȯɀɂȷȱɃȺȯɀΎɂɇȾȳΎȽȴΎɄȳɀȼȯȱɃȺȯɀΎȯɀȱȶȷɂȳȱɂɃɀȳΎ
ƥȯȺȺȽɅΎ ȶȯɁΎ ȳɄȽȺɄȳȲ˷Ύ ƬȶȳΎ ƦȷȼȳɂȳȳȼɂȶΎ ȱȳȼɂɃɀɇΎ ȰɀȽɃȵȶɂΎ ȯȰȽɃɂΎ ȻȯȼɇΎ
ȱȶȯȼȵȳɁΎ ɂȽΎ ɂȶȳΎ ɁɂɀȳȳɂΎ ȴȯɚȯȲȳΎȯɁΎȰɃȷȺȲȷȼȵɁΎɅȳɀȳΎ ȯȻȯȺȵȯȻȯɂȳȲΎȽɀΎ ɁɃȰ˹
ȲȷɄȷȲȳȲΎɂȽΎɁɃȷɂΎɂȶȳΎȼȳȳȲɁΎȽȴΎɂȶȳΎɂȷȻȳΎȯȼȲΎɁȽȱȷȳɂɇ˷ΎƬȶȳΎȷȼȲȷɄȷȲɃȯȺΎȰɃȷȺȲȷȼȵɁΎ
ɂȶȳȻɁȳȺɄȳɁΎȯɀȳΎȼȳɅΎȷȼΎɀȳȺȯɂȷɄȳΎɂȳɀȻɁΎɂȽΎɂȶȳΎɁɂɀȳȳɂΎȺȯɇȽɃɂΎɅȶȷȱȶΎȵȽɂΎȷɂɁΎ
ȽɀȷȵȷȼɁΎȰȯȱȹΎȷȼΎɂȶȳΎɂȶȷɀɂȳȳȼɂȶΎȱȳȼɂɃɀɇ˷Ύ
� ƯȷɂȶΎȼȽΎȾȯɀɂȷȱɃȺȯɀΎɂɇȾȽȺȽȵɇΎȽȴΎȯɀȱȶȷɂȳȱɂɃɀȳΎɂȽΎɁȾȳȯȹΎȽȴΎƥȯȺȺȽɅΎ
ɅȽɃȺȲΎȶȯɄȳΎȰȳȳȼΎȶȳȯɄȷȺɇΎȷȼ˫ɃȳȼȱȳȲΎȰɇΎȳɆɂȳɀȼȯȺΎȯɁȾȳȱɂɁΎɁɃȱȶΎȯɁΎȼȯɂȷȽȼȯȺΎ
ȯȼȲΎ ȷȼɂȳɀȼȯɂȷȽȼȯȺΎ ȯɀȱȶȷɂȳȱɂɃɀȳΎ ɂɀȳȼȲɁ˴Ύ ȯɁΎ ɅȳȺȺΎ ȯɁΎ ɂȳȱȶȼȽȺȽȵɇ˴Ύ ȯȼȲΎ
ɁȽȱȷȳɂɇ Ɂ̃ΎȻȳȯȼɁΎȷȼΎȯΎȾȯɀɂȷȱɃȺȯɀΎȳɀȯ˷ΎƧɀȲȷȼȯɀɇΎȾȳȽȾȺȳΎȱȽȼɂȷȼɃȳȲΎɂȽΎȰɃȷȺȲΎ
ɂȶȳȷɀΎȽɅȼΎȶȽɃɁȳɁ˴ΎɅȽɀȹɁȶȽȾɁ˴ΎȰȯɀȼɁ˴Ύ ȯȼȲΎɁȶȽȾɁΎ ȷȼΎȯΎɅȯɇΎ ɂȶȯɂΎ ɁɃȷɂȳȲΎ
ɂȶȳȷɀΎȽɅȼΎȼȳȳȲɁΎȯȼȲΎɅȷɂȶȷȼΎɂȶȳȷɀΎȽɅȼΎɀȳɁȽɃɀȱȳɁ˷ΎƬȶȷɁΎȷɁΎɂɀɃȳΎȼȽɂΎȽȼȺɇΎ
ȴȽɀΎɂȶȳΎȾɀȷɄȯɂȳΎȯȼȲΎɀȳɁȷȲȳȼɂȷȯȺΎȰɃɂΎȯȺɁȽΎȴȽɀΎɂȶȳΎȱȷɄȷȱ˴ΎȾɃȰȺȷȱΎȯȼȲΎɀȳȺȷȵȷȽɃɁΎ
ȰɃȷȺȲȷȼȵɁΎ ȽȴΎ ɅȶȷȱȶΎ ȻȯȼɇΎ ɅȳɀȳΎ ȽɀȷȵȷȼȯȺȺɇΎ ȱȽȼɁɂɀɃȱɂȳȲΎ ȱȽȼɁȳɀɄȯɂȷɄȳȺɇΎ
ȰȳȴȽɀȳΎ ȰȳȷȼȵΎ ɀȳȻȽȲȳȺȺȳȲ˴Ύ ɀȳɁɂȽɀȳȲΎ ȯȼȲΎ ɄȯɀɇȷȼȵΎ ȷȼΎ ȴɃȼȱɂȷȽȼΎ ȯȱȱȽɀȲȷȼȵΎ
ɂȽΎɁȽȱȷȳɂȷȳɁΎɀȳȿɃȷɀȳȻȳȼɂɁΎȯȼȲΎȯȰɃȼȲȯȼȱȳΎȽɄȳɀΎȻȯȼɇΎȵȳȼȳɀȯɂȷȽȼɁ˷ΎƬȶȷɁΎ
ȷɁΎɂȶȳΎȱȯɁȳΎȴȽɀΎɂȶȳΎȱȽɃɀɂȶȽɃɁȳ˴ΎȱȶɃɀȱȶΎȯȼȲΎɁȱȶȽȽȺɁΎɂȽΎȼȯȻȳΎȰɃɂΎȯΎȴȳɅ˷Ύ
ƙȺɂȳɀȼȯɂȷɄȳȺɇΎȲȳɄȳȺȽȾȻȳȼɂɁΎȶȯɄȳΎȯȺɅȯɇɁΎȰȳȳȼΎȽȱȱɃɀɀȷȼȵΎȽɃɂɁȷȲȳΎȽȴΎ ȷɂɁΎ
ɂɇȾȳΎ ȽȴΎ ȼȳȱȳɁɁȷɂɇΎ ȲɀȷɄȳȼΎ ɄȳɀȼȯȱɃȺȯɀ˴ Ύ ȺȽȱȯȺΎ ȯɃɂȶȽɀȷɂɇΎ ȶȽɃɁȷȼȵΎ ȾɀȽȸȳȱɂɁΎ
ȯȺȽȼȵΎɅȷɂȶΎɁȽȻȳΎȷȼɁɂȷɂɃɂȷȽȼȯȺΎɀȳȺȷȵȷȽɃɁ˴ΎȯȼȲΎȻȽȼɃȻȳȼɂȯȺΎȰɃȷȺȲȷȼȵɁΎȰɀȳȯȹΎ
ȯɅȯɇΎȯȼȲΎȯɀȳΎȱȺȳȯɀΎȲȳɀȷɄȯɂȷȽȼɁΎȽȴΎɂȶȳΎȾȯɀɂȷȱɃȺȯɀΎɁɂɇȺȳΎȽȴΎȯɀȱȶȷɂȳȱɂɃɀȳΎȯɂΎ
ɂȶȯɂΎɂȷȻȳ˴ΎȰȳΎȷɂΎƦȳȽȱȺȯɁɁȷȱȯȺ˴ΎƮȷȱɂȽɀȷȯȼ˴ΎȽɀΎƟȳȽɀȵȷȯȼ˷ΎƬȶȳɇΎȲȳȻȽȼɁɂɀȯɂȳΎ
ȺȷɂɂȺȳΎ ȽɀΎȼȽΎ ɀȳɁȾȽȼɁȳΎ ɂȽΎ ȱȽȼɂȳɆɂΎ ȷȼΎ ɂȳɀȻɁΎȽȴΎ ȴȽɀȻ˴Ύ ȳɆȱȳȾɂΎȾȳɀȶȯȾɁΎ ȷȼΎ
ȽɀȷȳȼɂȯɂȷȽȼ˴ΎȰɃɂΎȯɀȳΎɁɂȷȺȺΎȳɄȽȱȯɂȷɄȳΎȯȼȲΎȷȼɁȷȵȶɂȴɃȺΎɀȳȵȯɀȲȷȼȵΎɂȶȳΎȴȽɀȱȳɁΎ
ȰɇΎ ɅȶȷȱȶΎ ɂȶȳɇΎ ȱȯȻȳΎ ɂȽΎ Ȱȳ˴Ύ ȳȱȽȼȽȻȷȱȯȺȺɇ˴Ύ ȳȱȽȺȽȵȷȱȯȺȺɇ˴Ύ ȯȼȲΎ ɁȽȱȷȯȺȺɇ˷Ύ
ƛȶȯȼȵȷȼȵΎ ɁȽȱȷȳɂȯȺΎ ȼȳȳȲɁΎ ȶȯɁΎ ȻȯȼȷȴȳɁɂȳȲΎ ȷɂɁȳȺȴΎ ȷȼΎ ɂȶȳΎ ȲȳȻȯȼȲΎ ȴȽɀΎ
ȲȷɄȳɀɁȷ˛ȱȯɂȷȽȼΎȽȴΎȰɃȷȺȲȷȼȵɁΎȯȼȲΎȰɃȷȺɂΎɁȾȯȱȳ˴ΎɁɂɇȺȳɁΎȯȼȲΎɁȷɈȳɁ˷ΎƬȶȷɁΎȻȳȺȲΎ
ȽȴΎȽɀȲȷȼȯɀɇΎɄȳɀȼȯȱɃȺȯɀΎȯɀȱȶȷɂȳȱɂɃɀȳΎɅȷɂȶΎɂȶȯɂΎȽȴΎȯȼΎȳɆɂȳɀȼȯȺΎȷȼ˫ɃȳȼȱȳΎ
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ƬƠƝΎƫƬƪƝƝƬΎƙƬΎƚƙƤƤƱƜƙƠƝƝƦ˹ΎƫƧƭƬƠƝƪƦΎ
ƙƨƨƪƧƙƛƠΎƬƧΎƬƠƝΎƬƧƯƦ˹ΎƙƫΎƫƝƝƦΎƬƧƜƙƱ˷Ύ
ƞƝƯΎƙƤƬƝƪƙƬơƧƦƫΎƠƙƮƝΎƚƝƝƦΎơƥƨƤơƥƝƦƬƝƜΎƧƦΎ
ƬƠƝΎƧƮƝƪΎƙƤƤΎƙƪƛƠơƬƝƛƬƭƪƝΎƞƧƪΎƧƮƝƪΎƞơƞƬƱΎ
ƱƝƙƪƫ
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ȷɁΎɅȶȯɂΎȶȯɁΎȻȽȲȷ˛ȳȲΎɂȶȳΎɂȽɅȼΎȷȼΎɁȽΎȻȯȼɇΎȲȷˎȳɀȳȼɂΎɅȯɇɁΎȴȽɀΎȱȳȼɂɃɀȷȳɁ˴Ύ
ȻȯȹȷȼȵΎƥȯȺȺȽɅΎȯΎɄȳɀɇΎȷȼɂȳɀȳɁɂȷȼȵΎɁɂɃȲɇΎȷȼΎɂȳɀȻɁΎȽȴΎ ȷɂɁΎȰɃȷȺɂΎȶȳɀȷɂȯȵȳΎ
ȲȽȻȳɁɂȷȱȯȺȺɇ˴ΎȱȽȻȻȳɀȱȷȯȺȺɇ˴ΎȯȼȲΎȷȼȲȳȳȲΎɁȽȱȷȯȺȺɇ˷Ύ
� ƟȳȼȳɀȯȺȺɇΎȼȽɂΎȼȽɂȳȲΎȯɁΎȰȳȷȼȵΎȯȼΎȳɁȾȳȱȷȯȺȺɇΎȾɀȳɂɂɇΎɂȽɅȼ˴ΎȾȯɀɂȷȯȺȺɇΎ
ȲɃȳΎ ɂȽΎ ȷɂɁΎ ȴɀȯȵȻȳȼɂȳȲΎ ȵɀȽɅɂȶΎ Ⱦȯɂɂȳɀȼ˴Ύ ɇȳɂΎ ƥȯȺȺȽɅΎ ȶȯɁΎ ȯΎ ȾȯɀɂȷȱɃȺȯɀΎ
ȱȶȯɀȻΎȯȼȲΎ ȷȼɂɀȷȵɃȳΎɅȶȷȱȶΎ ȷɁΎ ɃȼɀȷɄȯȺȺȳȲΎȰɇΎ ȯȼɇΎȽȴΎ ɂȶȳΎȾȳɀȶȯȾɁΎȻȽɀȳΎ
ȾȷȱɂɃɀȳɁȿɃȳΎ̄ȾȺȯȼȼȳȲ̅ΎɂȽɅȼɁΎȷȼΎɂȶȳΎƥɃȼɁɂȳɀΎɀȳȵȷȽȼ˷ΎƬȶȯɂ Ɂ̃ΎȼȽɂΎɂȽΎɁȯɇΎ
ɂȶȯɂΎȷɂΎȷɁΎɅȷɂȶȽɃɂΎȷɂɁΎɁȱȳȼȷȱΎȿɃȯȺȷɂȷȳɁΎȷȼΎɂȳɀȻɁΎȽȴΎȼȯɂɃɀȯȺΎȺȯȼȲɁȱȯȾȳ˴ΎȸɃɁɂΎ
ɂȶȯɂΎɂȶȳΎȰɃȷȺɂΎȴȯȰɀȷȱΎȯȼȲΎɁɂɀȳȳɂɁȱȯȾȳΎȽȴɂȳȼΎȾȽɀɂɀȯɇΎȺȳɁɁΎɃɀȰȯȼΎȱȽȶȳɀȳȼȱȳ˴Ύ
ȯΎȲȳ˛ȼȷȼȵΎȴȳȯɂɃɀȳΎȴȽɀΎɂȽɅȼΎȯȼȲΎȱȷɂɇ˷ΎƥȯȺȺȽɅɁΎȯɀȱȶȷɂȳȱɂɃɀȳΎȷɁΎȲȳ˛ȼȳȲΎȰɇΎ
ȶȽɅΎɂȶȳΎȰɃȷȺȲȷȼȵɁΎȯȼȲΎɁȾȯȱȳɁΎȺȽȽȹΎȯȼȲΎȴȳȳȺΎȷȼΎɂȶȳΎɃɀȰȯȼΎȱȽȼɂȳɆɂ˴ΎȯȼȲΎ
ȳɄȳȼΎɂȶȽɃȵȶΎɃɀȰȯȼΎȲȳɁȷȵȼΎȼȽɀȻȯȺȺɇΎȲȷȱɂȯɂȳɁΎȶȽɅΎɂȶȳɁȳΎȷȼɂȳȵɀȯɂȳΎɂȽΎɂȶȳΎ
ȺȯɀȵȳɀΎɃɀȰȯȼΎɁȱȯȺȳ˴ΎȷɂΎȯȾȾȳȯɀɁΎȼȽɂΎɂȽΎȰȳΎɂȶȳΎȱȯɁȳΎȷȼΎƥȯȺȺȽɅ˷ΎƤȯɇȳɀɁΎȽȴΎ
ȶȷɁɂȽɀɇΎȯȼȲΎȯΎɁɂɇȺȳΎȽȴΎ Ȳ̂ȳɁȷȵȼΎȰɇΎȯȺɂȳɀȯɂȷȽȼ̃ΎɁȳȳȻɁΎȴȯɀΎȻȽɀȳΎȾɀȳɄȯȺȳȼɂ˷Ύ
ƙȺɂȶȽɃȵȶΎȾɀȽȰȯȰȺɇΎȷȻȾȯȱɂȳȲΎɃȾȽȼΎȻȽɀȳΎȰɇΎɂȶȳΎȱȽȼɁɂȯȼɂΎȺȽȱȯȺΎɄȳɀȼȯȱɃȺȯɀΎ
ɀȳɁȾȽȼɁȳΎȯȼȲΎȲȳɄȳȺȽȾȻȳȼɂΎɂȽΎȲȯɂȳ˴ΎɂȶȷɁΎɂɇȾȳΎȽȴΎȷȼ˫ɃȳȼȱȳΎȷɁΎɁȺȽɅȺɇΎȺȽɁȷȼȵΎ
ȷɂɁΎ ȴȽȽɂȷȼȵΎ ȷȼΎɂȳɀȻɁΎȽȴΎȻȽȲȳɀȼΎȲȳɄȳȺȽȾȻȳȼɂΎ ȷȼΎɂȶȳΎɂȽɅȼ˷ΎƬȶȳΎɃɁȳΎȽȴΎ
ȺȽȱȯȺΎȻȯɂȳɀȷȯȺɁΎɁȷȻȾȺɇΎȰȳȱȯɃɁȳΎȽȴΎɂȶȳȷɀΎȯɄȯȷȺȯȰȷȺȷɂɇΎȯȼȲΎȯˎȽɀȲȯȰȷȺȷɂɇΎȷɁΎ
ȯΎɂɀȯȲȷɂȷȽȼΎȯȺȺΎȰɃɂΎȺȽɁɂ˴ΎȯȼȲΎȱɀȯȴɂΎȽȴΎȱȽȼɁɂɀɃȱɂȷȽȼΎɂɇȾȷȱȯȺΎɂȽΎɂȶȳΎȯɀȳȯΎȷɁΎ
ȯȼΎȯɀɂΎȴȽɀȻΎɀȳȾȺȯȱȳȲΎȰɇΎȻȽȲȳɀȼȷɁȻΎȯȼȲΎɁɂȯȼȲȯɀȲȷɈȯɂȷȽȼ˷ΎƥȯȺȺȽɅΎȷɁΎȼȽɂΎ
ȯΎɂȽɅȼΎȲȳɁȷȵȼȳȲΎȰɇΎȯɀȱȶȷɂȳȱɂɁ˴ΎȷȼΎȴȯȱɂΎȷɂΎȷɁΎȼȽɂΎȯΎɂȽɅȼΎɅȶȷȱȶΎȶȯɁΎȰȳȳȼΎ
ȲȳɁȷȵȼȳȲΎȯɂΎȯȺȺ˴ΎɇȳɂΎȷɂΎȶȯɁΎȵɀȽɅȼΎȯȼȲΎȲȳɄȳȺȽȾȳȲΎȷȼΎȯΎɄȳɀɇΎȾȯɀɂȷȱɃȺȯɀΎȯȼȲΎ
ȷȼɂȳɀȳɁɂȷȼȵΎɅȯɇ˷Ύ ơȼΎ ɂȶȷɁΎ ȯȵȳΎ ȽȴΎ ȷȼȱɀȳȯɁȷȼȵΎ ȹȼȽɅȺȳȲȵȳ˴Ύ ȱȽȻȻɃȼȷȱȯɂȷȽȼΎ
ȯȼȲΎȯɀȱȶȷɂȳȱɂɃɀȯȺΎȯɄȯȷȺȯȰȷȺȷɂɇ˴ΎɅȷȺȺΎ ɂȶȷɁΎȯȺȻȽɁɂΎȽɀȵȯȼȷȱΎ ɂɇȾȳΎȽȴΎȵɀȽɅɂȶΎ
ȰȳΎ ɁɂɃȼɂȳȲΎ ȰɇΎ ȲȳɁȷȵȼ˾Ύ ƯȷȺȺΎ ƥȯȺȺȽɅɁΎ ȶȷɁɂȽɀɇΎ ȯȼȲΎ ȶȳɀȷɂȯȵȳΎ ȰȳȱȽȻȳΎ
ɃȼɀȳȱȽȵȼȷɈȯȰȺȳΎȯȻȷȲɁɂΎɂȶȳΎȯȲɄȯȼȱȳȻȳȼɂΎȽȴΎȻȽȲȳɀȼΎȲȳɄȳȺȽȾȻȳȼɂ˾
ƜȽȳɁΎɂȶȳΎȾɀȳɁȳȼɂΎȲȯɇΎȯɀȱȶȷɂȳȱɂɃɀȯȺΎȯȲɄȯȼȱȳȻȳȼɂΎȽȴΎɂȶȳΎɂȽɅȼΎȱȽȼȴȽɀȻΎ
ɂȽΎȼȯɂȷȽȼȯȺΎɂɀȳȼȲɁΎȯɁΎȽȾȾȽɁȳȲΎȯȲȶȳɀȷȼȵΎɂȽΎȷɂɁΎȽɅȼΎȼȳȳȲɁ˾ΎƬȶȳΎȱȶȯȺȺȳȼȵȳΎ
ȽȴΎɂȶȷɁΎȾȷȳȱȳΎȷɁΎɂȽΎɂɀɇΎɂȽΎȵȯȷȼΎȷȼɁȷȵȶɂΎȷȼɂȽ˴ΎȯȼȲΎȳɄȯȺɃȯɂȳΎɁȽȻȳΎȽȴΎɂȶȳΎȹȳɇΎ
ȷɁɁɃȳɁΎɅȶȷȱȶΎȶȯɄȳΎɁȶȯȾȳȲΎɂȶȳΎɂȽɅȼΎȾȶɇɁȷȱȯȺȺɇΎȯȼȲΎɁȽȱȷȯȺȺɇΎɂȶɃɁΎȴȯɀΎȯȼȲΎ
ȾȳɀȶȯȾɁΎ ȯɂɂȳȻȾɂΎ ɂȽΎ ɁȾȳȱɃȺȯɂȳΎ ȷɂɁΎ ȴɃɂɃɀȳΎ ȷȼΎ ȺȷȵȶɂΎ ȽȴΎ ɀȳȱȳȼɂΎ ȳȱȽȼȽȻȷȱ˴Ύ
ȱɃȺɂɃɀȯȺΎȯȼȲΎȯɀȱȶȷɂȳȱɂɃɀȯȺΎɁȶȷȴɂɁ˷ΎơɁΎɂȶȳΎȾȽɁȷɂȷɄȳΎȲȳɄȳȺȽȾȻȳȼɂΎȽȴΎƥȯȺȺȽɅ Ɂ̃Ύ
ȯɀȱȶȷɂȳȱɂɃɀȯȺΎȶȳɀȷɂȯȵȳΎȲȳȯȲ˾ΎƙȼȲΎȷȴΎɁȽ˴ΎɂȶȳȼΎɅȶȳɀȳΎȲȷȲΎȷɂΎȯȺȺΎȵȽΎɅɀȽȼȵ˾
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ƥȯȺȺȽɅΎ ȴɀȽȻΎ ȷɂɁΎ ȳȯɀȺȷȳɁɂΎȲȯɇɁΎɅȯɁΎȹȼȽɅȼΎ ɂȽΎȰȳΎȯΎ ȴȽȱȯȺΎȾȽȷȼɂΎ ȴȽɀΎ ɂȶȳΎ
ȾɀȽɄȷȼȱȳΎȽȴΎƥɃȼɁɂȳɀ˴ ΎȰȳΎȷɂΎȴȽɀΎȲȳȴȳȼȱȳ˴ΎɂɀȯɄȳȺ˴ΎɂɀȯȲȳΎȽɀΎȱȽȻȻɃȼȷȱȯɂȷȽȼ˴ΎȷɂɁΎ
ɁɂɀȯɂȳȵȷȱΎȷȻȾȽɀɂȯȼȱȳΎȲȯɂȳɁΎȰȯȱȹΎɂȽΎɂȶȳΎɂȷȻȳɁΎȽȴΎɂȶȳΎȳȯɀȺɇΎƦȽɀȻȯȼɁ˷ΎƯȶȳȼΎ
ȳɆȯȻȷȼȷȼȵΎɂȶȳΎȽɀȷȵȷȼɁΎȽȴΎɂȶȳΎɂȽɅȼ˴ΎȽȼȳΎȻɃɁɂΎȺȽȽȹΎɂȽΎɂȶȳΎȳȯɀȺɇΎȻȷȺȷɂȯɀɇΎ
ȾɀȳɁȳȼȱȳΎ̚ƝȼȵȺȷɁȶ̛ΎɅȶȷȱȶΎȱȯȼΎȰȳΎɂɀȯȱȳȲΎȰȯȱȹΎɂȶɀȽɃȵȶΎƛɀȽȻɅȳȺȺȷȯȼΎȯȼȲΎ
ƝȺȷɈȯȰȳɂȶȯȼΎɂȷȻȳɁΎɅȶȳȼΎȱȽȼɂɀȽȺΎȽȴΎɂȶȳΎȽȼȺɇΎƚȺȯȱȹɅȯɂȳɀΎƪȷɄȳɀΎȱɀȽɁɁȷȼȵΎ
ȽȴΎɂȶȯɂΎɂȷȻȳΎɅȯɁΎȽȴΎɄȷɂȯȺΎ ȷȻȾȽɀɂȯȼȱȳ˷ΎƬȶȷɁΎȵȳȼȳɀȯɂȳȲΎɂȶȳΎȷȻȾȳɂɃɁΎȴȽɀΎ
ɁȳɂɂȺȳȻȳȼɂΎ ȼȳȯɀΎ ɂȶȳΎ ɁȳȱɃɀȷɂɇΎ ȽȴΎ ȯɀȻȳȲΎ ȾɀȽɂȳȱɂȷȽȼ˴Ύ ȯȼȲΎ ȯΎ ȱȺɃɁɂȳɀΎ ȽȴΎ
ȲɅȳȺȺȷȼȵɁΎȴȽɀȻȳȲΎȯɀȽɃȼȲΎɂȶȳΎȱȯɁɂȺȳΎ ȷɂɁΎȵɀȽɃȼȲɁΎȯȼȲΎɂȶȳΎȱȶɃɀȱȶ˷ΎƬȶȷɁΎ
ȷɁΎɂȶȽɃȵȶɂΎɂȽΎȶȯɄȳΎȰȳȳȼΎɂȶȳΎȽɀȷȵȷȼɁΎȽȴΎɂȶȳΎȻȯȷȼΎɁɂɀȳȳɂΎȷȼΎɂȶȳΎȻȳȲȷȳɄȯȺΎ
ȾȳɀȷȽȲΎȯȼȲΎɂȶȳΎȹȳɇΎȵȳȼȳɀȯɂȽɀΎȷȼΎɂȶȳΎȺȯɇȽɃɂΎȽȴΎȯɀȳȯΎȴɀȽȻΎɂȶȳΎȱȯɁɂȺȳΎȵȯɂȳɁΎ
ɂȽΎɅȶȯɂΎɅȳΎȹȼȽɅΎɂȽȲȯɇΎȯɁΎ̂Ƨ̃ƚɀȷȳȼΎƫɂ˷̃˷ΎƮȳɀɇΎȺȷɂɂȺȳΎȷɁΎȹȼȽɅȼΎȯȰȽɃɂΎɂȶȳΎ
ɂɇȾȳΎȽȴΎȶȽɃɁȳɁΎɂȶȯɂΎȳɆȷɁɂȳȲΎȯɂΎɂȶȳΎɂȷȻȳΎȰɃɂΎƥȯȺȺȽɅΎɂȽɅȼΎɅȯɁΎȰȽɀȼ˷ΎơɂɁΎ
ȰȳȺȷȳɄȳȲΎɂȶȯɂΎȯΎɁɂɀȽȼȵΎȴȽɀɂȷ˛ȱȯɂȷȽȼΎɅȽɃȺȲΎȶȯɄȳΎȰȳȳȼΎȾɃɂΎȷȼΎȾȺȯȱȳ˴ΎɇȳɂΎ
ɂȶȳɀȳΎȷɁΎȼȽΎɀȳȱȽɀȲΎȽȴΎƥȯȺȺȽɅΎȳɄȳɀΎȶȯɄȷȼȵΎɂȽɅȼΎɅȯȺȺɁΎȯȼȲΎȰɇΎɂȶȳΎȳȼȲΎȽȴΎ
ɂȶȳΎɂȶȷɀɂȳȳȼɂȶΎȱȳȼɂɃɀɇΎȷɂɁΎȯȼΎȳɁɂȷȻȯɂȳȲΎɃȾΎɂȽΎɁȷɆɂɇΎȴȯȻȷȺȷȳɁ˴ΎȻȯȲȳΎɃȾΎ
ȽȴΎȯɀɂȷɁȯȼɁΎȯȼȲΎɂɀȯȲȳɀɁΎȽȱȱɃȾȷȳȲΎɂȶȳΎɂȽɅȼ˷ΎƤȷɂɂȺȳΎɀȳȻȯȷȼɁΎȯɁΎȳɄȷȲȳȼȱȳΎ
ȴɀȽȻΎɂȶȷɁΎȳȯɀȺɇΎȳɀȯΎȷȼΎɂȳɀȻɁΎȽȴΎȰɃȷȺɂΎȴȯȰɀȷȱΎȽɀΎɁȳɂɂȺȳȻȳȼɂΎȾȯɂɂȳɀȼɁ˴ΎȯȼȲΎ
ȯȺɂȶȽɃȵȶΎ ȷɂΎȻȯɇΎɃȼȹȼȽɅȷȼȵȺɇΎȰȳΎȽȴΎȵɀȳȯɂΎ Ɂȷȵȼȷ˛ȱȯȼȱȳΎ ɂȽΎ ɂȶȳΎȽɄȳɀΎȯȺȺΎ
ȽɀȷȵȷȼɁΎȽȴΎɂȶȳΎɂȽɅȼ˴ΎȷɂɁΎɁȷȵȼȷ˛ȱȯȼȱȳΎȷɁΎȽɄȳɀɁȶȯȲȽɅȳȲΎȰɇΎȲȳɄȳȺȽȾȻȳȼɂɁΎ
ɁɃȱȱȳȳȲȷȼȵΎ Ύ ȷɂ˷Ύ ƟɀȳȯɂΎ ȳɆȾȯȼɁȷȽȼΎ ȽȴΎ ɂȶȳΎ ɂȽɅȼΎ ɂȽȽȹΎ ȾȺȯȱȳΎ ȷȼΎ ɂȶȳΎ ȳȯɀȺɇΎ
ɁȳɄȳȼɂȳȳȼɂȶΎ ȱȳȼɂɃɀɇΎ ȯɁΎ ɂȶȳΎ ɂȽɅȼΎ ȰȳȱȯȻȳΎ ȶȳȯɄȷȺɇΎ ȷȻȾȯȱɂȳȲΎ ɃȾȽȼΎ ȰɇΎ
ƝȼȵȺȷɁȶΎɁȳɂɂȺȳȻȳȼɂ˷ΎƬȶɃɁΎƥȯȺȺȽɅΎȵɀȳɅΎȯȼȲΎȲȳɄȳȺȽȾȳȲΎȷȼΎȯΎɁȷȻȷȺȯɀΎɅȯɇΎ
ɂȽΎȻȽɁɂΎƝȼȵȺȷɁȶΎɁȳɂɂȺȳȻȳȼɂɁΎȯɂΎɂȶȳΎɂȷȻȳ˴ΎȯΎɁȳȳȻȷȼȵȺɇΎɃȼȽɀȵȯȼȷɈȳȲΎɀȽɅΎ
ȽȴΎ ȶȽɃɁȳɁΎ ɁɂɀȯȵȵȺȷȼȵΎ ȯȺȽȼȵΎ ɂȶȳΎȻȯȷȼΎ ȶȷȵȶɅȯɇΎ ɅȷɂȶΎ ȯΎ ȴȳɅΎ ɁɃȰɁȷȲȷȯɀɇΎ
ȺȯȼȳɁΎȰɀȯȼȱȶȷȼȵΎȽˎΎȽȴΎ ȷɂ˷ΎƬȶȳΎɂȽɅȼΎȾɀȽȵɀȳɁɁȳȲΎɅȳɁɂɅȯɀȲΎȯȺȽȼȵΎɅȶȯɂΎ
ȷɁΎ ɁɂȷȺȺΎ ɂȽȲȯɇΎ ȷɂɁΎȻȯȷȼΎ ɁɂɀȳȳɂΎ ȯȼȲΎɅȯɁΎ ȼȽɅΎȾɀȽɂȳȱɂȳȲΎ ȽȼΎ ɂȶȷɁΎ ɁȷȲȳΎ ȰɇΎ
ȯΎɁȻȯȺȺȳɀΎȱȯɁɂȺȳ˴Ύ ȷȼΎɂȶȳΎȯɀȳȯΎɂȽȲȯɇΎȹȼȽɅȼΎȯɁΎ̄ƫȶȽɀɂȱȯɁɂȺȳ̅˷ΎƬȶȳΎɁɂɀȳȳɂΎ
ȰȳɂɅȳȳȼΎɂȶȳΎɂɅȽΎȱȯɁɂȺȳɁΎɅȯɁΎȼȽɅΎȺȷȼȳȲΎɅȷɂȶΎɁȽȻȳΎɂɅȽΎȶɃȼȲɀȳȲΎƝȼȵȺȷɁȶΎ
ȶȽɃɁȳɁ˴ΎɂȶȷɀɂɇΎɁɂɀȽȼȵȺɇΎȰɃȷȺɂΎȷȼΎɁɂȽȼȳ˴ΎɂȶȳΎȽɂȶȳɀɁΎȽȴΎɁȽȻȳΎȴȽɀȻΎȽȴΎɅȯɂɂȺȳΎ
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ȯȼȲΎȲȯɃȰΎȱȽȼɁɂɀɃȱɂȷȽȼ˷ΎƜɃɀȷȼȵΎɂȶȷɁΎȾȳɀȷȽȲΎȽȴΎɂȶȳΎȻȷȲΎɁȷɆɂȳȳȼΎȶɃȼȲɀȳȲɁΎ
ɂȶȳΎȽȺȲΎȻȳȲȷȳɄȯȺΎ ɂȽɅȼΎɅȯɁΎɀȳɄȯȻȾȳȲ˴ΎȽȺȲΎȻɃȲΎɅȯȺȺȳȲ˵Ύ ɂȶȯɂȱȶȳȲΎȯȼȲΎ
ɂȷȻȰȳɀ˹ȴɀȯȻȳȲΎ ȶȽɃɁȳɁΎ ɅȳɀȳΎ ɀȳȾȺȯȱȳȲΎ ȯȼȲΎ ɀȳȼȽɄȯɂȳȲ˷Ύ ƫɂɀȽȼȵΎ ɁɂȽȼȳΎ
ɁȺȯɂȳȲΎȰɃȷȺȲȷȼȵɁΎȰȳȱȯȻȳΎȱȽȻȻȽȼΎȾȺȯȱȳΎȯɁΎȾȳȽȾȺȳΎȰȳȱȯȻȳΎȻȽɀȳΎɁȳȱɃɀȳΎ
ȯȼȲΎ˛ȼȯȼȱȷȯȺȺɇΎȯȰɃȼȲȯȼɂΎȽɀΎȯɁΎɂȶȳΎȽɂȶȳɀΎȰɃȷȺȲȷȼȵɁΎɀȳȿɃȷɀȳȲΎɀȳȾȺȯȱȷȼȵΎ
ȴȽȺȺȽɅȷȼȵΎȯȼΎȯɂɂȳȻȾɂȳȲΎɁȷȳȵȳΎȽȴΎ̰ ̵̴̳˷ΎƠȽɅȳɄȳɀΎɂȶȳɀȳΎɅȯɁΎɄȳɀɇΎȺȷɂɂȺȳΎȷȴΎȯȼɇΎ
ȳɆȾȯȼɁȷȽȼΎȽɀΎȽɄȳɀȯȺȺΎȱȶȯȼȵȳΎȷȼΎȾȺȽɂΎȺȯɇȽɃɂΎȽɄȳɀΎɂȶȳΎȷȼɂȳɀɄȳȼȷȼȵΎȱȳȼɂɃɀɇΎ
ȯȼȲΎȯΎȶȯȺȴ˷ΎƬȶȳΎȲȷɁȱȽɄȳɀɇΎȽȴΎȯΎɁȾȯΎȷȼΎɂȶȳΎ̶̰̱̯ Ɂ̃ΎɂɀȯȼɁȴȽɀȻȳȲΎƥȯȺȺȽɅΎȷȼɂȽΎ
ȯΎȴȯɁȶȷȽȼȯȰȺȳΎɂȽɃɀȷɁɂΎȲȳɁɂȷȼȯɂȷȽȼΎȯȼȲΎȰɀȽɃȵȶɂΎȵɀȳȯɂΎȾɀȽɁȾȳɀȷɂɇΎɂȽΎɂȶȳΎ
ɂȽɅȼΎȴȽɀΎɂȶȳΎɀȳȻȯȷȼȲȳɀΎȽȴΎɂȶȯɂΎȱȳȼɂɃɀɇ˷ΎƫȽΎɅȶȷȺȳΎȻȯȼɇΎȽȴΎɂȶȳΎȰɃȷȺȲȷȼȵɁΎ
ɅȳɀȳΎ ȷȻȾɀȽɄȳȲ˴Ύ ɂȶȳΎȽɄȳɀΎȯȺȺΎȵȳȽȵɀȯȾȶɇΎȽȴΎ ɂȶȳΎȵɀȽɃȼȲΎȾȺȯȼΎ ɀȳȻȯȷȼȳȲΎ
ɂȶȳΎɁȯȻȳ˷ΎơȼΎ̶̶̴̰ΎȼȽɀɂȶΎȽȴΎɂȶȳΎɀȷɄȳɀΎɂȶȳΎɂȽɅȼΎȱȽȼɁȷɁɂȳȲΎȽȴΎȯȰȽɃɂΎ̳̯̯Ύ
ȶȽɃɁȳɁΎȯȼȲΎ̰̱̯ΎȽȼΎɂȶȳΎɁȽɃɂȶȳɀȼΎɁȷȲȳΎȷȼΎȯΎɁɂɀȳȳɂΎȺȳȯȲȷȼȵΎȴɀȽȻΎɂȶȳΎȰɀȷȲȵȳΎ
ȼȯȻȳȲΎƚȯȺȺɇȲȯȶȳȳȼ˴ΎƧȼȳΎȴȳȯɂɃɀȳΎɅȶȷȱȶΎȳȻȳɀȵȳȲΎȯɂΎɂȶȷɁΎɂȷȻȳΎɅȯɁΎɂȶȳΎ
ȾȽȾɃȺȯɀΎ̨ ɀɁɂΎ˫ ȽȽɀΎȰȯɇΎɅȷȼȲȽɅΎɅȶȷȱȶΎȵȯɄȳΎɂȶȳΎȾȳȽȾȺȳΎȽȴΎɂȶȳΎɂȽɅȼΎȯΎȵȽȽȲΎ
ɄȯȼɂȯȵȳΎȾȽȷȼɂΎȯɂΎɅȶȷȱȶΎɂȽΎɁȷɂΎɂȽΎɅȯɂȱȶΎɂȶȳΎȾɀȽȻȳȼȯȲȳΎȯȼȲΎɂȶȳΎȾȳȽȾȺȳΎɂȽΎ
ȯȼȲΎȴɀȽȻΎɂȶȳΎ̄ƫȾȯ̅˷ΎƫȯȲȺɇΎȴȳɅΎȽɀȷȵȷȼȯȺΎȳɆȯȻȾȺȳɁΎɀȳȻȯȷȼΎɂȽȲȯɇΎȰɃɂΎɂȶȳɇΎ
ȯɀȳΎȯΎȴȳȯɂɃɀȳΎɃȼȲȽɃȰɂȳȲȺɇΎɀȳȱȽȵȼȷɈȯȰȺȳΎȯȼȲΎȷȼ˫ɃȳȼɂȷȯȺΎȳɄȳȼΎȽȼΎȻȽȲȳɀȼΎ
ȲȳɄȳȺȽȾȻȳȼɂΎȷȼΎɂȶȳΎɂȽɅȼ˷ΎƙΎȵɀȳȯɂΎȱȽȼɁȷɁɂȳȼȱɇΎɀȳȻȯȷȼȳȲΎȴȽɀΎȽɄȳɀΎɂȶɀȳȳΎ
ȱȳȼɂɃɀȷȳɁΎȽȴΎɂȶȳΎȰȯɁȷȱΎȺȯɇȽɃɂΎȯȼȲΎȵɀȽɃȼȲΎȵȳȽȵɀȯȾȶɇΎȽȴΎƥȯȺȺȽɅɁΎƥȯȷȼΎ
ƫɂɀȳȳɂ˷ΎƬȶȳΎȾȶɇɁȷȱȯȺΎȱȽɃȼɂΎȽȴΎȾɀȳȻȷɁȳɁΎȽȼΎɂȶȳΎȻȯȷȼΎɁɂɀȳȳɂΎȷȼΎ̸̸̴̰ΎɁɂȽȽȲΎ
ȯɂΎȽȼȳΎȶɃȼȲɀȳȲΎȯȼȲΎɁȷɆɂɇ˴ ΎɃȾΎȴɀȽȻΎȽȼȳΎȶɃȼȲɀȳȲΎȯȼȲΎɂȶȷɀɂɇΎɁȷɆΎȸɃȲȵȷȼȵΎ
ȴɀȽȻΎȯΎɁȹȳɂȱȶΎȻȯȾΎȲɀȯɅȼΎȯȺȻȽɁɂΎɂɅȽΎȶɃȼȲɀȳȲΎɇȳȯɀɁΎȾɀȳɄȷȽɃɁ˷ΎƬȶȳɀȳΎ
ɅȳɀȳΎȻȯȼɇΎȱȶȯȼȵȳɁΎɂȽΎɂȶȳΎɂȽɅȼΎȶȽɅȳɄȳɀΎȲɃɀȷȼȵΎɂȶȷɁΎȾȳɀȷȽȲ˴ΎɂȶȳΎɁɂɀȳȳɂΎ
ȴȯɚȯȲȳΎɅȯɁΎȱȽȼɂȷȼɃȯȺȺɇΎȰȳȷȼȵΎɃȾȵɀȯȲȳȲ˴ΎȯȼȲΎȵɀȳȯɂȳɀΎȯɂɂȳȼɂȷȽȼΎɅȯɁΎȾȯȷȲΎ
ɂȽΎ ȱȶɃɀȱȶȳɁ˴Ύ ȰȯɀɀȯȱȹɁΎ ȯȼȲΎ ɁȱȶȽȽȺɁΎ ȰȳȱȯɃɁȳΎ ȽȴΎ ȾȽȺȷɂȷȱȯȺ˴Ύ ȱɃȺɂɃɀȯȺΎ ȯȼȲΎ
ɀȳȺȷȵȷȽɃɁΎɁȶȷȴɂɁΎȰȽɂȶΎȺȽȱȯȺȺɇΎȯȼȲΎȼȽɂȷȽȼȯȺȺɇ˷ΎƛȯɂȶȽȺȷȱΎȳȻȯȼȱȷȾȯɂȷȽȼΎȻȳȯȼɂΎ
ɂȶȯɂΎɂȶȳΎȱȶɃɀȱȶΎȼȳȳȲΎȼȽΎȺȽȼȵȳɀΎȰȳΎȶȷȲȲȳȼΎȴɀȽȻΎɄȷȳɅΎȯȼȲΎȯΎɁȾȳȱɂȯȱɃȺȯɀΎ
ȱȺȳȯɀȷȼȵΎȽȴΎȶȽɃɁȳɁΎɂȽȽȹΎȾȺȯȱȳΎȷȼΎȽɀȲȳɀΎɂȽΎȽȾȳȼΎȷɂΎɃȾΎɂȽΎɂȶȳΎȻȯȷȼΎɁɂɀȳȳɂ˷Ύ
ƨɀȳȻȷɁȳɁΎ ȰȳȱȯȻȳΎ ȯȻȯȺȵȯȻȯɂȳȲΎ ɂȽΎ ȴȽɀȻΎ ȶȽɂȳȺɁΎ ȯȼȲΎ ȰȯȼȹɁΎ ȰɃɂΎ ɂȶȳΎ
ȴȯȻȷȼȳΎȲȳȯȺɂΎȯΎ˛ȼȯȺΎȰȺȽɅΎɂȽΎɂȶȳΎɂȽɅȼɁΎȾɀȽɁȾȳɀȷɂɇΎȰɀȽɃȵȶɂΎȯȰȽɃɂΎȰɇΎɂȶȳΎ
̄ƫȾȯ̅˷ΎƬȶȳΎȯɀɀȷɄȯȺΎȽȴΎȰȯȼȹȷȼȵΎȳɁɂȯȰȺȷɁȶȻȳȼɂɁ˴ΎȳȱȽȼȽȻȷȱȯȺȺɇΎȯɁΎɅȳȺȺΎȯɁΎ
ɂȶȳȷɀΎɄȷɁɃȯȺΎȾɀȳɁȳȼȱȳΎȯȼȲΎɁɂɃɀȲɇΎȴȯȱȯȲȳɁΎȷȼȷɂȷȯɂȳȲΎȴɃɀɂȶȳɀΎȱȶȯȼȵȳΎȷȼΎɂȶȳΎ
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ɂȽɅȼ˷ΎƬȶȳΎɂɀȯȼɁȷɂȷȽȼΎɂȽɅȯɀȲΎɂȶȳΎȱȽȻȻȳɀȱȷȯȺ˴ΎȷȼȲɃɁɂɀȷȯȺΎȯȼȲΎȯȵɀȷȱɃȺɂɃɀȯȺΎ
ɀȳȿɃȷɀȳȻȳȼɂɁΎ ȻȳȯȼɂΎ ȻȯȸȽɀΎ ȳɆȾȯȼɁȷȽȼΎ ɂȶɀȽɃȵȶΎ ɂȽΎ ɂȶȳΎ ɂɅȳȼɂȷȳɂȶΎ
ȱȳȼɂɃɀɇ˴ΎɂɀȯȼɁȴȽɀȻȷȼȵΎɂȶȳΎɂȽɅȼΎȱɃȺɂɃɀȯȺȺɇΎȯȼȲΎȳȱȽȼȽȻȷȱȯȺȺɇΎȺȳȯȲȷȼȵΎɂȽΎ
ȷɂɁΎȲȳɄȳȺȽȾȻȳȼɂΎ ȷȼΎȯȺȺΎȲȷɀȳȱɂȷȽȼɁ˷ΎƬȶȳΎɅȳɁɂΎȳȼȲΎȼȽɅΎȳɆɂȳȼȲɁΎȰȳɇȽȼȲΎ
ƫȶȽɀɂȱȯɁɂȺȳΎɂȽΎɅȶȳɀȳΎɂȶȳΎɁɂɀȳȳɂΎȷȼɂȳɀɁȳȱɂɁΎɅȷɂȶΎɂȶȳΎȻȯȷȼΎƛȽɀȹ˴ΎƤȷȻȳɀȷȱȹ˴Ύ
ȯȼȲΎƣȷȺȺȯɀȼȳɇΎɀȽȯȲɁΎȯɂΎɂȶȳΎɀȽɃȼȲȯȰȽɃɂΎɀȳɁȾȽȼɁȷȰȺȳΎȴȽɀΎɂȶȳΎ̄ƛɀȽɁɁɀȽȯȲɁΎ
ȽȴΎƥɃȼɁɂȳɀ̅ΎɂȯȵΎɅȶȷȱȶΎɂȶȳΎɂȽɅȼΎɃȾȶȽȺȲɁ˷ΎƭȼɂȷȺΎ ɂȶȷɁΎȾȽȷȼɂΎɂȶȳΎɂȽɅȼ Ɂ̃Ύ
ȵɀȽɅɂȶ˴ΎȲȳɄȳȺȽȾȻȳȼɂΎȯȼȲΎȰɃȷȺɂΎȶȳɀȷɂȯȵȳΎɅȳɀȳΎȲȳɀȷɄȳȲΎȴɀȽȻΎɂȶȳΎȼȳȳȲɁΎ
ȯȼȲΎȻȳȯȼɁΎ ȽȴΎ ȽɀȲȷȼȯɀɇΎ ȺȽȱȯȺΎ ȾȳȽȾȺȳ˷ΎƙΎȾȯɀɂȷȱɃȺȯɀΎ ɂɇȾȳΎ ȽȴΎ ɄȳɀȼȯȱɃȺȯɀΎ
ȶȯȲΎȲȳɄȳȺȽȾȳȲ˴ΎɂȶȳΎȺȷȼȹɁΎɂȽΎɅȶȷȱȶΎȱȯȼΎȰȳΎɂɀȯȱȳȲΎȰȯȱȹΎɂȶɀȽɃȵȶΎȶȷɁɂȽɀɇ˴Ύ
ɂȽΎȾȯɀɂȷȱɃȺȯɀΎȳɀȯɁ˴ΎɁȽȱȷȯȺΎȯȼȲΎȱɃȺɂɃɀȯȺΎɁȶȷȴɂɁ˴ΎȻȳɀȵȳȲΎɅȷɂȶΎ ȷȼ˫ɃȳȼȱȷȼȵΎ
ȯɀȱȶȷɂȳȱɂɃɀȯȺΎɁɂɇȺȳɁ˷ΎƪȽɅΎȯȼȲΎɂȳɀɀȯȱȳΎȶȽɃɁȳɁΎȽȴΎƟȳȽɀȵȷȯȼ˴ΎƮȷȱɂȽɀȷȯȼ˴ΎȯȼȲΎ
ƟȽɂȶȷȱΎƪȳɄȷɄȯȺΎ ȷȼ˫ɃȳȼȱȳΎɅȳɀȳΎ ȷȼɂɀȽȲɃȱȳȲΎ ȷȼΎȾɀȽɁȾȳɀȷɂɇ˷ΎƬȶȷɁΎɅȯɁΎȼȽɂΎ
ȼȳȱȳɁɁȯɀȷȺɇΎɂȶȳΎɂɇȾȷȱȯȺΎȲȳɄȳȺȽȾȻȳȼɂΎȾȯɂɂȳɀȼΎȽȴΎơɀȷɁȶΎɂȽɅȼΎȲȳɄȳȺȽȾȻȳȼɂΎ
ȯɁΎȻȯȼɇΎȽȴΎɂȶȳΎȽɂȶȳɀΎȻȳȲȷȳɄȯȺΎȻȯɀȹȳɂΎɂȽɅȼɁΎɅȳɀȳΎɀȳȲȳɁȷȵȼȳȲΎȯȼȲΎȼȳɅΎ
ɂȽɅȼɁΎɅȳɀȳΎȺȯȷȲΎȽɃɂ˷ΎƥȯȺȺȽɅɁΎȲȷɄȳɀɁȷɂɇΎȽȴΎȷȼɂȳɀȳɁɂȷȼȵΎɁɂɀȳȳɂɁ˴ΎȴȯȱȯȲȳɁΎȯȼȲΎ
ȺȳɄȳȺɁΎȽȴΎȱɀȯȴɂΎȳȻȳɀȵȳȲΎȽɄȳɀΎȶɃȼȲɀȳȲɁΎȽȴΎɇȳȯɀɁΎȽȴΎȲȳɄȳȺȽȾȻȳȼɂΎȲȷɀȳȱɂȺɇΎ
ȴɀȽȻΎ ɁȳɂɂȺȳȻȳȼɂΎ ɂȽΎ ɂȽɅȼ˷Ύ Ύ ƛȺȯɁɁȷȱȯȺȺɇΎ ȷȼɁȾȷɀȳȲΎȻȯɀȹȳɂ˹ȶȽɃɁȳɁΎ ɅȶȷȱȶΎ
ȽȴɂȳȼΎȲȽɃȰȺȳȲΎȯɁΎȱȽɃɀɂȶȽɃɁȳɁΎȯȼȲΎȻȳȳɂȷȼȵΎɀȽȽȻɁΎȰȳȱȯȻȳΎȴȽȱȯȺΎȾȽȷȼɂɁΎ
ȷȼΎɂȶȳΎɂȽɅȼ˷ΎƬȶȳΎȳȱȽȼȽȻȷȱΎɁɂȯȵȼȯɂȷȽȼΎȽȴΎȻȽɁɂΎȽȴΎɂȶȳΎɂɅȳȼɂȷȳɂȶΎȱȳȼɂɃɀɇΎ
ȯȾȾȳȯɀɁΎɂȽΎȶȯɄȳΎȶȯȲ˴ΎȷɀȽȼȷȱȯȺȺɇ˴ΎȯȼΎȷȻȾȽɀɂȯȼɂΎȰȳȼȳ˛ɂΎȴȽɀΎƥȯȺȺȽɅ˴ΎȯȼȲΎ
ȷȼȲȳȳȲΎȯȺȺΎȽȴΎƦȽɀɂȶΎƛȽɀȹ Ɂ̃ΎȯɀȱȶȷɂȳȱɂɃɀȯȺΎȶȳɀȷɂȯȵȳ˷ΎơɂΎȶȳȺȾȳȲΎɂȽΎȾɀȳɁȳɀɄȳΎ
ɂȶȳΎ ȳȷȵȶɂȳȳȼɂȶΎ ȯȼȲΎ ȼȷȼȳɂȳȳȼɂȶΎ ȱȳȼɂɃɀɇΎ ȴȯȰɀȷȱΎ ȽȴΎ ɂȶȳΎȻȯȸȽɀȷɂɇΎ ȽȴΎ ɂȶȳΎ
ɂȽɅȼ˷ΎΎƠȽɅȳɄȳɀΎɂȶȷɁΎȯɀȱȶȷɂȳȱɂɃɀȯȺΎȴȯȰɀȷȱΎȷɁΎȼȽɅΎɃȼȲȳɀΎɂȶɀȳȯɂΎȯɁΎȯΎɀȳɁɃȺɂΎ
ȽȴΎȷȼɂȳȼɁȳΎȲȳɄȳȺȽȾȻȳȼɂΎȾɀȳɁɁɃɀȳΎȯɀȷɁȷȼȵΎȽɄȳɀΎɀȳȱȳȼɂΎȲȳȱȯȲȳɁ˷ΎƬȶȳΎɁȯȻȳΎ
ȺȳɄȳȺΎȽȴΎȶȳɀȷɂȯȵȳΎȱȯȼȼȽɂΎȰȳΎɁȳȳȼΎȷȼΎɂȶȳΎɂȽɅȼ Ɂ̃ΎȲȳɄȳȺȽȾȻȳȼɂΎȼȳȯɀȷȼȵΎɂȶȳΎ
ȳȼȲΎȽȴΎɂȶȳΎɂɅȳȼɂȷȳɂȶΎȱȳȼɂɃɀɇ˷ΎơȼɂȳɀȳɁɂȷȼȵΎȺȳɄȳȺɁΎȽȴΎȿɃȯȺȷɂɇ˴ΎȯȼȲΎȱɀȯȴɂΎɁȳȳȻΎ
ȯȺȺΎȰɃɂΎȺȽɁɂΎȷȼΎȻȽȲȳɀȼΎȳɄȽȺɃɂȷȽȼ˷ΎƮȳɀȼȯȱɃȺȯɀΎȼȽΎȺȽȼȵȳɀΎȱȽɃȼɂɁΎȴȽɀΎȻɃȱȶΎ
ȷȼΎɂȶȷɁΎȳɀȯΎȽȴΎ̄ȻȽȲȳɀȼΎȲȳɁȷȵȼ̅ΎȯɁΎɂȶȳΎɂȽɅȼΎȺȽɁȳɁΎȷɂɁΎɁȳȼɁȳΎȽȴΎȯΎȼȯɂɃɀȯȺΎ
ȵɀȽɅɂȶΎȯȼȲΎȲȳɄȳȺȽȾȻȳȼɂ˴ΎȵȷɄȷȼȵΎɅȯɇΎɂȽΎɂȶȳΎȳȾȷȲȳȻȷȱΎȽȴΎȽȾȾȽɀɂɃȼȷɁɂȷȱΎ
ȱȽȼɁɂɀɃȱɂȷȽȼ˷ΎƭɀȰȯȼΎɁȾɀȯɅȺ˴ΎȲɀȷɄȳȼΎȰɇΎȳȱȽȼȽȻȷȱΎȯȰɃȼȲȯȼȱȳΎȶȯɁΎɂȯȷȼɂȳȲΎ
ɂȶȳΎȯɀȱȶȷɂȳȱɂɃɀȳΎȽȴΎɂȶȷɁΎȯȼȲΎȻȯȼɇΎȽɂȶȳɀΎơɀȷɁȶΎɂȽɅȼɁ˴ΎɀȳɁɃȺɂȷȼȵΎȷȼΎȯΎȾȽɁɂΎ
̄ƛȳȺɂȷȱΎ Ƭȷȵȳɀ̅Ύ ƥȯȺȺȽɅΎ ȺȷɂɂȳɀȳȲΎ ɅȷɂȶΎ ȾȽȽɀΎ ȿɃȯȺȷɂɇΎ ȲȳɄȳȺȽȾȻȳȼɂɁΎ ȯȼȲΎ
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ȴȯȺȺȷȼȵΎȶȽɃɁȳΎȾɀȷȱȳɁ˷ΎƝɁɂȯɂȳɁΎɅȷɂȶΎȯΎȻɃȼȲȯȼȳ˴ΎɇȳȺȺȽɅΎɂȷȼɂ˴ΎȯȼȲΎȯΎȴȯȱȳȺȳɁɁΎ
ȲȳɁȷȵȼΎȶȯɄȳΎȰɀȽɃȵȶɂΎɄȳɀɇΎȺȷɂɂȺȳΎȽȴΎȰȳȼȳ˛ɂΎɂȽΎɂȶȳΎɂȽɅȼΎȯɁΎɃɀȰȯȼΎȾȺȯȼɁΎ
ȯȷȻΎ ɂȽΎ ȾɀȽȻȽɂȳΎ ɂȶȳΎ ȯȲɄȯȼȱȳȻȳȼɂΎ ȽȴΎ ȲȳɄȳȺȽȾȻȳȼɂ˴Ύ ɂȽΎ ȻȯȹȳΎƥȯȺȺȽɅΎ
ȯΎ ̄ȶɃȰ̅Ύ ȴȽɀΎ ɂȶȳΎ ̄ƟȯɂȳɅȯɇΎƛȷɂɇ̅ΎȽȴΎƛȽɀȹ˷ΎƬȶȳΎ ɂȽɅȼΎ ȷɁΎȼȽΎ ȺȽȼȵȳɀΎ ɁȳȺȴ˹
ȱȽȼɂȯȷȼȳȲ˷Ύ ơɂΎ ȶȯɁΎ ȰȳȱȽȻȳΎ ȯΎ ɁȯɂȳȺȺȷɂȳΎ ȽȴΎ ȯΎ ȱȷɂɇΎ ȺȽȱȯɂȳȲΎ ɂȶȷɀɂɇΎȻȷȼɃɂȳɁΎ
ɂȽΎɂȶȳΎɁȽɃɂȶΎȯɁΎƥȯȺȺȽɅΎɂȽɅȼΎȵɀȽɅɁΎȽȼȺɇΎ ȷȼΎ ȷɂɁΎɁɃȰɃɀȰɁ˷ΎƙȼΎȯȺȯɀȻȷȼȵΎ
ȼȳȵȺȳȱɂΎɂȽɅȯɀȲɁΎɂȶȳΎȲȳɄȳȺȽȾȻȳȼɂΎȽȴΎȯȼɇΎȴȽɀȻΎȽȴΎɃɀȰȯȼΎȱȽȼɁȷɁɂȳȼȱɇΎȶȯɁΎ
ɁȳȳȼΎȺȯɀȵȳ˹ɁȱȯȺȳΎȾɀȽȸȳȱɂɁΎȰȺȯȼȹȳɂΎɂȶȳΎɂȽɅȼɁΎȾȳɀȷȾȶȳɀɇΎȴȽɀȱȷȼȵΎȯΎȺȽɁɁΎȽȴΎȯΎ
ɁȳȼɁȳΎȽȴΎȷȲȳȼɂȷɂɇΎȯȼȲΎȯɀȱȶȷɂȳȱɂɃɀȯȺΎȴȯȰɀȷȱΎɂȽΎȼȽɂΎȽȼȺɇΎɂȶȷɁΎȰɃɂΎȱȽɃȼɂȺȳɁɁΎ
ɂȽɅȼɁΎȯȼȲΎɄȷȺȺȯȵȳɁΎɃȼȲȳɀΎɁȷȻȷȺȯɀΎȱȽȼɁɂɀȯȷȼɂɁΎȽȴΎȾɀȽɆȷȻȷɂɇ˷ΎΎ
� ƙɀȱȶȷɂȳȱɂɃɀȯȺΎƛȽȼɁȳɀɄȯɂȷȽȼΎƙɀȳȯΎ ̚ƙ˷Ύƛ˷Ύƙ˷̛Ύ ɀȳɁɂɀȷȱɂȷȽȼɁΎȯɀȳΎ ȷȼΎ
ȾȺȯȱȳΎ ɂȽΎ ȱȽȼɂɀȽȺΎȲȳɄȳȺȽȾȻȳȼɂΎɅȷɂȶȷȼΎ ȱȳɀɂȯȷȼΎȾȯɀȯȻȳɂȳɀɁΎȽȴΎ ɂȶȳΎ ɂȽɅȼΎ
ȱȳȼɂɀȳ˴ΎȰɃɂΎȼȽΎɁɃȱȶΎȱȽȼɂɀȽȺΎȵȽɄȳɀȼɁΎɂȶȳΎȽɃɂɁȹȷɀɂɁΎȽȴΎɂȶȳΎɂȽɅȼ˷ΎƛȳɀɂȯȷȼȺɇΎ
ȾȺȯȼȼȷȼȵ˴Ύ ɈȽȼȷȼȵΎ ȯȼȲΎ ȳȼɄȷɀȽȼȻȳȼɂȯȺΎ ɀȳɁɂɀȷȱɂȷȽȼɁΎ ȯɀȳΎ ȾɃɂΎ ȷȼΎ ȾȺȯȱȳΎ
ɀȳȵȯɀȲȺȳɁɁΎȽȴΎȺȽȱȯɂȷȽȼ˴ΎȰɃɂΎȷȼΎɀȳȱȳȼɂΎɂȷȻȳɁΎɂȶȳȷɀΎ˫ ȳɆȷȰȷȺȷɂɇΎȯȼȲΎȵȽɄȳɀȼȯȼȱȳΎ
ȻɃɁɂΎȰȳΎȿɃȳɁɂȷȽȼȳȲ˷ΎƢɃɁɂȷȱȳΎȶȯɁΎȰȳȱȽȻȳΎȯΎȱȽȼȱȳȾɂΎɂȽΎȰȳΎȯȷȻȳȲΎȯɂΎȰɇΎȯȺȺΎ
ȯȵȳȼȱȷȳɁΎȯȼȲΎȷȼȲȷɄȷȲɃȯȺɁΎɀȳɁȾȽȼɁȷȰȺȳΎȴȽɀΎȲȳɄȳȺȽȾȻȳȼɂ˷ΎƬȶȷɁΎȱȯȼΎȼȳɄȳɀΎ
ȰȳȱȽȻȳΎ ȯΎ ɀȳȯȺȷɂɇΎ ȷȴΎȻȽȼȳɇΎ ȱȽȼɂȷȼɃȳɁΎ ɂȽΎ ȰȳΎ ɂȶȳΎ ȽȼȳΎȻȯȸȽɀΎ ɁȽɃɀȱȳΎ ȽȴΎ
ȲȳɄȳȺȽȾȻȳȼɂ˷ΎΎƙΎȱȽɃȼɂȺȳɁɁΎȼɃȻȰȳɀΎȽȴΎɁȷȻȷȺȯɀΎȿɃȯȺȷɂɇΎȲȳɄȳȺȽȾȻȳȼɂɁΎȶȯɄȳΎ
ȰȳȳȼΎȾɀȽɄȷȲȷȼȵΎȴȽɀΎȯȼΎȯȾȾȯɀȳȼɂΎȷȼȱɀȳȯɁȳΎȷȼΎ Ȳ̄ȳȻȯȼȲΎȴȽɀΎȶȽɃɁȷȼȵ̅˴ΎȯȼȲΎ
ɂȶȳΎɀȳɁɃȺɂɁΎȱȯȼΎȰȳΎɁȳȳȼΎȼȯɂȷȽȼȯȺȺɇ˷ΎƬȶȳΎ̄ƛȳȺɂȷȱΎƬȷȵȳɀ̅˴ΎɃȼȺȷȹȳΎȳȾȷɁȽȲȳɁΎ
ȽȴΎȾɀȽɁȾȳɀȷɂɇΎȴɀȽȻΎȰɇ˹ȵȽȼȳΎȲȯɇɁ˴ΎȶȯɁΎȯȺȯɁΎȴȯȷȺȳȲΎɂȽΎȯȲɄȯȼȱȳΎɂȶȳΎɀȷȱȶȼȳɁɁΎ
ȽȴΎ ȯɀȱȶȷɂȳȱɂɃɀȯȺΎ ȲȷɄȳɀɁȷɂɇ˴ Ύ ȯȼȲΎ ȶȳɀȷɂȯȵȳΎ ȿɃȯȺȷɂɇΎ ɅȶȷȱȶΎȻȯȹȳɁΎƥȯȺȺȽɅΎ
ɃȼȷȿɃȳ˷Ύ ƬȶȳΎ ɂɇȾȳΎ ȽȴΎ ȱȽȼɁɂɀɃȱɂȷȽȼΎ ȰȽɀɀȽɅɁΎ ȺȷɂɂȺȳΎ ȴɀȽȻΎ ȯȼɇΎ ȳȻȳɀȵȷȼȵΎ
ȯɀȱȶȷɂȳȱɂɃɀȯȺΎ ɂɀȳȼȲ˴Ύ ȽɀΎ ɀȳɁȾȽȼȲɁΎ ɂȽΎ ȯȼɇΎ ȵȳȼɃȷȼȳΎ ɁȽȱȷȯȺΎ ȽɀΎ ȱɃȺɂɃɀȯȺΎ
ɀȳȿɃȷɀȳȻȳȼɂɁΎȽȴΎɂȶȷɁΎȳɀȯ˷ΎơɂΎɀȳȯȱɂɁΎȽȼȺɇΎɂȽΎɅȶȯɂΎȶȯɁΎɁȶȽɅȼΎɂȽΎȰȳΎȯΎȴȯȺɁȳΎ
ȳȱȽȼȽȻɇΎ ȷȼΎ ɂȳɀȻɁΎ ȽȴΎ ȶȽɃɁȷȼȵΎ ȲȳȻȯȼȲ˴Ύ ȱȽȼɁɂɀɃȱɂȷȽȼΎ ȱȯȾȷɂȯȺȷɁȻ˴Ύ ȯȼȲΎ
ɁȾȳȳȲ˷ΎƨȳɀȶȯȾɁΎɂȶȷɁΎȳȱȽȼȽȻȷȱΎɀȳȱȳɁɁȷȽȼΎɅȷȺȺΎɀȳɂɀȽɁȾȳȱɂȷɄȳȺɇ˴ΎȯȺɁȽΎȶȯɄȳΎ
ȰȳȳȼΎȽȴΎȵɀȳȯɂΎȰȳȼȳ˛ɂΎȷȼΎƥȯȺȺȽɅΎɂȽɅȼΎȷȼΎɂȶȳΎɇȳȯɀɁΎɂȽΎȱȽȻȳ˷ΎơɂΎȶȯɁΎȯȺɀȳȯȲɇΎ
ɁɂɃȼɂȳȲΎɂȶȳΎȲȳɄȳȺȽȾȻȳȼɂΎȽȴΎȾȽȽɀȺɇΎȲȳɁȷȵȼȳȲ˴ΎɁȾȳȱɃȺȯɂȷȽȼΎȺȳȲΎȶȽɃɁȷȼȵΎ
ɁȱȶȳȻȳɁ˷ΎƨȳɀȶȯȾɁΎɅȳΎɅȷȺȺΎɁȳȳΎȯΎɀȳɂɃɀȼΎɂȽΎɂȶȳΎȾɀȳɁȳɀɄȯɂȷȽȼΎȽȴΎȵȳȼɃȷȼȳΎ
ȯɀȱȶȷɂȳȱɂɃɀȯȺΎ ȶȳɀȷɂȯȵȳ˴Ύ ɅȷɂȶȷȼΎ ȯȼȲΎ ȯɀȽɃȼȲΎ ɂȶȳΎ ɂȽɅȼ˴Ύ ɁȽΎ ɂȶȯɂΎ ȴɃɂɃɀȳΎ
ȵɀȽɅɂȶΎȯȼȲΎȲȳɄȳȺȽȾȻȳȼɂΎȻȯɇΎɀȳɁȾȽȼȲΎȯȱȱȽɀȲȷȼȵȺɇΎɂȽΎɂȶȳΎȰɃȷȺɂΎȴȯȰɀȷȱΎ
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ȯȼȲΎɀȳɂɃɀȼΎɂȽΎɁȽȻȳΎȴȽɀȻΎȽȴΎȯɀȱȶȷɂȳȱɂɃɀȯȺΎȿɃȯȺȷɂɇΎȯȼȲΎȲȷɄȳɀɁȷɂɇ˷ΎƥȯȺȺȽɅΎ
ȶȯɁΎȶȯȲΎȯΎȾɀȽɁȾȳɀȽɃɁΎȶȷɁɂȽɀɇΎɁȷȼȱȳΎȻȳȲȷȳɄȯȺΎɂȷȻȳɁ˴ΎȾȳɀȶȯȾɁΎɂȶȳΎɂɅȳȼɂɇΎ
˛ɀɁɂΎ ȱȳȼɂɃɀɇΎ ɅȷȺȺΎ ȲȳɄȳȺȽȾΎ ȯΎ ȴɃɀɂȶȳɀΎ ȺȯɇȳɀΎ ȽȴΎ ȰɃȷȺɂΎ ȶȳɀȷɂȯȵȳ˴Ύ ɀȳɁɃȺɂȷȼȵΎ
ȴɀȽȻΎ ɂȽɃȵȶΎ ȳȱȽȼȽȻȷȱΎ ȲȳȱȷɁȷȽȼɁ˴Ύ ɂȽΎȻȳȺȲΎɅȷɂȶΎ ɂȶȳΎȾɀȳɁȳȼɂΎɅȳȯȺɂȶΎ ȽȴΎ
ȯɀȱȶȷɂȳȱɂɃɀȳΎ ȯȼȲΎ ȾɀȽȲɃȱȳΎ ȳɆȱȷɂȷȼȵΎ ɀȳɁɃȺɂɁΎ ȴȽɀΎ ȴɃɂɃɀȳΎ ȵȳȼȳɀȯɂȷȽȼɁΎ ɂȽΎ
ȳȼȸȽɇ˷

ƙΎɅȷȲȳȺɇΎɃɁȳȲΎȰɃȷȺȲȷȼȵΎȻȯɂȳɀȷȯȺΎȼȽɂΎȸɃɁɂΎȷȼΎƥȯȺȺȽɅ˴ΎȰɃɂΎȯȱɀȽɁɁΎơɀȳȺȯȼȲΎ
ȯȼȲΎ ȾȯɀɂȷȱɃȺȯɀȺɇΎ ȷȼΎ ƦȽɀɂȶΎ ƛȽɀȹ˷Ύ ơȼΎ ȵȳȼȳɀȯȺ˴Ύ ȺȷȻȳɁɂȽȼȳɁΎ ɃȼȲȳɀȺȷȳΎ ɂȶȳΎ
ɄȯȺȺȳɇɁΎȷȼΎɂȶȳΎɀȳȵȷȽȼ˴ΎȯȼȲΎȷɂɁΎȯɄȯȷȺȯȰȷȺȷɂɇΎȷɁΎȳɄȷȲȳȼɂΎȷȼΎɂȶȳΎȴȯȰɀȷȱΎȽȴΎɂȶȳΎ
ɁɂɀɃȱɂɃɀȳɁΎ ȰɃȷȺɂΎ ȷȼΎ ƥȯȺȺȽɅΎ ɂȽɅȼ˷Ύ ơɂɁΎ ɃɁȳΎ ȳȻȳɀȵȳɁΎ ȷȼΎ ɂȶȳΎ ȳȷȵȶɂȳȳȼɂȶΎ
ȱȳȼɂɃɀɇΎȯɁΎȯΎɁɂɀɃȱɂɃɀȯȺΎȻȯɂȳɀȷȯȺΎȷȼΎɂȶȳΎȰɃȷȺȲȷȼȵΎȽȴΎȶȽɃɁȳɁ˷ΎƙɁΎȰɃȷȺȲȷȼȵΎ
ɂȳȱȶȼȷȿɃȳɁΎȯȼȲΎȻȯɂȳɀȷȯȺɁΎȲȳɄȳȺȽȾȳȲ˴ΎȷɂɁΎɃɁȳΎȰȳȱȯȻȳΎȻȽɀȳΎȲȳȱȽɀȯɂȷɄȳ˴Ύ
ȯɁΎɅȽɀȹȷȼȵΎɅȷɂȶΎɁɂȽȼȳΎɅȯɁΎȺȯȰȽɀȷȽɃɁ˷ΎƙɁΎȯΎȾɀȽȵɀȳɁɁȷȽȼΎȴɀȽȻΎɂȶȷɁ˴ΎɂȽȲȯɇΎ
ɂȶȳΎɃɁȳΎȽȴΎȺȷȻȳɁɂȽȼȳΎȺȽȱȯȺȺɇΎȯɁΎȯΎȰɃȷȺȲȷȼȵΎȻȯɂȳɀȷȯȺΎȷȼΎȷɁΎɀȯɅΎɃȼȾɀȽȱȳɁɁȳȲΎ
ɁɂȯɂȳΎ ȷɁΎɀȯɀȳ˷ΎƬȶȳΎȱɀȯȴɂΎȯȼȲΎȲȳɂȯȷȺΎ ȷȼɄȽȺɄȳȲΎȶȯɁΎȰȳȳȼΎȻȳȱȶȯȼȷɈȳȲΎȯȼȲΎ
ȻȽȲȳɀȼȷɈȳȲ˴Ύ ȰɃɂΎ ȾȳɀȶȯȾɁΎ ȺȽɁɂ˷Ύ ƛȺȯȲȲȷȼȵΎ ȷɁΎ ȯȰȽɃɂΎ ȯɁΎ ȱȺȽɁȳΎ ȯɁΎ ȱȯȼΎ ȰȳΎ
ȳɆȾȳȱɂȳȲ˷ΎƫɂȳȳȺ˴Ύ ɂȷȻȰȳɀΎȯȼȲΎȱȽȼȱɀȳɂȳΎȶȯɄȳΎȻȽɄȳȲΎ ɂȽΎ ɂȶȳΎ ȴȽɀȳȴɀȽȼɂΎȽȴΎ
ȰɃȷȺȲȷȼȵΎȲȳɁȷȵȼΎȯȼȲΎȱȽȼɁɂɀɃȱɂȷȽȼΎȷȼΎƥȯȺȺȽɅΎɂȽɅȼ˴ΎȯȼȲΎɂȶȷɁΎȯȲȲɁΎɂȽΎȯΎ
ȺȽɁɁΎȽȴΎȷȲȳȼɂȷɂɇΎɂȶɀȽɃȵȶΎɂȶȳΎɄȳɀȼȯȱɃȺȯɀΎɃɁȳΎȽȴΎȻȯɂȳɀȷȯȺɁΎȯȼȲΎȲȳɄȳȺȽȾȷȼȵΎ
ɁɂɇȺȳɁΎɂȶȯɂΎȾɀȽȻȽɂȳΎȷɂ˷ΎΎΎ

ƤơƥƝƫƬƧƦƝ

̷̰ƛΎƜƪƙƯơƦƟΎƧƞΎƙΎƥƙƤƤƧƯΎƤơƥƝƫƬƧƦƝΎƩƭƙƪƪƱ
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ƜȽɅȼΎɂȶɀȽɃȵȶΎɂȶȳΎɇȳȯɀɁΎɂȶȳΎɄȯɀȷȽɃɁΎȳɀȯɁΎȽȴΎȾɀȽɁȾȳɀȷɂɇΎɁȯɅΎȲȷˎȳɀȳȼɂΎ
ȺȳɄȳȺɁΎȽȴΎȷȻȾȯȱɂΎȽȼΎɂȶȳΎɂȽɅȼΎȷȼΎɂȳɀȻɁΎȽȴΎȷɂɁΎȶȳɀȷɂȯȵȳ˴ΎȲȳȼɁȷɂɇ˴ ΎȯȼȲΎȲȳɁȷȵȼ˷Ύ
ƬȶȳΎ ɁȳɄȳȼɂȳȳȼΎȶɃȼȲɀȳȲɁΎ ɁȯɅΎƥȯȺȺȽɅΎȱȶȯȼȵȳΎ ȺȷɂɂȺȳΎ ȷȼΎ ɂȳɀȻɁΎȽȴΎ ΎȰɃȷȺɂΎ
ȴȯȰɀȷȱΎȽɀΎȾȺȽɂ˴ΎȰɃɂΎ ȷɂΎɁȳȳȻɁΎɂȶȳΎȽȺȲΎȻȳȲȷȳɄȯȺΎɂȽɅȼΎɅȯɁΎȴȽɀȳɄȳɀΎȰȳȷȼȵΎ
ɃȾȵɀȯȲȳȲΎȯȼȲΎɁɂȽȼȳ˴ΎɁȺȯɂȳȲΎȰɃȷȺȲȷȼȵɁΎɅȳɀȳΎɀȳȾȺȯȱȷȼȵΎȽȺȲΎɂȷȻȰȳɀ˹ȴɀȯȻȳȲ˴Ύ
ɅȯɂɂȺȳΎ ȯȼȲΎ ɂȶȯɂȱȶȳȲΎ ȶȽɃɁȳɁΎ ȯɁΎ ɁȽȱȷȳɂɇΎ ȰȳȱȯȻȳΎ ȻȽɀȳΎ ȯˮɃȳȼɂ˷Ύ ƬȶȳΎ
ȲȷɁȱȽɄȳɀɇΎȽȴΎɂȶȳΎɁȾȯΎ̚ ȱ˷̶̛̰̱̳ΎȯȺȽȼȵΎɅȷɂȶΎɂȶȳΎɂȶɀȷɄȷȼȵΎȻȯɀȹȳɂΎȳȱȽȼȽȻɇΎȽȴΎ
ɂȶȳΎɀȳȵȷȽȼΎȰɀȽɃȵȶɂΎȯȰȽɃɂΎȻȯȸȽɀΎȷȻȾɀȽɄȳȻȳȼɂɁΎɂȽΎɂȶȳΎȯɀȳȯΎȷȼΎɂȳɀȻɁΎȽȴΎ
ɅȳȯȺɂȶ˴ΎȷȼȴɀȯɁɂɀɃȱɂɃɀȳ˴ΎΎȯȼȲΎȯɀȱȶȷɂȳȱɂɃɀȳ˷ΎƙȼΎȯȱɂΎȰɀȽɃȵȶɂΎȯȰȽɃɂΎȷȼΎ̶̸̰̲Ύ
ȳȼȱȽɃɀȯȵȳȲΎȯȲȲȷɂȷȽȼȯȺΎȲȳɄȳȺȽȾȻȳȼɂΎȯȼȲΎȱȽȼɁȽȺȷȲȯɂȷȽȼΎȽȴΎƥȯȺȺȽɅΎȯɁΎɂȶȳΎ
ȱɀȽɁɁɀȽȯȲɁΎȽȴΎƥɃȼɁɂȳɀ˴ ΎɂȶɀȽɃȵȶΎɄȷȵȽɀȽɃɁΎɀȽȯȲΎȱȽȼɁɂɀɃȱɂȷȽȼ˷ΎƚɇΎ̶̶̴̰ΎȼȽΎ
ȴȳɅȳɀΎɂȶȯȼΎɂȳȼΎɀȽȯȲɁΎɀȯȲȷȯɂȳȲΎȴɀȽȻΎɂȶȳΎɂȽɅȼ˴ΎȽȴΎɅȶȷȱȶΎȽȼȺɇΎȴȽɃɀΎȶȯȲΎ
ȳɆȷɁɂȳȲΎȷȼΎɂȶȳΎȳȯɀȺɇΎ̶̰̯̯ Ɂ̃˷ΎΎƥȯȺȺȽɅɁΎȯȺɂȳɀȯɂȷȽȼɁΎɅȳɀȳΎȴȯɀΎȺȳɁɁΎȲɀȯȻȯɂȷȱΎ
ɂȶȯȼΎȻȯȼɇΎȽȴΎɂȶȽɁȳΎȷȼΎɁȷȻȷȺȯɀΎɂȽɅȼɁΎȽȴΎɂȶȯɂΎɂȷȻȳ˴ΎȯɁΎɂȶȳΎȾɀȽɁȾȳɀȷɂɇΎɅȯɁΎ
ɀȳ˫ȳȱɂȳȲΎȷȼΎɂȶȳΎȱȯɀȳΎȯȼȲΎȲȳɁȷȵȼΎȽȴΎΎȷȼȲȷɄȷȲɃȯȺΎȰɃȷȺȲȷȼȵɁ˴ΎɁȽȻȳΎȽȴΎɅȶȷȱȶΎ
ɀȳȻȯȷȼΎɂȽȲȯɇΎȯɁΎ˛ȼȳΎȳɆȯȻȾȺȳɁΎȽȴΎɂȶȳΎȯɀȱȶȷɂȳȱɂɃɀȯȺ˴ΎɁȽȱȷȯȺΎȯȼȲΎȳȱȽȼȽȻȷȱΎ
ȷȼ˫ɃȳȼȱȳɁΎȷȼΎȾȺȯɇΎȯɂΎɂȶȳΎɂȷȻȳ˷
� ƤȯɀȵȳΎ ɂȳɀɀȯȱȳȲΎ ɀȳɁȷȲȳȼȱȳɁ˴Ύ ȯȺȽȼȵΎ ɅȷɂȶΎ ȱȺȯɁɁȷȱȯȺȺɇΎ ȷȼɁȾȷɀȳȲΎ
ȻȯɀȹȳɂΎȶȽɃɁȳɁΎɅȳɀȳΎȰɃȷȺɂΎȷȼΎɂȶȷɁΎȳɀȯΎȽȴΎȴȯɁȶȷȽȼȯȰȺȳΎɂɀȯȼɁȴȽɀȻȯɂȷȽȼΎȷȼΎ
ɂȶȳΎɂȽɅȼ˷ΎƙɁΎƥȯȺȺȽɅΎȲȳɄȳȺȽȾȳȲΎȯΎɀȳȾɃɂȯɂȷȽȼΎȯɁΎȯΎɀȳɁȽɀɂΎ ȴȽɀΎȾȺȳȯɁɃɀȳΎ
ɂȶȳΎȳɁɂȯȰȺȷɁȶȻȳȼɂΎȽȴΎȯɁɁȳȻȰȺɇΎɀȽȽȻɁΎȴȽɀΎȲȷȼȷȼȵΎȯȼȲΎȲȯȼȱȷȼȵΎ̚ȷ˷ȳ˷ΎƬȶȳΎ
ƤȽȼȵΎƪȽȽȻ̛ΎɃɁȶȳɀȳȲΎȷȼΎȯΎȼȳɅΎȺȳȯɁȳΎȽȴΎȺȷȴȳΎɂȽΎɂȶȳΎȯɀȳȯΎȯȼȲΎȷɂΎɁȳȳȻɁΎɂȶȳΎ
ȾȽɁȷɂȷɄȳΎȲȳɄȳȺȽȾȻȳȼɂΎȽȴΎƥȯȺȺȽɅΎɂȽɅȼΎɂȽȽȹΎȶȽȺȲ˷
� ƬȶȳΎ ɂȽɅȼȶȽɃɁȳɁΎ ȽȴΎ ̂ƫȶȽɀɂȱȯɁɂȺȳΎ ƫɂɀȳȳɂ̃Ύ ȯɀȳΎ ȾɀȷȻȳΎ ȳɆȷɁɂȷȼȵΎ
ȳɆȯȻȾȺȳɁΎȽȴΎɂȶȳΎɂɇȾȳΎȽȴΎȶȯȼȲɁȽȻȳΎɂȳɀɀȯȱȳΎɀȳɁȷȲȳȼȱȳɁΎɅȶȷȱȶΎȳȻȳɀȵȳȲΎȯɁΎ
ȯΎɀȳɁɃȺɂΎȽȴΎɂȶȷɁΎȳɀȯ˷ΎƬȶȳɁȳΎɂȽɅȼȶȽɃɁȳɁΎȴȳȯɂɃɀȳȲΎȷȼΎɂȶȳΎɀȳȱȳȼɂΎơɀȷɁȶΎȯɅȯɀȲΎ
ɅȷȼȼȷȼȵΎȻȽɄȷȳΎ̄ƬȶȳΎƯȷȼȲΎƬȶȯɂΎƫȶȯȹȳɁΎƬȶȳΎƚȯɀȺȳɇ̅ΎɅȶȷȱȶΎɅȯɁΎȰȯɁȳȲΎȷȼΎ
ƦȽɀɂȶΎƛȽɀȹ˷ΎƬȶȳΎȶȽɃɁȳɁΎɅȳɀȳΎɃɁȳȲΎɂȽΎɀȳȾɀȳɁȳȼɂΎȯȼΎȽȺȲΎ̂ ȰȯɀɀȯȱȹɁ̃ΎȽɀΎ̂ɁȯȴȳΎ
ȶȽɃɁȳ̃ΎȲɃɀȷȼȵΎɂȶȳΎơɀȷɁȶΎɅȯɀΎȽȴΎȷȼȲȳȾȳȼȲȳȼȱȳ˷ΎƛȽȼɁɂɀɃȱɂȳȲΎȱ˷̶̷̰̯ΎɂȶȳɁȳΎ
ȯȺȻȽɁɂΎȻȽȼɃȻȳȼɂȯȺΎȰɃȷȺȲȷȼȵɁΎ̚ȯȼȲΎȻȽɀȳΎɁȷȻȷȺȯɀ˴ ΎȷȼΎƥȯȺȺȽɅΎȯȼȲΎƦȽɀɂȶΎ

ƜƝƮƝƤƧƨơƦƟΎƥƙƤƤƧƯ
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ƛȽɀȹ̛ΎɅȳɀȳΎȽȴΎȲȳ˛ȼȷɂȳΎ ȷȼ˫ɃȳȼȱȳΎȽȼΎȰɃȷȺȲȷȼȵΎȲȳɁȷȵȼΎȻȽɄȷȼȵΎ ȴȽɀɅȯɀȲ˷Ύ Ύ
ƬȶȳΎɀȽɃȵȶȱȯɁɂΎɀȳȼȲȳɀȳȲΎȴȯȱȯȲȳɁ˴ΎɅȷɂȶΎȱɃɂΎ ȺȷȻȳɁɂȽȼȳΎɁȷȺȺɁΎȯɀȳΎȽɀȷȵȷȼȯȺΎ
ȴȳȯɂɃɀȳɁΎȯȺɂȶȽɃȵȶΎȻȷȼȽɀΎȯȺɂȳɀȯɂȷȽȼɁΎȯȼȲΎɀȳȴɃɀȰȷɁȶȻȳȼɂΎȶȯɁΎɂȯȹȳȼΎȾȺȯȱȳ˷Ύ
ƬȶȳΎ ȾȷɂȱȶΎ ɁȺȯɂȳΎ ɀȽȽȴɁΎ ȯȼȲΎ ɀȳȼȲȳɀȳȲΎ ȱȶȷȻȼȳɇΎ ɁɂȯȱȹɁΎ ȯɀȳΎ ȷȼȲȷȱȯɂȷɄȳΎ ȽȴΎ
ȱȽȼɁɂɀɃȱɂȷȽȼȯȺΎ ȯȲɄȯȼȱȳɁΎ ȽȴΎ ɂȶȳΎ ȳɀȯ˷ΎƬȶȳΎ ɀȳȯɀΎɅȯȺȺɁΎɅȳɀȳΎ ȱȽȼɁɂɀɃȱɂȳȲΎ
ɅȷɂȶΎȳɆȾȽɁȳȲΎɀɃȰȰȺȳΎȺȷȻȳɁɂȽȼȳ˷ΎƬȶȳΎȴȯȱȯȲȳɁΎɂȽΎɂȶȳΎɁɂɀȳȳɂΎȯɀȳΎȰȳȯɃɂȷȴɃȺȺɇΎ
ȲȳɂȯȷȺȳȲΎɅȷɂȶΎ ˛ȼȳΎ ɂȷȻȰȳɀΎ ȲȽȽɀΎ ȱȯɁȳɁ˴Ύ ȽȾȳȼΎ ȰȳȲΎ ȾȳȲȷȻȳȼɂɁΎ ȯȼȲΎ ȱȽȰ˹
ɅȳȰΎ ȴȯȼ˹ȺȷɂΎ ȲȽȽɀɅȯɇɁ˷Ύ ƬȶȳΎ ȲȽȽɀΎ ȱȯɁȳΎ ȷɁΎ ɅȳȺȺΎ ȳɆȳȱɃɂȳȲΎ ȯȼȲΎ ȾɀȽɄȷȲȳɁΎ
ȯΎȲȳȱȽɀȯɂȷɄȳΎ ȴȽȱȯȺΎȾȽȷȼɂΎ ɂȽΎ ɂȶȳΎ ȴȯɚȯȲȳ˷ΎƬȶȳΎȱȯɁɂΎ ȷɀȽȼΎɀȯȷȺȷȼȵɁ˴Ύ ɂȶȳΎȱɃɂΎ
ȺȷȻȳɁɂȽȼȳΎȾȺȷȼɂȶΎȯȼȲΎɁɂȳȾɁ˴ΎȯɀȳΎȯȺɁȽΎȯΎȴȳȯɂɃɀȳΎɅȶȷȱȶΎȰȳȱȯȻȳΎɂɇȾȷȱȯȺΎɂȽΎ
ɂȶȳΎ ɂȽɅȼɁȱȯȾȳΎ ȽȴΎƥȯȺȺȽɅΎ ȰɃȷȺȲȷȼȵɁ˷Ύ ƜȳɂȯȷȺȷȼȵΎɅȯɁΎ ȿɃȷȱȹȺɇΎ ȰȳȱȽȻȷȼȵΎ
ȽȴΎ ɄȷɂȯȺΎ ȷȻȾȽɀɂȯȼȱȳΎ ȷȼΎ ɂȶȳΎ ȲȳɄȳȺȽȾȷȼȵΎ ȯɀȱȶȷɂȳȱɂɃɀȳΎ ȽȴΎ ɂȶȳΎ ɂȽɅȼΎ ȯȼȲΎ
ȯȼΎȳȼɂȷɀȳΎɁȾȳȱɂɀɃȻΎȽȴΎȷȼ˫ɃȳȼȱȳɁΎȷɁΎɁɂɀȷȹȷȼȵȺɇΎȳɄȷȲȳȼɂΎȷȼΎɂȶȳΎȾȳɀȷȽȲΎɂȽΎ
ȴȽȺȺȽɅ˷

ƦƧ˷̰˹̲ΎƫƠƧƪƬƛƙƫƬƤƝΎƫƬƪƝƝƬΎƥƙƤƤƧƯ
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Ύ ƥȯȺȺȽɅΎ ɅȯɁΎ ɂȶɀȷɄȷȼȵΎ ȯɁΎ ȷɂΎ ȾɀȽȵɀȳɁɁȳȲΎ ȷȼɂȽΎ ɂȶȳΎ ȼȷȼȳɂȳȳȼɂȶΎ ȱȳȼɂɃɀɇ˷Ύ
ƞɃɀɂȶȳɀΎ ȷȻȾɀȽɄȳȲΎȱȽȻȻɃȼȷȱȯɂȷȽȼΎȰȳɂɅȳȳȼΎ ɂȽɅȼɁΎȯȼȲΎȱȷɂȷȳɁΎȰɇΎ ɀȽȯȲΎ
ȯȼȲΎɂȶȳΎȯɀɀȷɄȯȺΎȽȴΎɀȯȷȺΎɁȳɀɄȷȱȳɁ˴ΎȽȾȳȼȳȲΎɂȶȳΎɅȯɇΎɂȽΎȷȼȱɀȳȯɁȳȲΎȱȽȻȻȳɀȱȷȯȺΎ
ȯȱɂȷɄȷɂɇ˷ΎƬȶȷɁΎɅȯɁΎɂȽΎȰȳΎɂȶȳΎȳɀȯΎȽȴΎɂȶȳΎȻȳɀȱȶȯȼɂ˴ΎɅȶȷȱȶΎȰȳȵȯȼΎɂȽΎȻȯȹȳΎ
ȯɄȯȷȺȯȰȺȳΎɂȶȳΎȵȽȽȲɁΎȾɀȳɄȷȽɃɁȺɇΎȰȳɇȽȼȲΎɂȶȳΎɀȳȯȱȶΎȽȴΎɂȶȳΎȼȽɅΎȰɃɀȵȳȽȼȷȼȵΎ
ȻȷȲȲȺȳΎȱȺȯɁɁ˷ΎƫȶȽȾɁΎɂɀȯȲȷȼȵΎȷȼΎɂȽȰȯȱȱȽ˴ΎɅȷȼȳ˴ΎɁȾȷȱȳɁ˴ΎɂȽȵȳɂȶȳɀΎɅȷɂȶΎɂȶȳΎ
ȻȽɀȳΎɂɀȯȲȷɂȷȽȼȯȺ˴ΎȰɃɂȱȶȳɀɁΎȯȼȲΎȵɀȽȱȳɀɁΎȰȳȵȯȼΎɂȽΎȲȽȻȷȼȯɂȳΎɂȶȳΎɂȽɅȼΎȯȼȲΎ
ȷȼȲȳȳȲΎȯȺȺΎȽȴΎƦȽɀɂȶΎƛȽɀȹ˷ΎƫɂɀȳȳɂɁȱȯȾȳ Ɂ̃ΎȲȳȱȽɀȯɂȳȲΎɅȷɂȶΎȽȴɂȳȼΎȱȽȺȽɃɀȴɃȺΎ
ȯȼȲΎȽɀȼȯɂȳΎɁȶȽȾΎȴɀȽȼɂɁ˴ΎȲȳȻȽȼɁɂɀȯɂȳȲΎȼȽɂΎȽȼȺɇΎɂȶȳΎȲȷɄȳɀɁȷɂɇΎȽȴΎɁɂɇȺȳɁΎ
ƞơƟƭƪƝΎƟƪƧƭƦƜΎƨƤƙƦ˶ΎƝƙƪƤƱΎƦơƦƝƬƝƝƦƬƠΎ
ƛƝƪƦƬƭƪƱΎ˹ΎƤƧƦƟΎƪƧƧƥΎƫƠƧƯƦΎơƦΎƟƪƝƝƦ

ƞơƟƭƪƝΎƟƪƧƭƦƜΎƨƤƙƦ˶ΎƤƙƬƝΎƦơƦƝƬƝƝƦƬƠΎ
ƛƝƪƦƬƭƪƱΎ˹ΎƛƤƧƛƣΎƠƧƭƫƝƫƠƧƯƦΎơƦΎƟƪƝƝƦ

Ʀ

ƪƧƭƦƜ˹ƠƝƙƜƝƜΎƜƧƧƪΎƧƨƝƦơƦƟΎƯơƬƠΎƬơƥƚƝƪΎƨƙƦƝƤƤƝƜΎ
ƜƧƧƪ˴ ΎƬơƥƚƝƪΎƜƧƧƪΎƛƙƫƝΎƛƧƥƨƪơƫơƦƟΎƞƤƙƦƣơƦƟΎƨơƤƙƫƬƝƪƫΎ
ƯơƬƠΎƨƤơƦƬƠƫ˴ΎƥƧƭƤƜƝƜΎƛƙƨƫΎƙƦƜΎƧƨƝƦ˹ƚƝƜΎƨƝƜơƥƝƦƬ˴Ύ
ƙƦƜΎƯơƬƠΎƤơƥƝƫƬƧƦƝΎƫƬƝƨƫ

ƛƧƥƥƝƪƛơƙƤΎƫƬƪƝƝƬƫƛƙƨƝΎ
ƜƝƮƝƤƧƨƥƝƦƬΎƬƠƪƧƭƟƠΎƬƠƝΎ
ƦơƦƬƝƝƦƬƠΎƛƝƦƬƭƪƱ˴ ΎƥƙơƦΎ
ƫƬƪƝƝƬΎƥƙƤƤƧƯΎΎƛ˷̷̰̱̯
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ɂȶȯɂΎ ȱȶȯɀȯȱɂȳɀȷɈȳȲΎ ɂȶȳΎ ȱȳȼɂɃɀɇΎ ȰɃɂΎ ȯȺɁȽΎ ɂȶȳΎ ȳɄȳɀΎ ȳȻȳɀȵȷȼȵΎ ɁȹȷȺȺΎ ȯȼȲΎ
ȯɂɂȳȼɂȷȽȼΎɂȽΎȲȳɂȯȷȺΎȽȴΎ ɂȶȳΎ ȺȽȱȯȺΎȱɀȯȴɂɁȻȳȼ˷ΎƬȶȳɁȳΎɅȳɀȳΎȽȴɂȳȼΎȳɆȳȱɃɂȳȲΎ
ȷȼΎ ɂȷȻȰȳɀ˴ ΎȽɀΎ ɀȳȼȲȳɀ˴ ΎȽɀΎȰȽɂȶ˴ΎȯȼȲΎȲȳȱȽɀȯɂȳȲΎɅȷɂȶΎȾȯȷȼɂȳȲΎȳȼȯȻȳȺΎȽɀΎ
ɀȳȼȲȳɀΎȺȳɂɂȳɀȷȼȵ˷ΎƫȷȻȾȺȳΎȰɃȷȺȲȷȼȵɁΎɅȳɀȳΎȽȴɂȳȼΎȵȷɄȳȼΎȯΎɁȳȼɁȳΎȽȴΎȵɀȯȼȲȳɃɀΎ
ɂȶɀȽɃȵȶΎ ɂȶȳΎȯȲȲȷɂȷȽȼΎȽȴΎȽɀȼȯȻȳȼɂȯȺΎ ȱȽɀȼȷȱȳɁΎȯȼȲΎȼȳȽȱȺȯɁɁȷȱȯȺΎȻȽɂȷȴɁΎ
ɁɃȱȶΎ ȯɁΎ ȿɃȽȷȼɁΎ ȯȼȲΎ ȾȷȺȯɁɂȳɀɁ˷Ύ ơȼΎ ɂȶȳΎ ȺȯɂɂȳɀΎ ȾȯɀɂΎ ȽȴΎ ɂȶȳΎ ȱȳȼɂɃɀɇ˴Ύ ɂȷȺȳȲΎ
ȳȼɂɀȯȼȱȳΎɅȯɇɁΎȲȳȱȽɀȯɂȳȲΎȷȼΎȲȯɀȹΎɀȷȱȶΎȱȽȺȽɃɀɁΎȰȳȱȯȻȳΎȴȯɁȶȷȽȼȯȰȺȳ˷
� ƥȳɀȱȶȯȼɂɁ˴Ύ ɁȶȽȾΎ ȹȳȳȾȳɀɁΎ ȯȼȲΎ ȯɀɂȷɁȯȼɁΎ ȽȴɂȳȼΎ ȽȱȱɃȾȷȳȲΎ ɀȽȽȻɁΎ
ȯȰȽɄȳΎ ɂȶȳȷɀΎ ȾɀȳȻȷɁȳɁ˷Ύ ƧɂȶȳɀɁΎ ȰɃȷȺɂΎ ȳȺȳȵȯȼɂ˴Ύ ȱȺȯɁɁȷȱȯȺȺɇΎ ȾɀȽȾȽɀɂȷȽȼȳȲΎ
ɂȽɅȼΎ ȶȽɃɁȳɁΎ ɅȷɂȶΎ ȽɀȼȯȻȳȼɂȯȺΎ ȴȯȼΎ ȺȷɂΎ ȲȽȽɀɅȯɇɁΎ ȽɀΎ ȱȯɀɄȳȲΎ ɂȷȻȰȳɀΎ
ȲȽȽɀΎȱȯɁȳɁ˷ΎƬȶȳΎȯɂɂȯȱȶȳȲΎɂȶɀȳȳ˹ɁɂȽɀȳɇΎȽɄȳɀΎȶȯȺȴΎȰȯɁȳȻȳȼɂΎɂȽɅȼȶȽɃɁȳΎ
ȰɃȷȺɂΎȱ˷̷̰̱̯ΎȷɁΎȽȼȺɇΎȽȼȳΎȽȴΎɂȶȳΎ˛ȼȳΎȳɆȯȻȾȺȳɁΎȽȴΎȲȳɂȯȷȺΎȳȺȯȰȽɀȯɂȷȽȼ˴ΎȯȼȲΎ
ȯɀɂȷɁɂȷȱΎȷȼɂȳɀȳɁɂΎɂȽΎɂȶȳΎȴȯȱȯȲȳΎȷȼΎƥȯȺȺȽɅΎɂȽɅȼ˷ΎƬȶȳΎƛȺȯɁɁȷȱȯȺȺɇ˹ȷȼɁȾȷɀȳȲΎ
ȲȳȱȽɀȯɂȷɄȳΎɁȱȶȳȻȳΎȱɃȺȻȷȼȯɂȳɁΎȷȼΎɂȶȳΎȶȳȯɄɇΎȱȽɀȼȷȱȳΎɂȽΎɂȶȳΎȴɀȽȼɂΎȳȺȳɄȯɂȷȽȼ˴Ύ
ɂȶȳΎȾɀȽȾȽɀɂȷȽȼɁΎȽȴΎɅȶȷȱȶΎɁɂȷȺȺΎȻȯɀȹΎȷɂΎȽɃɂΎȽȼΎɂȶȳΎɁɂɀȳȳɂɁȱȯȾȳ˷Ύ

ƫƬ˷ΎƢƙƥƝƫΎƙƮƝƦƭƝ̐ΎƥƙơƦΎƫƬƪƝƝƬΎ
ƥƙƤƤƧƯ˷Ύƛ˷̷̰̱̯
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� ƥȯȷȼΎ ƫɂɀȳȳɂΎ ȯȼȲΎ Ƨ̃ƚɀȷȳȼΎ ƫɂ˷Ύ ȷȼΎ ȾȯɀɂȷȱɃȺȯɀΎ ȯɀȳΎ ɁɂȷȺȺΎ ȶȳȯɄȷȺɇΎ
ȷȻȾȯȱɂȳȲΎɃȾȽȼΎȴȽȺȺȽɅȷȼȵΎɂȶȷɁΎȾɀȽɁȾȳɀȽɃɁΎȾȳɀȷȽȲΎȽȴΎƥȯȺȺȽɅɁΎȵɀȽɅɂȶ˷ΎơȼΎ
ȵȳȼȳɀȯȺΎɂȶȳΎȼȷȼȳɂȳȳȼɂȶΎȱȳȼɂɃɀɇΎɂȽɅȼɁΎȲȳɄȳȺȽȾȻȳȼɂΎɁȳȳȻȳȲΎȲȷɀȳȱɂȳȲΎȯɂΎ
ɁɂɀȳȳɂɁȱȯȾȳɁΎȽɀΎȷȼȲȷɄȷȲɃȯȺΎȰɃȷȺȲȷȼȵɁΎɀȯɂȶȳɀΎɂȶȯȼΎȯɂΎȷȼȲȷɄȷȲɃȯȺΎɁȳɂɂȺȳȻȳȼɂΎ
ȯɁΎȯΎɅȶȽȺȳ˴Ύ ȷȼΎɂȶȳΎɁȶȯȾȳΎȽȴΎȼȳɅΎȴȯȱȯȲȳɁ˴ΎɁȶȽȾΎȴɀȽȼɂɁΎȯȼȲΎɂȶȳΎȴɃɀɂȶȳɀΎ
ȲȳɄȳȺȽȾȻȳȼɂΎȽȴΎɁȽȻȳΎȾɃȰȺȷȱΎȰɃȷȺȲȷȼȵɁΎ̚ȼȽɂȯȰȺɇΎɁȱȶȽȽȺɁ˴ΎȱȶɃɀȱȶȳɁΎȯȼȲΎ
ȱȽɃɀɂȶȽɃɁȳɁ̛˷Ύ
� ƬȳȱȶȼȽȺȽȵɇ˴Ύ ɂɀȯȲȳΎ ȯȼȲΎ ȱȽȻȻȳɀȱȷȯȺΎ ȯȲɄȯȼȱȳȻȳȼɂɁΎ ȰɀȽɃȵȶɂΎ
ȯȰȽɃɂΎȴɃɀɂȶȳɀΎȱȶȯȼȵȳɁ˷ΎƧȼȳΎȽɄȳɀΎȽȼȳΎȾȯȼȳΎɁȺȷȲȷȼȵΎɂȷȻȰȳɀΎɁȯɁȶΎɅȷȼȲȽɅɁΎ
ȰȳȱȯȻȳΎȱȽȻȻȽȼΎȯɁΎȴɃɀɂȶȳɀΎɁɂɇȺȳɁΎɅȳɀȳΎȱȽȼɂȷȼɃȷȼȵΎɂȽΎȳȻȳɀȵȳ˷ΎƭɀȰȯȼΎ
ɀȳɁȷȲȳȼȱȳɁΎ ȰȳȱȯȻȳΎ ȾȽȾɃȺȯɀΎ ȯȻȽȼȵΎ ɂȶȳΎ ɃȾȾȳɀΎ ȱȺȯɁɁΎ ȾɀȽȴȳɁɁȷȽȼȯȺɁ˴Ύ
ȶȽɅȳɄȳɀΎȶȽȻȳɁΎɅȷɂȶΎȯȺȺΎ ɂȶȳΎȵɀȯȼȲȳɃɀΎȽȴΎ ɂȶȳΎȱȽɃȼɂɀɇΎɀȳɁȷȲȳȼȱȳΎɅȳɀȳΎ
ȯȺɁȽΎ ȰȳȷȼȵΎ ɁȳɂΎ ȽȼΎ ȾɀȷɄȯɂȳΎ ȵɀȽɃȼȲɁΎ ȽȼΎ ɂȶȳΎ ɂȽɅȼɁΎ ȽɃɂɁȹȷɀɂɁ˷Ύ ƬȶȷɁΎɅȯɁΎ
ɂȶȳΎɂȽɅȼɁΎ˛ɀɁɂΎȵȺȷȻȾɁȳΎȯɂΎɂȶȳΎȳȻȳɀȵȳȼȱȳΎȽȴΎɁɃȰɃɀȰȯȼΎȺȷɄȷȼȵ˷ΎơȼȱɀȳȯɁȳȲΎ
ȱȽȻȻȳɀȱȷȯȺΎȯȱɂȷɄȷɂɇΎȷȼΎȯΎɁɂȷȺȺΎȷȼȱɀȳȯɁȷȼȵȺɇΎɃɀȰȯȼΎƥȯȺȺȽɅΎȱɀȳȯɂȳȲΎȯΎȼȳȳȲΎ
ȴȽɀΎȱȷɄȷȱΎȯȼȲΎȱȽȻȻȳɀȱȷȯȺΎȰɃȷȺȲȷȼȵɁΎȷȼΎɂȶȳΎɂȽɅȼ˴ΎȯΎɂɀȳȼȲΎɅȶȷȱȶΎȯΎȼɃȻȰȳɀΎ
ȽȴΎɂȽɅȼɁΎȷȼΎɂȶȳΎȱȽɃȼɂɇΎɅȳɀȳΎȯȺɁȽΎɃȼȲȳɀȵȽȷȼȵΎȯɀȽɃȼȲΎɂȶȷɁΎɂȷȻȳ˷
� ƥȯȺȺȽɅΎ ƛȽɃɀɂȶȽɃɁȳΎ ̚ȱ˷̷̛̰̲̯Ύ ȷɁΎ ɀȽȰɃɁɂȺɇΎ ȱȺȯɁɁȷȱȯȺ˴Ύ ȯΎ ɄȳȼȳɂȷȯȼΎ
ɂɇȾȳΎɅȷȼȲȽɅΎȽˎȳɀȷȼȵΎɂȶȳΎȽȼȺɇΎ ȺȷȵȶɂΎ ɂȶɀȽɃȵȶΎȯȼΎȽɂȶȳɀɅȷɁȳΎȰȺȯȼȹΎȯȼȲΎ
ȴȽɀȰȷȲȲȷȼȵΎȴȯȱȯȲȳ˷ΎƮȳɀɇΎɁȷȻȷȺȯɀΎȷȼΎȲȳɁȷȵȼΎɂȽΎȻȯȼɇΎȽɂȶȳɀɁΎȽȴΎɂȶȯɂΎȳɀȯ˴ΎȷɂΎ

ƥƙƤƤƧƯΎƛƧƭƪƬƠƧƭƫƝΎ
ƨơƛƬƭƪƝƜΎƙƟƙơƦƫƬΎƬƠƝΎ
ƚƙƛƣƜƪƧƨΎƧƞΎƥƧƜƝƪƦ˴Ύ
ƜƝƮƝƤƧƨƝƪΎƜƪơƮƝƦΎƜƝƫơƟƦΎ
ơƦΎƬƠƝΎƬƧƯƦ˷ΎƠƧƯƝƮƝƪΎ
ƚƧƬƠΎƨƧƪƬƪƙƱΎƙΎƤƙƛƣΎƧƞΎ
ƪƝƫƨƧƦƫƝΎƬƧΎƙΎƮƝƪƦƙƛƭƤƙƪΎ
ơƦƞƤƭƝƦƛƝ˷
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ɁȾȳȯȹɁΎȺȷɂɂȺȳΎȽȴΎȯȼɇΎȲȳɄȳȺȽȾȷȼȵΎɄȳɀȼȯȱɃȺȯɀΎɃȼȺȷȹȳΎɂȶȳΎȲȽȻȳɁɂȷȱΎȲɅȳȺȺȷȼȵɁ˷Ύ
ƪȳɁɂɀȯȷȼȳȲΎɃɁȳΎȽȴΎȲȳȱȽɀȯɂȷȽȼΎȯȼȲΎɂȶȳΎɁɇȻȻȳɂɀȷȱȯȺΎ ȴȯɚȯȲȳΎȯȲȲΎɂȽΎɂȶȷɁΎ
ȯȼȲΎȷɂɁΎȯɃɁɂȳɀȷɂɇ˷ΎƯȶȷȺȳΎȱȽȼɂȳɆɂΎȯȼȲΎȷɂɁΎɀȳȺȯɂȷȽȼɁȶȷȾΎɅȷɂȶȷȼΎɂȶȳΎɃɀȰȯȼΎ
ɁȳɂɂȷȼȵΎȯɀȳΎȯȺȺΎȰɃɂΎȼȳȵȺȳȱɂȳȲ˷
� ƬȶȳΎ˛ɀɁɂΎ ȾɃɀȾȽɁȳΎȰɃȷȺɂΎ ȰȯȼȹɁΎ ȯȾȾȳȯɀȳȲΎ ȷȼΎ ɂȶȳΎ ɁɂɀȳȳɂɁȱȯȾȳΎ ȷȼΎ
ɂȶȳΎ ȺȯɂɂȳɀΎȶȯȺȴΎȽȴΎ ɂȶȳΎȱȳȼɂɃɀɇ˴ΎƙȺɂȶȽɃȵȶΎȻȽɁɂΎɅȳɀȳΎ ȷȼȱȽɀȾȽɀȯɂȳȲΎ ȷȼɂȽΎ
ɂȶȳΎȳɆȷɁɂȷȼȵΎȴȯȰɀȷȱΎȷȼΎɂȶȳΎȴȽɀȻΎȽȴΎȷȼɂȳȵɀȯɂȷȽȼΎȷȼɂȽΎȴȽɀȻȳɀΎɂȽɅȼȶȽɃɁȳɁΎ
ȯȼȲΎ ȰɃȷȺȲȷȼȵΎ ȯȻȯȺȵȯȻȯɂȷȽȼ˷Ύ ơȼΎ ȴȯȱɂΎ ɂȶȳɀȳΎɅȳɀȳΎȻȯȼɇΎ ȽȴΎ ɂȶȳɁȳΎ ɂɇȾȳɁΎ
ȻȽȲȷ˛ȱȯɂȷȽȼΎɂȽΎɁɂɀȳȳɂΎȴȯȱȯȲȳΎȲɃɀȷȼȵΎɂȶȳΎȼȷȼȳɂȳȳȼɂȶΎȱȳȼɂɃɀɇΎȯɁΎȰɃȷȺȲȷȼȵɁΎ
ɅȳɀȳΎȯȻȯȺȵȯȻȯɂȳȲΎȽɀΎɁɃȰȲȷɄȷȲȳȲΎɂȽΎɁɃȷɂΎɂȶȳΎɂȽɅȼɁΎȵɀȽɅȷȼȵΎȼȳȳȲɁ˷ΎƙȵȯȷȼΎ
ȺȷȻȳɁɂȽȼȳΎɅȯɁΎɂȶȳΎȴȯɄȽɃɀȳȲΎȱȽȼɁɂɀɃȱɂȷȽȼΎȻȯɂȳɀȷȯȺΎȯȺɂȶȽɃȵȶΎȳȻȾȺȽɇȳȲΎ
ȿɃȷɂȳΎȲȷˎȳɀȳȼɂȺɇΎȷȼΎȷɂɁΎȯȾȾȺȷȱȯɂȷȽȼΎȽȴΎȲȳȱȽɀȯɂȷȽȼΎȽɄȳɀΎȱȽȼɁɂɀɃȱɂȷȽȼ˷ΎƬȶȷɁΎ
ȲȳȻȽȼɁɂɀȯɂȳɁΎȯȼΎȷȼȱɀȳȯɁȳȲΎȱȽȼɁȱȷȽɃɁȼȳɁɁΎȽȴΎȻȯɂȳɀȷȯȺΎȯɄȯȷȺȯȰȷȺȷɂɇΎȯɁΎɅȳȺȺΎ
ȯɁΎȳȻȳɀȵȷȼȵΎɀȳɄȽȺɃɂȷȽȼΎȷȼΎɁɂɀɃȱɂɃɀȯȺΎɂȳȱȶȼȷȿɃȳɁ˷ΎΎ�

ƚƙƦƣΎƧƞΎơƪƝƤƙƦƜΎƚƭơƤƜơƦƟΎƛ˷̷̷̰̯

� ƬȶȳΎȯɀɀȷɄȯȺΎȽȴΎɂȶȳΎȰȯȼȹȷȼȵΎ
ȳɁɂȯȰȺȷɁȶȻȳȼɂɁΎ ȷȼȷɂȷȯɂȳȲΎ ȯΎ
ɀȳȿɃȷɀȳȻȳȼɂΎ ȴȽɀΎ ɄȷɁɃȯȺΎ ȾɀȳɁȳȼȱȳΎ
ȯȼȲΎ ɁɂɃɀȲɇΎ ȴȯȱȯȲȳɁ˷Ύ ƥȯȺȺȽɅΎ
ȰȳȵȯȼΎȯΎȵɀȯȲɃȯȺΎ ɂɀȯȼɁȷɂȷȽȼΎ ȴɀȽȻΎ
ȰȳȷȼȵΎ ȯΎ ɂȽɃɀȷɁɂΎ ȲȳɁɂȷȼȯɂȷȽȼΎ ɂȽΎ
ȰȳȱȽȻȷȼȵΎ ȯΎ ȱȽȻȻȳɀȱȷȯȺ̐ɁɃȾȾȺɇΎ
ȱȳȼɂɀȳΎȴȽɀΎƦȽɀɂȶΎƛȽɀȹ˷ΎƬȶȳΎƚȯȼȹΎ
ȽȴΎ ơɀȳȺȯȼȲΎ ƚɃȷȺȲȷȼȵΎ ȽȼΎ ɂȶȳΎȻȯȷȼΎ
ɁɂɀȳȳɂΎ ȯȵȯȷȼΎ ɃɂȷȺȷɈȳȲΎ ȺȷȻȳɁɂȽȼȳΎ
ȰɃɂΎ ȼȽɂΎ ȶȽɅȳɄȳɀΎ ȯɁΎ ɂȶȳΎ ȻȯȷȼΎ
ȱȽȼɁɂɀɃȱɂȷȽȼȯȺΎȱȽȻȾȽȼȳȼɂ˷ΎơɂΎɅȯɁΎ
ɁɃȱȱȳɁɁȴɃȺȺɇΎȷȼȱȽɀȾȽɀȯɂȳȲΎɅȷɂȶΎɀȳȲΎ
Ȱɀȷȱȹ˴Ύ ȯȲȲȷȼȵΎ ɂȳɆɂɃɀȯȺΎ ɄȯɀȷȳɂɇΎ ɂȽΎ
ɂȶȳΎɅȯȺȺɁΎɅȷɂȶȽɃɂΎȱȽȻȾɀȽȻȷɁȷȼȵΎ
ɂȶȳΎ ɁȽȺȳȻȼȷɂɇΎ ȽȴΎ ɂȶȳΎ ȽɄȳɀȯȺȺΎ
ȲȳɁȷȵȼ˷ΎƬȶȷɁΎȱȽȻȰȷȼȯɂȷȽȼΎȱɀȳȯɂȳɁΎȯΎȱȳɀɂȯȷȼΎȴȳȳȺΎȽȴΎȻȽȼɃȻȳȼɂȯȺȷɂɇΎȯȼȲΎ
ɂȶȳΎȱɃɂΎȺȷȻȳɁɂȽȼȳΎȯȼȲΎȵȷɄȳɁΎȯȼΎȳȻȾȶȯɁȷɁΎȽȼΎɂȶȳΎȲȽȽɀɁΎȯɁΎȴȽȱȯȺΎȾȽȷȼɂɁΎȽȼΎ
ɂȶȳΎȴȯȱȯȲȳ˷Ύ
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ƨȳȱɃȺȷȯɀȺɇ˴ΎɅȶȷȺɁɂΎȯȺȺΎȽȴΎɂȶȳɁȳΎȱȶȯȼȵȳɁΎɅȳɀȳΎȰȳȷȼȵΎȷȻȾȺȳȻȳȼɂȳȲΎȽȼΎɂȶȳΎ
ɁɂɀȳȳɂɁȱȯȾȳ˴ΎȵɀȳȯɂΎȱȽȻȻȳɀȱȷȯȺΎȱȶȯȼȵȳɁΎɅȳɀȳΎɃȼȲȳɀɅȯɇΎȷȼΎɂȶȳΎɂȽɅȼ˷ΎƬȶȳΎ
ɁȾȯΎɅȯɁΎȼȽΎȺȽȼȵȳɀΎɂȶȳΎɂȶɀȷɄȷȼȵΎɂȽɃɀȷɁɂΎȯɂɂɀȯȱɂȷȽȼΎȷɂΎȽȼȱȳΎɅȯɁΎȯȼȲΎȳɄȳȼΎ
ɂȶȳΎ ɃȾȵɀȯȲȳΎ ȽȴΎ ȴȯȱȷȺȷɂȷȳɁΎ ̚ȰɃȷȺȲȷȼȵΎ ɂȶȳΎ ƫȾȯΎƠȽɃɁȳΎ ȯȼȲΎ ƚȯɂȶɁ̛ΎɅȯɁȼ̃ɂΎ
ȳȼȽɃȵȶΎɂȽΎɁȯɄȳΎɂȶȳΎȷȼȲɃɁɂɀɇΎȴɀȽȻΎɂȶȳΎȽȼɁȳɂΎȽȴΎɂȶȳΎȴȯȻȷȼȳ˴ΎɅȶȷȱȶΎȲȳȯȺɂΎ
ȯΎ˛ȼȯȺΎȰȺȽɅΎɂȽΎɂȶȳΎȴȯɁȶȷȽȼȯȰȺȳΎɁȳȯɁȽȼɁΎȯɂΎƥȯȺȺȽɅ˷ΎƯȶȷȺȳΎɂȶȳΎɁȾȯΎȶȽɃɁȳΎ
ȯȼȲΎȰȯɂȶɁΎȽȼΎɂȶȳΎȼȽɀɂȶȳɀȼΎȯȾȾɀȽȯȱȶΎɂȽΎɂȶȳΎɂȽɅȼΎɀȳȻȯȷȼΎȯɁΎȷȻȾȽɀɂȯȼɂΎ
ȶȷɁɂȽɀȷȱȯȺΎɀȳȻȷȼȲȳɀɁΎȯȼȲΎɀȳȱȽȵȼȷɈȯȰȺȳΎɂɀȯȲȳȻȯɀȹɁΎȽȴΎɂȶȳΎɂȷȻȳ˴ΎȯȼȽɂȶȳɀΎ
ȲȷɁɂȷȼȱɂȷɄȳΎ ȴȳȯɂɃɀȳΎ ɀȳȻȯȷȼȳȲΎ ȯɁΎ ȯΎ ɀȳɁɃȺɂΎ ȽȴΎ ɂȶȳΎ ȱɃȺɂɃɀȯȺΎ ɁȶȷȴɂɁ˷Ύ ƬȶȳΎ
ȾȳȱɃȺȷȯɀΎȯɀȱȶȷɂȳȱɂɃɀȯȺΎȴȳȯɂɃɀȳΎȽȴΎɂȶȳΎȾɀȽɂɀɃȲȷȼȵΎ˛ɀɁɂΎ˫ȽȽɀΎȰȯɇΎɅȷȼȲȽɅɁΎ
ȶȯȲΎȰȳȱȽȻȳΎȱȽȻȻȽȼΎɅȶȳɀȳΎ ȷȼȿɃȷɁȷɂȷɄȳΎȾȳȽȾȺȳΎȱȽɃȺȲΎȹȳȳȾΎȯȼΎȳɇȳΎɃȾΎ
ȯȼȲΎ ȲȽɅȼΎ ɂȶȳΎ ɁɂɀȳȳɂΎ ȯɁΎ ɄȷɁȷɂȽɀɁΎ ȾɀȽȻȳȼȯȲȳȲΎ ȰȯȱȹΎ ȯȼȲΎ ȴȽɀɂȶΎ ȷȼΎ ɂȶȳΎ
ȶȳȷȵȶɂ˷ΎȽȴΎɂȶȳΎȴȯɁȶȷȽȼȯȰȺȳΎɁȳȯɁȽȼ˷

ƬƠơƫΎƝƙƪƤƱΎƮơƝƯΎƧƞΎ
ƥƙƤƤƧƯΎƫƠƧƯƫΎƬƠƝΎ
ƛƤƧƛƣΎƠƧƭƫƝΎơƦΎƬƠƝΎ
ƚƙƛƣƟƪƧƭƦƜ˴ΎơƦΎƬƠƝΎ
ƞƧƪƟƪƧƭƦƜΎƬƠƝƪƝΎƙƪƝΎ
ƥƙƦƱΎƨƪơƥƝΎƝưƙƥƨƤƝƫΎ
ƧƞΎƬƠƝΎƛƙƪƮƝƜΎƙƦƜΎΎ
ƛƪƙƞƬƝƜΎƬơƥƚƝƪΎ
ƫƠƧƨƞƪƧƦƬƫ˴ΎƙƦƜΎ
ƬƪơƨƙƪƬơƬƝΎƯơƦƜƧƯƫ˷
ƬƠƝΎƧƪơƝƤΎƯơƦƜƧƯƫΎ
ƬƧΎƬƠƝΎƭƨƨƝƪΎƞƤƧƧƪƫΎ
ƙƪƝΎƨƪƧƥơƦƝƦƬ˴Ύ
ƙƦƜΎƙƤƬƠƧƭƟƠΎƞƝƯΎ
ƝươƫƬΎƬƧƜƙƱ˴ ΎƬƠƝơƪΎ
ơƦƞƤƭƝƦƛƝΎơƫΎƫƬơƤƤΎ
ƨƪƝƮƝƤƙƦƬ˷

ƬȶȳΎ ƛȺȽȱȹΎ ƠȽɃɁȳ˴Ύ ȾɀȽȰȯȰȺɇΎ ɂȶȳΎ ȻȽɁɂΎ ɀȳȱȽȵȼȷɈȯȰȺȳΎ ȯȼȲΎ ȲȷɁɂȷȼȱɂȷɄȳΎ
ȰɃȷȺȲȷȼȵΎ ȷȼΎƥȯȺȺȽɅΎɂȽɅȼ˴Ύ ȷɁΎȯΎ ɀȳȻȽȲȳȺȺȷȼȵΎȽȴΎȯȼΎȳȯɀȺȷȳɀΎȰɃȷȺȲȷȼȵΎ̚ɂȶȳΎ
ƤȽȼȵΎƪȽȽȻ̛ΎɅȶȷȱȶΎɅȯɁΎȾȯɀɂȷȯȺȺɇΎȲȳȻȽȺȷɁȶȳȲΎȯɁΎȷɂΎȾɀȽɂɀɃȲȳȲΎȽɃɂΎȽȼɂȽΎ
ɅȶȯɂΎȶȯȲΎȰȳȱȽȻȳΎȯΎɀȽȯȲ˴ΎɀȷȵȶɂΎȯɂΎɂȶȳΎȳȼȲΎȽȴΎɂȶȳΎȻȯȷȼΎɁɂɀȳȳɂ˷ΎƫȯȷȲΎɂȽΎ
ȶȯɄȳΎȰȳȳȼΎȷȼɁȾȷɀȳȲΎȰɇΎȯȼΎȯȺȾȷȼȳΎȶȽȺȷȲȯɇ˷ΎƬȶȳΎƛȺȽȱȹΎƠȽɃɁȳΎɅȯɁΎȲȳɁȷȵȼȳȲΎ
ɂȽΎȾɀȽɄȷȲȳΎȻȳȳɂȷȼȵΎɀȽȽȻɁΎȯȼȲΎȳȼɂȳɀɂȯȷȼȻȳȼɂΎȴȽɀΎɄȷɁȷɂȽɀɁΎɂȽΎɂȶȳΎɂȽɅȼ˷Ύ
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ƬȶȳΎȰɃȷȺȲȷȼȵΎȱȽȻȾɀȷɁȳɁΎȽȴΎȯΎȵȯȰȺȳ˹ȴɀȽȼɂȳȲΎɂȶɀȳȳ˹ɁɂȽɀȳɇΎ̚ɅȷɂȶΎȲȽɀȻȳɀΎ
ȯɂɂȷơ̇̄ΎȰȺȽȱȹΎȯȼȲΎȶȯɁΎȯΎɂȷȻȰȳɀ˹ȰɃȷȺɂΎȾɀȽȸȳȱɂȷȽȼΎɁȾȯȼȼȷȼȵΎȵɀȽɃȼȲ˴Ύ̨ ɀɁɂΎȯȼȲΎ
ɁȳȱȽȼȲΎ˫ȽȽɀɁ˴ΎɅȷɂȶΎȰȽɆΎȽɀȷȳȺΎɅȷȼȲȽɅɁΎɂȽΎ˛ɀɁɂΎȯȼȲΎɁȳȱȽȼȲΎ˫ȽȽɀɁ˷ΎƙȵȯȷȼΎ
ɂȶȳΎȾɀȽɂɀɃȲȷȼȵΎɅȷȼȲȽɅɁΎȷȼȲȷȱȯɂȷɄȳΎȽȴΎɂȶȳΎȳɀȯ˴ΎȳɆȶȷȰȷɂȷȼȵΎɂȶȳΎɄȳɀȼȯȱɃȺȯɀΎ
ȻȳȺȲΎ ɅȷɂȶΎ ɂȶȳΎ ȳȻȳɀȵȷȼȵΎ ȯɀȱȶȷɂȳȱɂɃɀȳ˷Ύ ơɂΎ ȽȱȱɃȾȷȳɁΎ ȯΎ ȾɀȽȻȷȼȳȼɂΎ Ɂȷɂȳ˴Ύ
ȱȺȽɁȷȼȵΎ ɂȶȳΎ ɄȷɁɂȯΎ ȳȯɁɂΎ ȴɀȽȻΎƜȯɄȷɁΎ ̚Ȼȯȷȼ̛Ύ ƫɂɀȳȳɂ˷Ύ ơɂΎ ȷɁΎ ȼȽɂȯȰȺȳΎ ȴȽɀΎ ȷɂɁΎ
ƬɃȲȽɀΎ ƪȳɄȷɄȯȺΎ ɁɂɇȺȳΎ ȯȼȲΎ ȷɂɁΎ ɃȼɃɁɃȯȺΎ ȴȽɀȻΎɅȶȷȱȶΎ ȷɁΎ ȳȼȶȯȼȱȳȲΎ ȰɇΎ ɂȶȳΎ
ɀȳɂȳȼɂȷȽȼΎ ȽȴΎ ȳȯɀȺɇΎ ȽɀȷȵȷȼȯȺΎ ȴȳȯɂɃɀȳɁΎ ȯȼȲΎȻȯɂȳɀȷȯȺɁΎ ɁɃȱȶΎ ȯɁΎ ɂȶȳΎ ȰȯɀȵȳΎ
ȰȽȯɀȲɁ˴Ύ ȱȯȼȽȾȷȳȲΎȲȽȽɀȱȯɁȳΎȯȼȲΎɅȷȼȲȽɅɁΎ ɂȽΎȯȲȲΎȲȳȱȽɀȯɂȷɄȳΎȳȻȾȶȯɁȷɁΎ
ɂȽΎɂȶȳΎȰɃȷȺȲȷȼȵ˷ΎƬȶȷɁΎɅȯɁΎȯɀȵɃȯȰȺɇΎɂȶȳΎȻȽɁɂΎȳɆȱȷɂȷȼȵΎɂȷȻȳΎȷȼΎƥȯȺȺȽɅɁΎ
ȶȷɁɂȽɀɇΎɅȷɂȶΎɀȳȵȯɀȲΎɂȽΎɂȶȳΎȳȻȳɀȵȳȼȱȳΎȽȴΎȯɀȱȶȷɂȳȱɂɃɀȳΎȯȼȲΎȰɃȷȺɂΎȶȳɀȷɂȯȵȳΎ
ȷȼΎɂȶȳΎɂȽɅȼ˷

ƬƠƝΎƛƤƧƛƣΎƠƧƭƫƝ˴ΎƥƙƤƤƧƯ˷Ύƛ˷̷̴̴̰
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ƬȶȳΎ ȳȯɀȺɇΎ ɂɅȳȼɂȷȳɂȶΎ ȱȳȼɂɃɀɇΎ ɅȯɁΎ ȼȽɂΎ ȶȽɅȳɄȳɀΎ ɅȷɂȶȽɃɂΎ ȷɂɁΎ ȳȺȳȵȯȼȱȳΎ
ȯȼȲΎȾɀȽȵɀȳɁɁ˷Ύ ơɂΎ ȯȾȾȳȯɀɁΎ ɂȶȳΎ ȱȽȼɂȷȼɃȷȼȵΎȵɀȽɅɂȶΎȽȴΎ ɂȶȳΎȻȽɁɂΎ ȯˮɃȳȼɂΎ
ȾɀȽȴȳɁɁȷȽȼȯȺΎȱȺȯɁɁȳɁΎȷȼȱɀȳȯɁȳȲΎɂȶȳΎȽȱȱɃɀɀȳȼȱȳΎȽȴΎɁɃȰɃɀȰȯȼΎɀȳɁȷȲȳȼȱȳɁ˴Ύ
ɂȶȳΎ ȼɃȻȰȳɀΎ ȽȴΎ ɅȶȷȱȶΎ ȶȯȲΎ ȰȳȳȼΎ ȴȳɅΎ ȾɀȳȱȳȲȷȼȵΎ ɂȶȷɁ˷ΎƥɃȺɂȷȾȺȳΎ ȵȯȰȺȳȲΎ
ȰȯɇɁ˴Ύ ɁɂȳȳȾȺɇΎ ȾȷɂȱȶȳȲΎ ɀȽȽȴɁΎ ȯȼȲΎ ȾɀȽɂɀɃȲȷȼȵΎ ȴȳȯɂɃɀȳɁΎ ȯɀȳΎ ɁɂɀȷȹȷȼȵȺɇΎ
ɀȳȾɀȳɁȳȼɂȯɂȷɄȳΎȽȴΎɂȶȳΎȷȼɂȳɀȼȯȺΎȯȼȲΎȳɆɂȳɀȼȯȺΎȷȼ˫ɃȳȼȱȳɁΎɅȶȷȱȶΎȾȳɀȻȳȯɂȳΎ
ɂȶȳȷɀΎȲȳɁȷȵȼ˷Ύ

ƙƦƦƙƚƝƤƤƙΎƬƝƪƪƙƛƝΎƥƙƤƤƧƯΎƛ˷̸̰̰̯

ƪȽɅɁΎȽȴΎɂȳɀɀȯȱȳȲΎȶȽɃɁȳɁΎɅȳɀȳΎȱȽȼɁɂɀɃȱɂȳȲΎɂȽΎȳȼȶȯȼȱȳΎɂȶȳΎȻȯȷȼΎȯɀɂȳɀȷȳɁΎ
ȽȴΎɂȶȳΎɂȽɅȼ˴ΎȾȯɀɂȷȱɃȺȯɀȺɇΎɂȽΎɂȶȳΎȼȽɀɂȶ˴ΎɅȳɁɂΎȯȼȲΎɁȽɃɂȶȳɀȼΎɁȷȲȳɁ˷ΎƙȼȼȯȰȳȺȺȯΎ
ƬȳɀɀȯȱȳΎ ȽȼΎ ɂȶȳΎɅȳɁɂȳɀȼΎ ȯȾȾɀȽȯȱȶΎ ȷɁΎ ȽȼȳΎ ȽȴΎ ɂȶȳɁȳΎ ȳȺȳȵȯȼɂȺɇΎ ȲȳɁȷȵȼȳȲΎ
ɂȳɀɀȯȱȳɁ˷ΎƬȶȳɇΎȯɀȳΎɃȼȷ˛ȳȲΎȰɇΎɂȶȳΎȳȺȯȰȽɀȯɂȳΎȵȯȰȺȳΎȲȽɀȻȳɀΎɅȷȼȲȽɅΎȯȼȲΎ
ȱȽȻȻȽȼΎȲȳȱȽɀȯɂȷɄȳΎɀȳȼȲȳɀΎȲȳɂȯȷȺɁ˷ΎƬȶȳΎȾȳȲȷȻȳȼɂȳȲΎȲȽȽɀɅȯɇɁΎȯȼȲΎȰȯɇΎ
ɅȷȼȲȽɅɁΎȯɀȳΎȯȵȯȷȼΎȷȼȲȷȱȯɂȷɄȳΎȽȴΎɂȶȳΎȲȳɁȷȵȼΎȾɀȽȱȳɁɁΎȲȳɄȳȺȽȾȳȲ˷ΎƥȯȼɇΎȽȴΎ
ɂȶȳΎɁȻȯȺȺȳɀΎɂȳɀɀȯȱȳɁΎɅȳɀȳΎɃɁȳȲΎȰɇΎɂȶȳΎȺȽȱȯȺΎȯɃɂȶȽɀȷɂɇΎȯɁΎȯΎɁȽȺɃɂȷȽȼΎȴȽɀΎ
ȷȼȱɀȳȯɁȷȼȵΎȶȽɃɁȷȼȵΎɀȳȿɃȷɀȳȻȳȼɂɁΎȷȼΎɂȶȳΎɃɀȰȯȼΎȯɀȳȯ˷
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ƟƤƝƦΎƮơƝƯΎƬƝƪƪƙƛƝ˴ΎƫƨƙΎƯƙƤƣΎƥƙƤƤƧƯΎƛ˷̸̰̰̯
ƬƝƪƪƙƛƝƜΎƬƯƧ˹ƚƙƱΎƬƯƧ˹ƫƬƧƪƝƱΎƯơƬƠΎƜƧƪƥƝƪΎ
ƙƬƬơƛΎƠƧƭƫƝ˴ΎƙƦƜΎƫơƦƟƤƝ˹ƚƙƱΎƫơƦƟƤƝ˹ƫƬƧƪƝƱΎ
ƨơƬƛƠƝƜ˹ƪƧƧƞƝƜΎƪƝƬƭƪƦΎƬƧΎƪƝƙƪ˷ ΎƬƠơƫΎƠƧƭƫƝΎ
ƞƧƪƥƫΎƨƙƪƬΎƧƞΎƙΎƪƝƤƙƬơƮƝƤƱΎơƦƬƙƛƬΎƬƝƪƪƙƛƝ˴Ύ
ƯƠơƛƠΎƧƛƛƭƨơƝƫΎƙΎƨƪƧƥơƦƝƦƬΎƫơƬƝΎƧƦΎƙΎƥƙơƦΎ
ƝƦƬƪƱΎƪƧƙƜΎơƦƬƧΎƥƙƤƤƧƯ˷ΎơƬΎƪƝƬƙơƦƫΎơƬƫΎƞƧƪƥΎ
ƙƦƜΎƥƭƛƠΎƧƞΎơƬƫΎƜƝƬƙơƤơƦƟΎƙƤƬƠƧƭƟƠΎơƬƫΎƛƤƝƙƪΎ
ƬƠƙƬΎƥƙƦƱΎƠƙƮƝΎƭƦƜƝƪƟƧƦƝΎƪƝƫƬƧƪƙƬơƧƦ˴ΎƥƙƦƱΎ
ƧƞΎƝƙƪƤƱΎƞƝƙƬƭƪƝƫΎƙƦƜΎƥƙƬƝƪơƙƤƫΎƫƭƛƠΎƙƫΎƬƠƝΎ
ƬơƥƚƝƪΎƫƙƫƠΎƯơƦƜƧƯƫΎƪƝƥƙơƦ˷Ύ

ƥƙƤƤƧƯΎƬƧƯƦΎƠƙƤƤ˴ΎƜƙƮơƫΎƫƬƪƝƝƬ˷Ύƛ˷̸̵̰̱
ƪƝƚƭơƤƬΎƞƧƤƤƧƯơƦƟΎơƬƫΎƜƝƫƬƪƭƛƬơƧƦΎƜƭƪơƦƟΎ
ƬƠƝΎƯƙƪΎƧƞΎơƦƜƝƨƝƦƜƙƦƛƝ˴ΎơƬΎƯƙƫΎƟơƮƝƦΎƙΎƪƝƜΎ
ƚƪơƛƣΎƞƙƛƙƜƝΎƯơƬƠΎƛƭƬΎƤơƥƝƫƬƧƦƝΎƚƙƦƜƫ˴ΎƙƦƜΎ
ƩƭƧơƦΎƨơƤƙƫƬƝƪƫ˷ΎơƦƜơƛơƬơƮƝΎƧƞΎƬƠƝΎƛƠƙƦƟƝΎơƦΎ
ƭƫƝΎƯƠơƛƠΎƫƝƝ ƫ̃ΎƤơƥƝƫƬƧƦƝΎƜƝƮƝƤƧƨƝƜΎƙƫΎƙΎ
ƫƬƭƪƜƱΎƜƝƛƧƪƙƬơƮƝΎƞƝƙƬƭƪƝ˷Ύ
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ƬȶȳΎȳȯɀȺɇΎɂɅȳȼɂȷȳɂȶΎȱȳȼɂɃɀɇΎɅȯɁΎȯΎɂɀȽɃȰȺȳȲΎɂȷȻȳΎȷȼΎơɀȷɁȶΎȶȷɁɂȽɀɇ˷ΎơɂΎɅȯɁΎ
ȽɄȳɀɁȶȯȲȽɅȳȲΎȰɇΎȯΎȲȳȱȺȷȼȳΎȷȼΎɂɀȯȲȳ˴ΎȷȼȲɃɁɂɀɇΎȯȼȲΎȯȵɀȷȱɃȺɂɃɀȳ˴ΎɀȳɁɃȺɂȷȼȵΎ
ȴɀȽȻΎɂȶȳΎ˛ɀɁɂΎɅȽɀȺȲΎɅȯɀΎȯȼȲΎȴɀȽȻΎɂȶȳΎɁɂɀɃȵȵȺȳΎȴȽɀΎȷȼȲȳȾȳȼȲȳȼȱȳ˷ΎƬȶȳΎ
ȴȽɀȻȯɂȷȽȼΎȽȴΎƜȯȷȺΎƝȷɀȳȯȼȼΎȯȼȲΎɂȶȳΎȱȷɄȷȺΎɅȯɀΎȻȯɀȹȳȲΎȯȼΎȳȼȲΎɂȽΎɂȶȳΎȽȺȲΎ
ȽɀȲȳɀΎɅȶȷȱȶΎɀɃȺȳȲΎɂȶȳΎȱȽɃȼɂɀɇΎȴȽɀΎȽɄȳɀΎɂȶɀȳȳΎȶɃȼȲɀȳȲΎɇȳȯɀɁ˷ΎƥȯȺȺȽɅΎ
ȰȳȱȯɃɁȳΎ ȽȴΎ ȷɂɁΎȻȷȺȷɂȯɀɇΎ ȾɀȳɁȳȼȱȳΎ ɅȯɁΎ ɁɃȰȸȳȱɂΎ ɂȽΎ ȯɂɂȯȱȹ˴Ύ ȯȼȲΎ ȱȽɃȼɂȳɀΎ
ȯɂɂȯȱȹ˴ΎȯȼȲΎɂȶȳΎȽɀȷȵȷȼȯȺΎɂȽɅȼΎȶȯȺȺΎɅȯɁΎȰɃɀȼȳȲΎȲȽɅȼΎȯȺȽȼȵΎɅȷɂȶΎȻȯȼɇΎ
ȽɂȶȳɀΎ̚ȺȳɁɁΎɁȷȵȼȷ˛ȱȯȼɂ̛ΎȰɃȷȺȲȷȼȵɁ˷ΎƬȶȳΎȲȯȻȯȵȳΎɂȽȽȹΎ˛ɄȳΎɇȳȯɀɁΎɂȽΎɀȳȾȯȷɀΎ
ȯȼȲΎɂȶȳΎɀȳɁɃȺɂΎɅȯɁΎȽȼȳΎȽȴΎɂȶȳΎ˛ɀɁɂΎɁɂȯɂȳΎȳɆȾȳȼȲȷɂɃɀȳΎȰɃȷȺȲȷȼȵɁ˴ΎɅȶȷȱȶΎ
ɂȽȽȹΎ ȯȲɄȯȼɂȯȵȳΎ ȽȴΎ ȼȳɅΎ ȳȻȳɀȵȷȼȵΎ ȯɀȱȶȷɂȳȱɂɃɀȯȺΎ ɂɀȳȼȲɁ˷Ύ ƬȶȳɁȳΎ ɂɀȳȼȲɁ˴Ύ
ȻȯȼɇΎȽȴΎɅȶȷȱȶΎȲɀȳɅΎ ȷȼɁȾȷɀȯɂȷȽȼΎ ȴɀȽȻΎȲȽȻȳɁɂȷȱΎ ȯɀȱȶȷɂȳȱɂɃɀȳ˴ΎɅȳɀȳΎ ȯΎ
ɀȳȯȱɂȷȽȼΎ ȯȵȯȷȼɁɂΎ ȯɀɂɁΎ ȯȼȲΎ ȱɀȯȴɂɁΎȲȳɁȷȵȼΎ ȳɂȶȽɁΎɅȶȷȱȶΎɅȯɁΎȻɃȱȶΎȻȽɀȳΎ
ȺȷȻȷɂȳȲ˷Ύ ƛȳȺɂȷȱΎ ɀȳɄȷɄȯȺΎ ȷȼ˫ɃȳȼȱȳΎ ȷɁΎ ȯȾȾȯɀȳȼɂΎ ȽȼΎ ɂȶȳΎ ȷȼɂȳɀȺȯȱȳΎ ȻȽɂȷȴΎ
ȯȾȾȺȷȳȲΎ ȽȼΎ ɂȶȳΎ ȲȽȽɀΎ ɁɃɀɀȽɃȼȲΎ ȯɂΎ ɂȶȳΎ ɂȽɅȼΎ ȶȯȺȺ˷Ύ ơɂΎ ɁȳȳȻȳȲΎ ɂȶȳΎ ˛ɀɁɂΎ
ɁɂȳȾΎȷȼΎɂȶȳΎȾɀȽȻȽɂȷȽȼΎȽȴΎȯΎȼȯɂȷȽȼȯȺΎȷȲȳȼɂȷɂɇ˴ ΎȯȼȲΎȱɀȳȯɂȳȲΎȯȼΎȯɂɂɀȯȱɂȷɄȳΎ
ȴȽȱȯȺΎȾȽȷȼɂΎȽȼΎɂȶȳΎȽɂȶȳɀɅȷɁȳΎɁȽȻȰɀȳΎȴȯȱȯȲȳ˷ΎƫȶȽȾɁΎȷȼΎɂȶȳΎɂȽɅȼΎȰȳȵȯȼΎ
ɂȽΎȳɆȶȷȰȷɂΎȵɀȳȯɂȳɀΎȱȽȼ˛ȲȳȼȱȳΎ ȷȼΎȲȷɁȾȺȯɇȷȼȵΎȯΎȲȷɄȳɀɁȷɂɇΎȽȴΎɁɂɇȺȳɁ˴ΎɃɁȷȼȵΎ
ȳȺȯȰȽɀȯɂȳΎȵȳȽȻȳɂɀȷȱȯȺΎɀȳȼȲȳɀΎȽɀȼȯȻȳȼɂȯɂȷȽȼΎȯȼȲΎȯɀɂΎȲȳȱȽΎɁɂɇȺȳΎɁɅȯȵɁ˷Ύ
ƬȶȳɁȳΎȱɀȳȯɂȳȲΎȲȷɁɂȷȼȱɂȷɄȳΎȰɃȷȺȲȷȼȵɁΎȷȼΎɂȶȳΎɁɂɀȳȳɂɁȱȯȾȳ˷Ύ
� ƬȶȳΎ ȳȱȽȼȽȻȷȱΎ ɁȺɃȻȾΎ ȴȽɀΎ ɂȶȳΎ ɀȳȻȯȷȼȲȳɀΎ ȽȴΎ ɂȶȳΎ ȱȳȼɂɃɀɇΎ ɁȯɅΎ
ɀȳɂȳȼɂȷȽȼΎȯȼȲΎȾɀȳɁȳɀɄȯɂȷȽȼΎȽȴΎɂȶȳΎȰɃȷȺɂΎȴȯȰɀȷȱΎȯȼȲΎȯɀȱȶȷɂȳȱɂɃɀȯȺΎȶȳɀȷɂȯȵȳΎ
ȷȼΎ ɂȶȳΎ ɂȽɅȼΎȯȼȲΎɅȯɁΎ ȷɀȽȼȷȱȯȺȺɇΎȰȳȼȳ˛ȱȷȯȺΎ ȷȼΎ ɀȳɂɀȽɁȾȳȱɂ˷ΎƠȽɅȳɄȳɀΎ ɂȶȷɁΎ
ɅȯɁΎȯȺȺΎ ɂȽΎȱȶȯȼȵȳΎ ɂȽɅȯɀȲɁΎ ɂȶȳΎȳȼȲΎȽȴΎ ɂȶȳΎ ɂɅȳȼɂȷȳɂȶΎȱȳȼɂɃɀɇ˴ΎȯȼȲΎɂȶȳΎ
ȾɃɀɀΎȽȴΎɂȶȳΎ̄ƛȳȺɂȷȱΎƬȷȵȳɀ̅˷
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ƠȽɃɁȷȼȵΎȳɁɂȯɂȳΎȱȽȼɁɂɀɃȱɂȷȽȼΎ ȷȼΎ ơɀȳȺȯȼȲΎȶȯɁΎȰȳȱȽȻȳΎȱȽȻȻȽȼ˹ȾȺȯȱȳΎ ȷȼΎ
ɂȶȳΎ ȺȯɂȳΎ ɂɅȳȼɂȷȳɂȶΎ ȱȳȼɂɃɀɇ˷ΎƛȳȺɂȷȱΎƬȷȵȳɀΎ ơɀȳȺȯȼȲΎ ɁȯɅΎȯΎ ɁɃɀȵȳΎ ȷȼΎ ɂȶȳɁȳΎ
ɂɇȾȳɁΎȽȴΎȲȳɄȳȺȽȾȻȳȼɂɁΎȯɀȽɃȼȲΎȳɄȳɀɇΎɂȽɅȼΎȯȼȲΎɄȷȺȺȯȵȳΎȷȼΎɂȶȳΎȱȽɃȼɂɀɇ˷Ύ
ƥȯȺȺȽɅΎ ȷɁΎ ȼȽΎ ȳɆȱȳȾɂȷȽȼ˷Ύ ƬȶȳΎ ɂȽɅȼΎ ȷɁΎ ȼȽɅΎ ȲȽɂɂȳȲΎ ɅȷɂȶΎ ȷȼȲȷɄȷȲɃȯȺΎ
ȳɁɂȯɂȳɁΎ ȷȼΎ ȷɂɁΎ ȽɃɂɁȹȷɀɂɁΎ ȽȼΎ ȯȺȻȽɁɂΎ ȯȺȺΎ ɁȷȲȳɁ˴Ύ ȯȼȲΎ ȯΎ ɄȯɀȷȳɂɇΎ ȽȴΎ ȶȽɃɁȷȼȵΎ
ɂɇȾȽȺȽȵȷȳɁΎȻȯȹȳΎɃȾΎɅȶȯɂΎȶȯɄȳΎȰȳȱȽȻȳΎȺȯɀȵȳΎɁɃȰɃɀȰȯȼΎȯɀȳȯɁ˷ΎƬȶȳɀȳΎȷɁΎ
ȺȷɂɂȺȳΎɄȯɀȷȯɂȷȽȼΎȷȼΎȯɀȱȶȷɂȳȱɂɃɀȯȺΎɁɂɇȺȳΎȶȽɅȳɄȳɀ˴ ΎȯȼȲΎɂȶȳΎȲȳɁȷȵȼΎȳˎȽɀɂΎȷȼΎ
ȻȯȼɇΎȽȴΎɂȶȳɁȳΎȳɁɂȯɂȳɁΎȷɁΎȻȷȼȷȻȯȺΎȯɁΎȱȯȾȷɂȯȺȷɈȯɂȷȽȼΎȷɁΎɂȶȳΎȯȷȻ˷ΎƬȶȳɇΎȯȺȺΎ
ɁȶȯɀȳΎȻȯȼɇΎȱȽȻȻȽȼΎɂɀȯȷɂɁΎȷȼΎȰȽɂȶΎȾȶɇɁȷȱȯȺΎȯȼȲΎɁȽȱȷȯȺΎȯɂɂɀȷȰɃɂȳɁ˴ΎȴɀȽȻΎ
ɂȶȳΎɃȼȾɀȽȵɀȯȻȻȳȲΎȺȯȼȲɁȱȯȾȷȼȵ˴ΎɂȽΎɂȶȳΎȺȯɀȵȳΎȱȽȻȻɃɂȳɀΎȽȱȱɃȾȯȼȱɇΎȽȴΎ
ȲɅȳȺȺȷȼȵɁ˷ΎƬȶȳΎȱȽȼɁɂɀɃȱɂȷȽȼΎɅȯɁΎȿɃȷȱȹ˴ΎɂȶȳΎȻȯɂȳɀȷȯȺɁΎɅȳɀȳΎȱȶȳȯȾΎȯȼȲΎ
ɂȶȳΎɀȳɁɃȺɂɁΎɅȳɀȳΎɂȶȳΎɁȯȻȳ˷ΎƬȷȻȰȳɀΎȴɀȯȻȳȲΎȱȽȼɁɂɀɃȱɂȷȽȼΎɅȯɁΎɅȷȲȳɁȾɀȳȯȲΎ
ȰȳȱȯɃɁȳΎȷɂΎɅȯɁΎȿɃȷȱȹΎȱȶȳȯȾΎȯȼȲΎȳȯɁɇ˷ΎơɂɁΎȷɀȽȼȷȱΎɂȽΎɀȳȱȯȺȺΎɂȶȯɂΎɂɅȽΎȶɃȼȲɀȳȲΎ
ɇȳȯɀɁΎȾɀȳɄȷȽɃɁ˴ΎɂȶȳΎɅȽȽȲȳȼΎȶȽɃɁȳɁΎɅȳɀȳΎȰȳȷȼȵΎȲȳȻȽȺȷɁȶȳȲΎɂȽΎȻȯȹȳΎɅȯɇΎ
ȴȽɀΎɁɂɃɀȲȷȳɀΎɁɂȽȼȳΎɅȶȳȼΎȳȱȽȼȽȻȷȱΎȯˮɃȳȼȱȳΎȾȳɀȻȷɂɂȳȲ˷ΎơɂΎɁȳȳȻɁΎɁɃɀɀȳȯȺΎ
ɂȶȯɂΎȷȼΎȻȽȲȳɀȼΎɂȷȻȳɁ˴ΎȯΎɁȷȻȷȺȯɀΎ˛ȼȯȼȱȷȯȺΎɁɂɀȷȲȳΎȱȽɃȺȲΎȾɀȽɄȽȹȳΎȯȺȻȽɁɂΎ
ɂȶȳΎȽȾȾȽɁȷɂȳ˴ΎɀȳȵɀȳɁɁȷȽȼ˷ΎơɁΎƥȯȺȺȽɅɁΎȯɀȱȶȷɂȳȱɂɃɀȯȺΎȶȳɀȷɂȯȵȳΎȽȼΎɂȶȳΎȰɀȷȼȹΎ
ȽȴΎ ɀȳȱȳȲȷȼȵ˾Ύ ơȼΎ ɂȶȳΎɅȯȹȳΎ ȽȴΎ ȳȱȽȼȽȻȷȱΎȾɀȽɁȾȳɀȷɂɇ˴Ύ ȯΎ ȺȯɀȵȳΎȼɃȻȰȳɀΎȽȴΎ
ɂȶȳɁȳΎ ȳɁɂȯɂȳɁΎ ̚ȯɂΎ ȺȳȯɁɂΎ ȷȼΎƥȯȺȺȽɅ̛Ύ ȶȯɄȳΎ ȰȳȳȼΎ ȺȳȴɂΎɅȷɂȶΎ ȺȯɀȵȳΎ ɄȯȱȯȼȱɇΎ
˛ȵɃɀȳɁ˴ΎȻȯȼɇΎȼȳɅ˴ΎɇȳɂΎȲȷɁɃɁȳȲΎȶȽɃɁȳɁΎɅȷɂȶΎȺȷɂɂȺȳΎȽɀΎȼȽΎȻȯɀȹȳɂΎȴȽɀΎɂȶȳȷɀΎ
ɀȳȼɂȯȺΎȽɀΎȾɃɀȱȶȯɁȳ˷ΎƬȶȷɁΎȷɁΎȶȯȾȾȳȼȷȼȵΎɂȽΎȶȽɃɁȳɁΎȷȼΎȳɁɂȯɂȳɁΎȺȷɂȳɀȯȺȺɇΎȽȼȺɇΎ
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ɂɅȽΎȻȷȼɃɂȳɁΎɅȯȺȹΎȴɀȽȻΎɂȶȳΎȻȯȷȼΎɁɂɀȳȳɂ˷ΎơɂΎɁȳȳȻɁΎɂȶȯɂΎȯɁΎɅȳΎȯɀȳΎȼȽɅΎ
ȯΎ ȾȯɀɂΎ ȽȴΎ ȯΎ ȱȽȼɁɃȻȳɀΎ ɁȽȱȷȳɂɇ˴Ύ ȽɃɀΎ ɄȯȺɃȳɁΎ ȶȯɄȳΎ ȰȳȳȼΎ ɂȯȷȼɂȳȲ˷ΎƯȳΎ ȯɀȳΎ
ȴȽȱɃɁɁȳȲΎ ȽȼΎ ɀȳɁȾȳȱɂȷȼȵΎ ɂȶȽɁȳΎɅȶȽΎɅȯɁɂȳΎ ɂȶȳΎȻȽɁɂ˴ΎɅȶȽΎ ȲȳɀȷɄȳΎ ɂȶȳȷɀΎ
ɁɂȯɂɃɁΎȴɀȽȻΎɂȶȳȷɀΎȾȯɂɂȳɀȼΎȽȴΎȱȽȼɁɃȻȾɂȷȽȼ˴ΎɀȯɂȶȳɀΎɂȶȯȼΎɂȶȳȷɀΎȳˎȽɀɂɁΎȯɂΎ
ȾɀȽȲɃȱɂȷȽȼ˴Ύ ȯȼȲΎɅȶȽΎȻȯȹȳΎ ȰȷȵΎȻȽȼȳɇΎ ȷȼΎ ɀȳɂɃɀȼΎ ȴȽɀΎ ȺȷɂɂȺȳΎ ɁȳɀɄȷȱȳ˷Ύ ơɂΎ
ȷɁΎ ȴɀȽȻΎȶȳɀȳΎ ɂȶȯɂΎȽɃɀΎȲȳɄȳȺȽȾȻȳȼɂΎȾɀȽȰȺȳȻɁΎɁɂȳȻ˴Ύ ȴɀȽȻΎɂȶȳΎɂɇȾȳΎȽȴΎ
ȶȽɃɁȳɁΎȰɃȷȺɂ˴ΎȯȼȲΎɅȶɇ˴ΎɂȽΎɂȶȳΎɂɇȾȳΎȽȴΎȾȳȽȾȺȳΎɅȶȽΎȺȷɄȳΎȷȼΎɂȶȳȻ˴ΎȯȼȲΎɂȶȳΎ
ɅȶȽȺȳΎ ȱɃȺɂɃɀȳΎ ɂȶȯɂΎ ȳȼȱȽȻȾȯɁɁȳɁΎ ȷɂ˷Ύ ƬȽȽΎ ȽȴɂȳȼΎ ɂȶȳΎɅȽɀȹȻȯȼɁȶȷȾΎɅȯɁΎ
ȾȽȽɀ˴ ΎȯȼȲΎȯȺȺΎɂȽȽΎȽȴɂȳȼΎɂȶȳΎȶȽɃɁȳɁΎɅȳɀȳΎȾɃɀȱȶȯɁȳȲΎȯɁΎȷȼɄȳɁɂȻȳȼɂɁΎȴȽɀΎ
ɂȶȽɁȳΎɅȶȽΎ ɁȽɃȵȶɂΎ ɂȽΎ ȱȯɁȶΎ ȷȼΎ ȽȼΎ ɂȶȳΎ ɁȾȳȱɃȺȯɂȷȽȼΎ ȺȳȲΎ ȳȱȽȼȽȻɇΎɅȶȷȱȶΎ
ɂȶȳɇΎɂȶȳȻɁȳȺɄȳɁΎɅȳɀȳΎȴɃȳȺȺȷȼȵ˷ΎƚɃɂΎɂȶȳȼΎȷɂΎɁɂȽȾȾȳȲ˻ΎƙΎȵȺȽȰȯȺΎɀȳȱȳɁɁȷȽȼ˴Ύ
ȰɃɂΎ ȯΎ ȼȯɂȷȽȼȯȺΎ ̚ȱȽȼɁɂɀɃȱɂȷȽȼΎ ȺȳȲ̛Ύ Ɂ̄ȺɃȻȾ̅Ύ ȷȼΎ ȾȯɀɂȷȱɃȺȯɀΎ ȶȯɁΎ ȰɀȽɃȵȶɂΎ
ȯȰȽɃɂΎɂȶȳɁȳΎȾȯɀɂȷȱɃȺȯɀΎȳɄȳȼɂɁΎɅȶȷȱȶΎȯɀȳΎȳɄȷȲȳȼɂΎȷȼΎȳɄȳɀɇΎɃɀȰȯȼΎɁȳɂɂȷȼȵΎ
ȷȼΎ ɂȶȳΎ ȱȽɃȼɂɀɇ˷ΎƬȶȳΎȰȽȽȻΎ ȺȳȲΎ ɂȽΎȵɀȳȯɂΎ ȳȱȽȼȽȻȷȱΎȾɀȽɁȾȳɀȷɂɇ˴ΎȰɃɂΎ ɂȶȳΎ
ȲȳɄȳȺȽȾȻȳȼɂΎ ȷȼΎ ȿɃȯȺȷɂɇΎ ȽȴΎ ȴȯȰɀȷȱΎ ȯȼȲΎȰɃȷȺɂΎ ȶȳɀȷɂȯȵȳΎ ȽȴΎƥȯȺȺȽɅΎƬȽɅȼΎ
ȲȷȲΎȼȽɂΎ ɀȳ˫ȳȱɂΎ ɂȶȳΎ ɀȯȾȷȲΎȯȲɄȯȼȱȳȻȳȼɂɁΎ ȷȼΎ ɂȶȳΎȱȽȼɁɂɀɃȱɂȷȽȼΎ ȷȼȲɃɁɂɀɇ˴Ύ
ȰɃɂΎ ȷȼΎ ȴȯȱɂΎ ɁɃˎȳɀȳȲΎ ȯɁΎ ȯΎ ɀȳɁɃȺɂ˷Ύ ƬȶȳɁȳΎ ɂɇȾȳɁΎ ȲȳɄȳȺȽȾȻȳȼɂΎ ȾɀȽȰȺȳȻɁΎ
ȱȯȼΎȰȳΎɁȽȺɄȳȲΎȽȼȺɇΎɅȶȳȼΎȱȽɀɀȳȱɂΎɃɁȳΎȷɁΎȻȯȲȳΎȽȴΎȽɃɀΎɀȳɁȽɃɀȱȳɁ˷ΎƯȶȳȼΎ
ɅȳΎɄȯȺɃȳΎɅȽɀȹΎɅȶȷȱȶΎȲȳɄȳȺȽȾɁΎɂȶȳɁȳ˴ΎɅȶȳȼΎɅȳΎȶȯɄȳΎɅȯȵȳ˴ΎɁȯȺȯɀɇΎȯȼȲΎ
ȴȳȳΎȯɀɀȯȼȵȳȻȳȼɂɁΎɅȶȷȱȶΎɄȯȺɃȳΎɁȳɀɄȷȱȳΎȻȽɀȳΎɂȶȯȼΎɁɂȯɂɃɁ˴ΎȯȼȲΎɅȳΎȱȳȯɁȳΎ
ɀȳɁȾȳȱɂȷȼȵΎȾȳȽȾȺȳΎɅȶȽΎȯȱȿɃȷɀȳΎȵɀȳȯɂΎɅȳȯȺɂȶΎɂȶɀȽɃȵȶΎȾɀȽȾȳɀɂɇΎȲȳȯȺȷȼȵ˷Ύ
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� ƚɃɂΎ ɅȶȳɀȳΎ ȲȽȳɁΎ ɂȶȯɂΎ ȺȳȯɄȳΎ ƥȯȺȺȽɅ˷Ύ ƙΎ ɂȽɅȼΎ ȰȺȷȼȲȳȲΎ ȰɇΎ
ȲȳɄȳȺȽȾȻȳȼɂ˴Ύ ɁȱȯɀɀȳȲΎ ȰɇΎ ȱȽȼɁɃȻȳɀȷɁȻ˴Ύ ȯȼȲΎ ȾȳɀȶȯȾɁΎ ȷȵȼȽɀȯȼȱȳΎ ɂȽΎ
ȲȳɁȷȵȼ˴ΎȶȳɀȷɂȯȵȳΎȯȼȲΎȴɃɂɃɀȳΎȲȳɄȳȺȽȾȻȳȼɂ˷ΎƯȶȳɀȳΎȲȽȳɁΎȷɂΎȵȽΎȴɀȽȻΎȶȳɀȳ˾Ύ
ƛȺɃɁɂȳɀɁΎ ȽȴΎ ȶȽɃɁȳɁΎ ȯɀɀȯȼȵȳȲ˴Ύ ȷȼΎ ̚ɂȽȽΎ Ƚȴɂȳȼ̛Ύ ȯɀȰȷɂɀȯɀɇΎ ɀȽɅɁΎ ɀȳ˫ȳȱɂȷȼȵΎ
ȼȽɂȶȷȼȵΎ ȽȴΎ ȼȯɂɃɀȯȺΎ ȲȳɄȳȺȽȾȻȳȼɂ˴Ύ ɀȯɂȳΎ ȽɀΎ Ⱦȯɂɂȳɀȼ˴Ύ ȯɀȳΎ ɂȶȳΎ ȺȯɂȳɁɂΎ ɀɃȼȵΎ
ȷȼΎƥȯȺȺȽɅɁΎȲȳɄȳȺȽȾȻȳȼɂΎ ȺȯȲȲȳɀ˷ ΎƬȶȷɁΎɃɀȰȯȼΎɁȾɀȯɅȺΎ ȷɁΎȯȲȻȷɂɂȳȲȺɇΎȼȽɂΎ
ȱȽȼ˛ȼȳȲΎɂȽΎƥȯȺȺȽɅΎȽɀΎȷȼȲȳȳȲΎơɀȳȺȯȼȲ˴ΎȰɃɂΎȲȽȳɁΎȱɀȳȯɂȳΎȯΎɂɇȾȳΎȽȴΎɁȳȻȷ˹
ɃɀȰȯȼΎɀȷȼȵΎȽȴΎɂȶȳΎɂȽɅȼ˴ΎɅȶȷȱȶΎȺȷȻȷɂɁΎȯȼɇΎȴɃɀɂȶȳɀΎȳɆȾȯȼɁȷȽȼΎȽȴΎɂȶȳΎɂȽɅȼΎ
ȾɀȽȾȳɀ˷ ΎƬȶȳΎɂȽɅȼΎȱȽɃȺȲΎȼȽΎȺȽȼȵȳɀΎȾɀȽȵɀȳɁɁΎȷȼΎȯΎɁȷȻȷȺȯɀΎɄȳɀȼȯȱɃȺȯɀΎȴȯȰɀȷȱΎ
ȳɄȳȼΎȷȴΎȲȳɁȷɀȳȲ˷ΎơɂɁΎȰȽɃȼȲɁΎȶȯɄȳΎȰȳȳȼΎȺȷȻȷɂȳȲ˴ΎȷɂɁΎȶȳɀȷɂȯȵȳΎȼȳȵȺȳȱɂȳȲ˴ΎȯȼȲΎ
ȷɂɁΎȾȳɀȷȾȶȳɀȷȳɁΎȷȼȴȳɁɂȳȲΎɅȷɂȶΎȳȱȽȼȽȻȷȱȯȺȺɇΎɁɇȻȰȷȽɂȷȱΎȰɃɂΎȯɀȱȶȷɂȳȱɂɃɀȯȺȺɇΎ
ȾȯɀȯɁȷɂȷȱΎȲȳɄȳȺȽȾȻȳȼɂ˷

ƛƙƫƬƤƝΎƨƙƪƣΎƠƧƭƫơƦƟΎ
ƝƫƬƙƬƝ˷ΎƜƝƮƝƤƧƨƥƝƦƬΎ
ƨƙƬƬƝƪƦΎƙƤƬƝƪƫΎƜƭƪơƦƟΎ
ƨƪƧƟƪƝƫƫơƧƦΎƬƧΎ
ƥƙươƥơƫƝΎƜƝƦƫơƬƱ˷
ƜƝƬƙƬƛƠƝƜ˹ΎƫƝƥơ˹
ƜƝƬƙƛƠƝƜ˷ΎƬƧΎ
ƙƨƨƙƪƬƥƝƦƦƬΎ
ƬƱƨƧƤƧƟơƝƫ˴ΎƠơƟƠƤơƟƠƬΎ
ƜơƞƞƝƪƝƦƬΎƫƬƙƟƝƫΎƧƞΎ
ƜƝƮƝƤƧƨƥƝƦƬ

ƬƠƝΎƞơƦƙƤΎƫƬƙƟƝƫΎ
ƧƞΎƛƧƦƫƬƪƭƛƬơƧƦΎơƦΎ
ƛƙƫƬƤƝƨƙƪƣΎƥƙƤƤƧƯ˷Ύ
ƬƠƝƫƝΎƠơƟƠΎƜƝƦƫơƬƱΎ

ƚƭơƤƜơƦƟƫΎƤƧƛƙƬƝƜΎƙƬΎ
ƬƠƝΎƝƜƟƝΎƧƞΎƬƧƯƦ˴Ύ

ƥƙƦƱΎƧƞΎƯƠơƛƠΎ
ƤƙƱΎơƜƤƝΎƜƭƝΎƬƧΎ

ƝƛƧƦƧƥơƛΎƪƝƛƝƫƫơƧƦ˴Ύ
ƜƝƥƧƦƫƬƪƙƬƝΎ
ƦƧΎƪƝƫƨƧƦƫƝΎ

ƬƧΎƠƝƪơƬƙƟƝΎƧƪΎ
ƛƧƦƬƝưƬ˷
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ƥȯȼɇ˻˴ΎȽɀΎƦȽȼȳ˻
̄ƬȶȳΎɁȶɃɂɂȳɀȳȲΎɁȶȽȾɁΎȯȾȯɀɂ˴ΎɂȶȳΎɂȽɅȼΎȷɁΎɁȽΎȻɃȱȶΎȱȺȳȯȼȳɀ˴ ΎȰɀȷȵȶɂȳɀ˴ ΎɂȶȳΎ
ȶȽɃɁȳɁΎ ȯɀȳΎ ȴɀȳɁȶȺɇΎ ȾȯȷȼɂȳȲ˷ΎƬȶȳΎ ȽȼȳΎɅȯɇΎ ɂɀȯ˞ȱΎ ɁɇɁɂȳȻΎ ɁȳȳȻɁ˴Ύ ȯȺȽȼȵΎ
ɅȷɂȶΎ ɂȶȳΎ ȼȳɅΎ ɀȽȯȲɁ˴Ύ ȯΎ ɄȯɁɂΎ ȷȻȾɀȽɄȳȻȳȼɂ˴Ύ ȽȾȳȼȷȼȵΎ ɂȶȳΎ ɂȽɅȼΎ ɃȾΎ ɂȽΎ
ȾȳȲȳɁɂɀȷȯȼɁ˷ΎƦȽɅΎɂȶȳɀȳΎȯɀȳΎɁɃȰɃɀȰɁ˴ΎɅȷɂȶΎɂȶȳȷɀΎȽɅȼΎɁȱȶȽȽȺɁ˴ΎȱȶɃɀȱȶȳɁ˴Ύ
ȾɃȰɁ˷ΎƬȶȷɁΎɁȳȳȻɁΎȷȼȳɄȷɂȯȰȺȳ˴ΎɅȶȳɀȳɄȳɀΎɇȽɃΎȵȽ˷ΎƥɃȱȶΎȶȯɁΎȱȶȯȼȵȳȲΎȴȽɀΎ
ɂȶȳΎȰȳɂɂȳɀΎȯȼȲΎɅȶȯɂΎȶȯɁΎȰȳȳȼΎɀȳɂȯȷȼȳȲΎȶȯɁΎȳȼȶȯȼȱȳȲΎƥȯȺȺȽɅ̅˴Ύ
� � � � ƚȷȺȺΎƬȶȽȻȾɁȽȼ˴Ύ̂ƞȷȼȯȺΎƜȯɇɁ̃
ƨȳɀȶȯȾɁΎ ȷɂΎ ȷɁΎ ȷȼȳɄȷɂȯȰȺȳ˴Ύ ɅȶȳɀȳɄȳɀΎ ɇȽɃΎ ȵȽΎ ɂȽΎ ȳɆȾȳȱɂΎ ɂȶȳΎ ɂɇȾȳΎ ȽȴΎ
ȲȳɄȳȺȽȾȻȳȼɂΎ ɁȳȳȼΎ ȷȼΎƥȯȺȺȽɅΎ ɂȽΎ ȶȯȾȾȳȼΎ ɀȳȵȯɀȲȺȳɁɁΎ ȽȴΎ ȰɃȷȺɂΎ ȶȳɀȷɂȯȵȳΎ
ȾɀȳȱȳȲȷȼȵΎȽɀΎɁɃȱȱȳȳȲȷȼȵΎȷɂ˷ΎƨɀȳɁɃȻȯȰȺɇΎɂȶȳΎȼȯɂɃɀȯȺΎȾɀȽȵɀȳɁɁȷȽȼΎɂɃɀȼɁΎΎ
ɂȽɅȼɁΎ ȷȼɂȽΎȱȷɂɇ˴ΎȰɃɂΎ ɂȶȷɁΎ ȷɁΎȱȺȳȯɀȺɇΎȼȽɂΎ ɂȶȳΎȱȯɁȳ˷ΎƜȳɄȳȺȽȾȻȳȼɂΎȱȯȼȼȽɂΎ
ȰȳΎȱȯɂȳȵȽɀȷɈȳȲΎȯȼȲΎɁɃɀȳȺɇΎȷɂΎɅȽɃȺȲΎȰȳΎȻȷɁȵɃȷȲȳȲΎȯȼȲΎȼȯɀɀȽɅΎȻȷȼȲȳȲΎ
ȽȴΎȯȼɇȽȼȳΎɂȽΎȯɁɁɃȻȳΎɂȶȳΎɅȯɇΎȷȼΎɅȶȷȱȶΎȯȼɇΎȴȽɀȻΎȽȴΎɁȳɂɂȺȳȻȳȼɂΎɁȶȽɃȺȲΎ
ȲȳɄȳȺȽȾ˷ΎƛȳȺɂȷȱΎƬȷȵȳɀΎơɀȳȺȯȼȲΎȶȯɁΎȾɀȽȲɃȱȳȲΎȱȽɃȼɂȺȳɁɁΎȴȯȷȺɃɀȳɁΎȷȼΎɂȳɀȻɁΎȽȴΎ
ɃɀȰȯȼΎɁȷɂɃȯɂȷȽȼɁ˴ΎȰɃȷȺɂΎȴȯȰɀȷȱΎȯȼȲΎȳˎȳȱɂȷɄȳΎȲȳɁȷȵȼ˴ΎȶȽɅȳɄȳɀΎȷɂΎȷɁΎȼȽɂΎɂȶȳΎ
˛ɀɁɂΎȵȳȼȳɀȯɂȷȽȼΎɂȽΎɅȶȷȱȶΎɂȶȷɁΎȶȯɁΎȶȯȾȾȳȼȳȲ˷ΎƮȷȺȺȯȵȳɁΎɂȽɅȼɁΎȯȼȲΎȱȷɂȷȳɁΎ
ȶȯɄȳΎȰȳȳȼΎɂɀɇȷȼȵΎȯȼȲΎɂȳɁɂȷȼȵΎɁȳɂɂȺȳȻȳȼɂΎȾȯɂɂȳɀȼɁΎȴȽɀΎɂȶȽɃɁȯȼȲɁΎȽȴΎɇȳȯɀɁΎ
ȯȼȲΎȼȽΎȾȳɀȴȳȱɂΎɁȽȺɃɂȷȽȼΎȶȯɁΎȰȳȳȼΎɀȳȯȱȶȳȲ˷ΎƬȶȳɀȳΎȷɁΎȼȽΎȱȽɀɀȳȱɂΎȻȳɂȶȽȲΎ
ȽȴΎȲȳɄȳȺȽȾȻȳȼɂΎȴȽɀΎɂȶȳΎȴɃɂɃɀȳΎȰɇΎɅȶȷȱȶΎȳɄȳɀɇɂȶȷȼȵΎȻɃɁɂΎȰȳΎȵȽɄȳɀȼȳȲ˷Ύ
ƨȳɀȶȯȾɁΎɂȶȳΎȵɃȷȲȳȺȷȼȳɁΎɁȳɂΎȽɃɂΎȰɇΎƥȯȺȺȽɅΎƭɀȰȯȼΎƜȷɁɂɀȷȱɂΎƛȽɃȼȱȷȺΎȯɀȳΎ
ȯɁΎ ȳˎȳȱɂȷɄȳΎ ȯɁΎ ȱȯȼΎ ȰȳΎ ȶȽȾȳȲΎ ȴȽɀ˴ Ύ ȷȼΎ ȽɀȲȳɀΎ ɂȽΎ ȲȳɄȳȺȽȾΎ ȯΎ ȱȽȼɂȷȼɃȽɃɁΎ
ȾɀȽɁȾȳɀȷɂɇΎ ȴȽɀΎ ȯΎ ɁɃɁɂȯȷȼȯȰȺȳΎ ȯȼȲΎ ȯɀȱȶȷɂȳȱɂɃɀȯȺΎ ȰɃȷȺɂΎ ȶȳɀȷɂȯȵȳ˴Ύ ȷȼΎ ȯȼȲΎ
ȯɀȽɃȼȲΎ ƥȯȺȺȽɅΎ ȴȽɀΎ ɂȶȳΎ ȴɃɂɃɀȳΎ ȲȳɄȳȺȽȾȷȼȵΎ ȵȳȼȳɀȯɂȷȽȼɁ˷Ύ ƥȯȺȺȽɅΎ ȶȯɁΎ
ɀȳȯȱȶȳȲΎȵɀȳȯɂΎȲȷɄȳɀɁȷɂɇΎȷȼΎȯɀȱȶȷɂȳȱɂɃɀȯȺΎȺȯȼȵɃȯȵȳ˴ΎȰɃȷȺɂΎȴȯȰɀȷȱΎȯȼȲΎɃɀȰȯȼΎ
ɁȾȯȱȳΎȿɃȷɂȳΎɁɃȱȱȳɁɁȴɃȺȺɇ˴ΎȰɃɂΎȶȯɁΎȷȼȲȳȳȲΎȰȳȳȼΎɂȯȷȼɂȳȲΎȰɇΎȷɂɁΎȴȯȷȺɃɀȳɁΎȷȼΎ
ɂȶȳɁȳΎɁȯȻȳΎ˛ȳȺȲɁ˷ΎƨȳɀȶȯȾɁΎȼȽɂΎȱȯɂȯɁɂɀȽȾȶȷȱȯȺȺɇΎɁȽΎȶȽɅȳɄȳɀ˷ ΎƬȶȷɁΎȾȳɀȷȽȲΎ
ȽȴΎɂȶȳΎȳȱȽȼȽȻȷȱΎȲȽɅȼΎɂɃɀȼΎ ȷȼΎ ơɀȳȺȯȼȲΎȻȷȵȶɂΎȰȳȼȳ˛ɂΎƥȯȺȺȽɅΎɂȽɅȼΎȷȼΎ
ɂȶȳΎȺȽȼȵΎɂȳɀȻ˴ΎȳɄȷȲȳȼȱȳΎȽȴΎɅȶȷȱȶΎȶȯɁΎȰȳȳȼΎɁȳȳȼΎȰȳȴȽɀȳ˷ΎƬȶȷɁΎȻȯɇΎȰȳΎȯΎ
ɂȽɃȵȶΎɂȷȻȳΎȴȽɀΎȯɀȱȶȷɂȳȱɂɁ˴ΎɇȳɂΎȯΎȵɀȳȯɂΎȯȼȲΎȳɆȱȷɂȷȼȵΎɂȷȻȳΎȴȽɀΎȯɀȱȶȷɂȳȱɂɃɀȳ˷Ύ
ƬȽɃȵȶȳɀΎȳȱȽȼȽȻȷȱΎȲȳȱȷɁȷȽȼɁΎȯɀȳΎȷȼȳɄȷɂȯȰȺȳ˴ΎɅȶȯɂΎɅȷȺȺΎȰȳΎȱȶȯȼȵȳȲΎɅȷȺȺΎ
ȰȳΎȲȽȼȳΎɁȽΎȴȽɀΎɂȶȳΎȰȳɂɂȳɀ˴ ΎȯȼȲΎɅȶȯɂ Ɂ̃ΎɀȳɂȯȷȼȳȲΎɅȷȺȺΎȳȼȶȯȼȱȳΎƥȯȺȺȽɅ˷

ƛƧƦƛƤƭƫơƧƦ
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ƥȯȺȺȽɅΎƞȷȳȺȲΎƛȺɃȰΎƢȽɃɀȼȯȺ˶Ύ̴̰Ύ̸̸̶̰
ƥȯȺȺȽɅΎƙɀȱȶȯȳȽȺȽȵɇΎ˱ΎƠȷɁɂȽɀȷȱȯȺΎƫȽȱȷȳɂɇ

ƥȯȺȺȽɅΎƞȷȳȺȲΎƛȺɃȰΎƢȽɃɀȼȯȺ˶Ύ̱̯Ύ̷̱̯̯
ƥȯȺȺȽɅΎƙɀȱȶȯȳȽȺȽȵɇΎ˱ΎƠȷɁɂȽɀȷȱȯȺΎƫȽȱȷȳɂɇ

ƥȯȺȺȽɅΎƞȷȳȺȲΎƛȺɃȰΎƢȽɃɀȼȯȺ˶Ύ̰Ύ̸̷̴̰
ƥȯȺȺȽɅΎƙɀȱȶȯȳȽȺȽȵɇΎ˱ΎƠȷɁɂȽɀȷȱȯȺΎƫȽȱȷȳɂɇ

ƙΎƠȷɁɂȽɀɇΎȽȴΎƥȯȺȺȽɅ˶Ύ̸̶̰̰ΎƝɄȳȺɇȼΎƚȽȺɁɂȳɀ

ƬȶȳΎƥɃȼɁɂȳɀΎƨȺȯȼɂȯɂȷȽȼ˹ΎƝȼȵȺȷɁȶΎƥȷȵɀȯɂȷȽȼΎɂȽΎɁȽɃɂȶȳɀȼΎơɀȳȺȯȼȲ
̴̷̰̲˹̵̰̳̰˶Ύƥȯȱƛȯɀɂȶɇ˹ƥȽɀɀȽȵȶ

ƥȯȺȺȽɅΎ̄ƠɃȰΎƬȽɅȼ̅ΎƭɀȰȯȼΎƨȺȯȼ˶
ƥȯȺȺȽɅΎƭɀȰȯȼΎƜȷɁɂɀȷȱɂΎƛȽɃȼȱȷȺΎ̶̱̯̯

ƬȶȳΎƛȷɂɇΎơȼΎƠȷɁɂȽɀɇ˶ΎƤȳɅȷɁΎƥɃȻȴȽɀȲ

ƞȷȼȯȺΎƜȯɇɁ˹ΎȱȽȺȺȳȱɂȷȽȼΎȽȴΎɁɂȽɀȷȳɁΎȰɇΎƚȷȺȺΎƬȶȽȻȾɁȽȼΎ̱̯̯̱

ƟɀȽɅɂȶΎƛȳȼɂɀȳɁΎ ȷȼΎ ɂȶȳΎ ƝɃɀȽȾȳȯȼΎƭɀȰȯȼΎ ƫɇɁɂȳȻ˶Ύ ƨȳɂȳɀΎƠȯȺȺΎ ˱ΎƜȳȼȷɁΎ
Ơȯɇ

ơɀȳȺȯȼȲɁΎƮȳɀȼȯȱɃȺȯɀΎƙɀȱȶȷɂȳȱɂɃɀȳ˶ΎƣȳɄȷȼΎƜȯȼȯȶȳɀ

ơɀȳȺȯȼȲΎƟɀȳȳȼ� ƠȯɀɀɇΎƚȽȶȯȼ� ̸̶̰̰

ƙȼΎ ơȼɂɀȽȲɃȱɂȷȽȼΎƬȽΎƬȶȳΎƙɀȱȶȷɂȳȱɂɃɀȯȺΎƠȳɀȷɂȯȵȳΎȽȴΎƦȽɀɂȶΎƛȽɀȹ˷ΎƙȼȼȯΎ
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The political and physical landscape of post World War II Eu-
rope was one of uncertainty, huge change and of little precedent. To 
the east, socialist governments came into power under a soviet sphere 
of influence, soon to recede from the west behind the secrecy of an 
iron curtain. Throughout east and west Europe countries took stock of 
their human and physical losses and began the process of rebuilding 
and moving forward. 

The developments in technology during the war greatly affected 
industry and development. From the late 1940’s on, the United States 
was to enter close to twenty years of economic boom and prosperity, 
whilst in east Europe centrally planned-economies set production tar-
gets on resources and allocated prices. The means of production were 
almost entirely state-owned. In East Germany, for example, state-
owned enterprises or collectives earned 96.7 % of total net national 
income in 1985 . In the GDR (East Germany) five year plans were 
introduced for intensive productivity and development of resources in 
the country. 

With these intensive industrialised economies in east Europe, 
manufacturing developed in such a way as to lend itself to the prob-
lem of solving housing shortages and regenerating areas affected by 
the war. Whilst in the United States a house in the suburb became 
the American dream and consumers had the right to choose their 
dwelling, socialist government approached the task from a different 
angle. Workers needed dwellings to live and sleep and socialist realism 
called for socially-equal housing; dwellings independent of class and 
social hierarchy. The apartment or house as a unit served primarily as 
another element in the socialist ideal of working for the economy and 
ultimately for a fellow man. 

What is the reality of the experience of industrialised con-
struction and production meeting that of the private family life?
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The legacy of the construction policies in the former GDR from 
1945 until 1990 resulted in a state controlled industry. Faced with the 
problems of solving housing shortages, rebuilding towns destroyed 
by bombing and modernising the countries housing stock, the gov-
ernment monopolised and industrialized the countries’ construction 
industry. 

The GDR was formally proclaimed in 1949, and from then until 
the fall of the Berlin wall in 1989, the Socialist Unity Party (SED) 
was in control of the country.  From its inception the country was 
under the soviet sphere of influence; the policies and directives of the 
USSR largely coming into being in the GDR also. In terms of ur-
banism and architecture, at the inception of the GDR the modernist 
style was prevalent, Germany, of course being one of the birthplaces 
of modernism.  However architects of the GDR who were trained in 
this discipline had to renounce their learning when the Stalinist style 
was imposed in the late 1940’s. However, when Soviet leader Nikita 
Khrushchev called for industrialized construction in 1954 it opened 
the way for an architecture and urbanism free of historical references, 
enforced or un-enforced.

In order to impose a socialist transformation on the GDR, a legal 
framework was implemented. This meant state ownership of land in 
order to execute socialist urban planning without interference:

“Starting as early as 1947, a constantly growing public 
control of land transactions and authoritarian planning was 
established. Although as late as 1981 only a third of all land 
in East Germany (the GDR) was legally public property, the 
planning bureaucracy was able, with the help of a rapidly 
growing public land stock to realize most of their projects 
without major restrictions.”

In these early stages, as previously mentioned architecture had to 

Introduction
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follow the tenet of socialist realism (the stated principles of socialist 
realism called for combining ideological content, truthfulness in artis-
tic expression, and determination to make every building meet techni-
cal, cultural, and social demand ) and the first, experimental socialist 
towns were built adjacent to heavy industry.

One of the first planned towns built in the GDR was Eisenhüt-
tenstadt, founded in 1950. The “first socialist city” was built towards a 
“proletarian dominance”, independent of class or bourgeois associa-
tions . The planning followed Fordist values, and isolated the two 
major zones (in Eisenhüttenstadt the separation of the residential 
and steel-production zone). In the space between green areas were 
kept to filter air pollution and to halt it reaching the residential 
zones. The housing built here was an example of Wohnkomplex hous-
ing; small-scale developments with a focus on a neighbourhood and 
outdoor space, with apartment blocks framing private courtyards. This 
style was usually of 4-6 stories in height and the ornamentation and 
monumentality was a result of socialist realism . This style of housing 
emerged during the Weimar republic in the 1920’s, and in this in-
stance was built for around 5,000 workers.

Eisenhüttenstadt, Urban Layout, 1951 
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However, in 1955 Soviet leader Nikita Khrushchev imposed a 
break on the ideology of socialist realism, owing to the high costs 
of building in the “nationalist tradition” , and the order was given to 
manufacture housing on an industrial scale. This campaign of state 
funded production and urbanisation resulted in a huge increase in the 
number of dwellings built from the late 1950’s on. It was at this stage 
that the GDR entered the period of constructing mass-produced 
housing for its citizens.

The call for an industrialised construction opened the way for the 
GDR to embrace an architecture and urbanism free of historical refer-
ences. The sputnik era of technological advancement resulted in the 
ability to construct dwellings cheaply and extremely quickly. A highly 
standardised method of prefabrication was adopted and was used for 
the next thirty years to solve the problem of the housing shortage in 
the country. 

  

Introduction
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Plattenbau 

Plattenbau, variously known as system building, industrialised 
building and mass-produced housing, is characterised by loadbear-
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ing walls and floors assembled from large, concrete, factory produced 
panels. The ‘Platten’ or slabs which are the height of a storey and the 
length of a room are manoeuvred into place and assembled on-site 
by a crane. The front and rear elevations consist of concrete slabs with 
openings already fitted with glazed window frames.

In this housing construction technology, style and dwelling type 
developed independently.  The first system-built dwellings hid behind 
socialist-realist ornament and had a traditional floor plan, that of the 
earlier Wohnkomplex building type. Some time later the ornamen-
tation disappeared and the familiar Platten came into view, but the 
traditional floor plan continued. A floor plan that was an industrial 
product and that could be applied in any location was still some time 
away.

On 18 April 1956, the Ministry of Construction and Develop-
ment established an Institute for Typological Research but it did not 
yield results until 1961 . The P series was based on a 6 by 6 metre grid 
and offered freedom in use by means of a more open and flexible floor 
plan, with the narrow and deep plan resulting in a cheaper construc-
tion.

At this time the rationale for the location of the Plattenbau devel-
opments came from the industrial plan for the country. While the first 
model city of Eisenhüttenstadt was located adjacent to a steelworks, 
the second, Schwedt grew from the decision by the SED to start a 
chemical program there in 1958. Several large petrochemical plants 
were to form a combine and develop the whole petrochemical indus-
try . In 1963 a major pipeline was opened and the plant was situated 
6 kilometers northwest of the city and covered an area of 16km . The 
Schwedt population exploded from 6,200 in 1958 to 34,000 in 1970 
and 51,000 in 1989, despite the fact that the initial planning process 
begun in 1959 had envisaged a city of no more than 20,000 inhabit-
ants by 1980 . 

The construction of Plattenbau developments in Schwedt were 
characterised by a high population density together with extensive 

Plattenbau
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green spaces and an extreme degree of functional segregation. The 
urban design of plattenbau developments as characterised by those in 
Schwedt can be explained in the comparisons between such develop-
ments and those of the earlier Wohnkomplex layouts:

Block organisational principle, Plattenbau 

Block organisational principle, Wohnkomplex



69

These campaigns of massive urbanisation resulted in huge pro-
grams for the housing industry. From the early 1960s, the number of 
new dwellings was increased in most East European countries.

 

he 8th party conference of the SED in 1971 set out the most im-
portant challenges facing the country. Housing construction featured 
largely in this list, firstly because the design of the living and domestic 
environment gave shape literally and figuratively to the socialist family 
life, and secondly because of the existence of a housing shortage, espe-
cially in industrial areas where as previously mentioned the initial ur-
ban planning inaccurately predicted the influx of workers to the areas. 
The conference decided to not only conceive of housing construction 
as one big production machine, but to also treat the entire country as 
one well-oiled machine producing long-term plans, including new 
commuter towns around the by then grounded industrial towns 

The increase in housing construction was able to happen due to the 
emergence of the WBS 70 housing type, developed in the early 1970s 
. The system was based on concrete panels measuring 1.2 metres or 
multiples thereof.

Plattenbau



ich bin. wer?  

70

“The Wohnungsbausystem 70 is an open and dynamic 
system that is in accordance with the principles of the 
‘uniform way of building’ and the stated goals of the GDR’s 
housing construction policy. It is a system that in its present 
phase of adaptation follows the conditions of mass housing 
construction, of dormitories and of preschool institutions as 
well as the widest possible use of already extant and to-be-
reconstructed slab factories”. 

The system was brought into building regulations in 1975 which 
were to be followed by architects and planners. The series was a fully 
integrated building system; it contained bearing elements, façade ele-
ments, internal finishing, staircases, prefabricated bathrooms etc. The 
construction time for one team was about 4.5 dwellings per day.

    The plan below shows a typical WBS 70 apartment. Notable are 

The buildings are characterised 
by their repetitive pattern of 
concrete loggias to one side and 
by the flat and unimaginative 
representations on the other 
side.
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the prefabricated bathrooms and wide loggias that span 6 metres.

Plattenbau
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 The isometric drawing below shows the building construction 
in general. Prefabricated concrete panels are placed on top of each 
other. The reinforcement is welded together to create a stiff and stable 
construction. The typical span is 6 metres and the maximum weight of 
each panel is 63kN. 

   The introduction of the WBS 70 series established a typology in 

socialist urban planning and architecture that lasted for the next thirty 
years. This typology was that of a ‘stacked’ housing type, with the lay-
out of each apartment identical and visible on each level.

“The standardization of the WBS 70 meant: one to four 
rooms, a hall way, a kitchen and a bath (a cell without win

dows), as well as a matching order among rooms and 
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functions. This ‘classical’ apartment type was reproduced 
about 1,5 million times. The largest room of an apartment 
was conceived as the living room. The middle-sized room 
which was usually located on the quieter side of the house 
was to be used as the parents’ bedroom, and the smallest 
rooms were to be used as the children’s’ bedrooms” 

The entire complexes and developments were based on the concept 
of the nuclear family in a nuclear apartment multiplied and repro-
duced in socialist housing areas; a cell of private family life conducive 
to a healthy socialist lifestyle. 

The second new socialist city (after Eisenhüttenstadt), was planned 

Plattenbau
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WBS 70 and the built landscape
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as a residential development for the coal mining industry – Schwarze 
Pumpe. The settlement was designed around the utilisation of plat-
tenbau construction. A special event marked the year of 1957 – the 
establishment of the first fully mechanized housing factory for the 
production of concrete panels. The annual capacity was 70,000 units  

It was at this stage that the technological advantages and limita-
tions began to determine the form and planning of new settlements. 
In this instance, the urban form and design of Hoyerswerda-Neustadt 
(New Town – Neustadt) was dictated by the requirements of construc-
tion technology.

“In this first phase architects, planners and engineers 
tried to combine the demands of new industrial building 
techniques with a friendly garden-city layout of a closed 
building block with several public facilities on the enclosed 
greenery. However, during the planning phase of the first 
housing block in Hoyerswerda, planners came to realize that 
it was impossible to create small-scale urban structures with 
modern industrial building techniques. Thus, open structures 
became the dominating form of building with the building 
crane as its main architect.”t

 Whilst the maximum size of the elements was largely determined 
by the building crane; transport to the building site also plays a role. 
For example, one thousand dwellings built according to the Dura-
Coignet system (a similar system to the WBS 70 series used in the 
Netherlands) not far from the factory in Schiedam have a storey 
height of 2.6 metres instead of the usual 2.8 metres because the panels 
would not have otherwise been able to fit beneath the local viaducts 

The maximum distance between factory and building site was 
usually not much more than 50km. Ideally dwellings as far as possible 
were built within this radius. 

The type or crane used also affected the spatial layout of the blocks. 
For instance, the radius of action of a crane capable of building on two 

WBS 70 and the built landscape
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sides simultaneously determines the distance between the blocks of 
housing. The height of the blocks also is determined by the limitations 
of the crane. 

The production speed of WBS 70 buildings was consequently 
determined by both the factory and the crane. In the structural phase 
one crane can assemble two dwellings a day. The daily output of the 
factory does not have to equal the combined output of all cranes on a 
project because factory production was not hampered by bad weather. 
Nevertheless, factories often had a large storage area which acted as 
a buffer when construction was halted for a long period of time, for 
example by frost.

It is an interesting contradiction to note that by utilising the WBS 
70 series and large scale prefabrication of housing, the GDR govern-
ment effectively killed the craft of individual trades people such as 
plasterers, tilers and painters. The behemoth of the factory producing 
endlessly repetitive and monotonous housing was the brand and result 
of the construction policy in the GDR. 

In a society that was supposedly devoted to the common man and 
the effort one puts into society, a glaring paradox became evident. In 
order to justify industrialization of housing, passages from Karl Marx’s 
Das Kapital about the “machinery and the large industry” were cited, 
even though he never wrote about socialist industrialization. For the 
government, the savings were huge. In 1950 the number of man hours 
needed for a system built dwelling varied between 500 and 800, com-
pared to 2000 for a traditionally built dwelling . 

On an urban planning scale, the transition to an industrialised 
housing construction in the 1950’s required a departure from existing 
socialist planning principles.  The earlier socialist realist period of the 
1950’s utilised perimeter blocks with a central courtyard (Wohnkom-
plex), industrialised modernism from the mid 1950’s onwards used 
open rows of stacked apartments. The courtyards that featured in early 
Wohnkomplex developments belonged to an existing architecture: 

“Courtyards belong to the ideal of the ‘closed’ city 
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composed to classical urban design principals of courtyards, 
boulevards and squared. The individual dwelling is subor-
dinated to a grand monumentality. The emphasis lies on 
the public, collective life that is supported with a wealth of 
amenities located mainly in the residential and shopping 
estates between the estates”.

Plattenbau developments largely disregarded any underlying spa-
tial or urban strategy. In effect, the building crane constructed rows 
of apartment blocks in a green field. The amenities necessary to create 
a functioning housing estate largely didn’t manifest; dustbins and 
untended green spaces took the place of community or sports facilities 
in many cases. 

           What was successful in the construction policies of the 
GDR undoubtedly was the flexibility of the WBS 70 and other pre-
fabrication systems and the speed apartments could be constructed. 
The industry was highly streamlined and efficient, providing modern 
apartments for hundreds of thousands of people in the GDR. 

The largest development was that of the Marzahn area in Berlin. 
Here the WBS 70 system was used to construct dwellings for 142,000 
inhabitants. 

“It became one of the most important areas for the 
realization of the “housing program of the GDR” approved 
by the Eighth Congress of the Socialist Party in 1971. The 
program implemented by the new regime under Erich Hon-
necker promised to solve the East German housing problem 
up to the year 1990. It planned to complete 250,000 dwell-
ings in the Berlin region by 1990. The first 60,000 dwellings 
were to be built around the old village of Marzahn; they 
were to house 150,000 people.”

The development constrasts with the rural location of Schwedt 
and Eisenhüttenstadt, with a shift in planning strategy that occurred 

WBS 70 and the built landscape
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in the 1970’s towards concentrating on urban peripheries. Whilst the 
development had again been planned in tandem with a new industrial 
centre in northeast Berlin that in 1987 provided 21,000 jobs , the area 
was anchored in a relationship to the centre of Berlin. An extension of 
the S-Bahn to the area was completed during the construction of the 
residential blocks, and the area is within the desirable 30-minute com-
muting radius from the city centre.

Berlin-Marzahn was the single largest built development of the 
GDR. At the time when the district was founded in 1979 the com-
bined villages of Biesdorf, Marzahn, Hellersdorf, Kaulsdorf, Mahl-
sdorf and the smaller surrounding settlements constituted some 
50,000 inhabitants. Between 18th December 1978 and January 1979 
alone, 15,000 new inhabitants took up residence  

As of 2001, 100,000 plattenbau apartments existed in Marzahn. 
However, the policy of developing the urban periphery eventually 
drew criticism to the city planners. 

“During the 1980s, the system of peripheral urban de-
velopment that had been established around 1970 met with 
sharp criticism from the Marzahn population, who attacked 
the monotony of the new quarters.51 Planners were criti-
cal because of the high costs of the new infrastructure.52 
Experts from the East German Building Academy stated 
in 1989 that in 88 East German cities, the surface of the 
residential areas had been considerably increased while the 
number of inhabitants per hectare declined between 1980 
and 1990. They called the type of urbanism realized in 
the 1970s and 1980s in Marzahn and elsewhere extensive 
urbanism, which in practice meant giving up the inner city, 
creating serious traffic problems, producing housing with 
very high costs.” 

In total terms, plattenbau developments and in particular the WBS 
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70 series created huge amounts of housing for the citizens of the 
GDR. 

“By 1990 over 644,000 residential units were built using 
this same building system and a total of 1,200,000 manu-
factured units in all. In East Berlin there are over 270,000 
industrially produced residential units, representing 40% 
of the entire housing stock. Of these 100,000 apartments 
were produced using one particular model, the apartment 
construction series 70 (WBS 70).” 

The construction policies of the GDR transformed the countries 
housing stock. Nearly 50 percent of housing in the former state was 
constructed using industrialised prefabrication processes. Plattenbau 
developments exist throughout the country and surround the major 
urban cores. They are firmly imprinted on the minds and experiences 
of citizens of the former state, and continue to leave a physical and 
emotional imprint. 

The feat of constructing such a number of dwellings for the citi-
zens of the GDR demonstrates the application of a successful con-
struction process. The ease and speed in which plattenbau develop-
ments were constructed is a credit to the architects and engineers who 
developed the systems used for over thirty years. 

However, the primary function of these construction processes was 
to provide a housing cell for the typical, working, socialist family unit. 
The industry was a successful one but how did this type of construc-
tion translate to the human scale? How did the average person feel 
living in one box surrounded by thousands of identical boxes? 

Was the monotony and blandness of the typography something 
that translated into the experience of living in a plattenbau develop-
ment?

 

WBS 70 and the built landscape
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Inhabitation of the private cell
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The image today of plattenbau developments is stigmatised, ‘due to 
the appalling monotony and uniformity of the buildings and lack of 
public facilities or valuable green space’ . The housing estates speak of 
a bleak and withdrawn existence, one cell in an identical collection of 
thousands. Since the fall of the Berlin wall in 1989, the population of 
East Berlin has continuously fallen, a statistic highlighted in the fate 
of plattenbau housing estates.

In the GDR’s day Marzahn boasted a highly differentiated popu-
lation with labourers and professors living next door to one another. 
After the fall of the Berlin wall Marzahn suffered a severe loss of 
image. The area’s residential profile has since changed dramatically. 
Many former residents have departed for the better suburbs of Berlin 
or to other parts of the country in search of work. In addition, the area 
attracts a lot of immigrants from other post-communist countries. 
Like many areas in the GDR, Marzahn has to contend with shrink-
age. In 1992 Marzahn still had 164,907 inhabitants; by 1998 this had 
dropped to 142,000, a decline of 14 percent. By way of comparison: 
the population of the city of Berlin declined by 3 percent in the same 
period. 

 However, this outlook on the plattenbau developments must be 
put into a political and economic context. The capitalist economy of 
Germany today is at odds with the climate in which the developments 
were constructed. 

Plattenbau developments were conceived as socially-equal hous-
ing. The repetitive patterns of uniform housing complexes, constructed 
independently of the existing site context led inevitably to spatial and 
architectural monotony. The mono-functional and uniform layout of 
the living environment of plattenbau developments was a manifesta-
tion and result of the socialist concept of society. The crucial element 
of this concept was the formula of ‘die sozialistische Lebensweise’. 
To follow official GDR and socialist ideology, people were supposed 
to follow and realise their identity as a socialist human being in all 
dimensions of collective life: that is the nuclear family, the orienta-
tion towards “Hausgemeinschaft” (households that shared the same 
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staircase in the same building), the political activities of the GDR and 
all other clubs and societies for sport, leisure, culture and consumption. 

In terms of urban planning, architects and engineers were supposed 
to materialise the essence of socialist-realism into the built environ-
ment. In other words; the impetus was to design a clear relationship 
between the individual cell (the family), the housing block and of that 
to the housing estate (neighbourhood).

Siegfried Grundmann, an urban sociologist practicing at the scien-
tific research institute of the SED – the Academy of Social Sciences 
by the central committee of the SED – described the housing ideol-
ogy as interpreted by socialism: “Not the existence of class struggles 
and the deepening of social differences, but rather the convergence of 
class and stratification and the step by step decrease of social differ-
ences is from now on the basic rule for the social structure of cities”. 
Implementing this claim meant that equal and decent housing had to 
be created for everybody: ‘A general director and delivery man from 
the chemical plant, live side by side in the same building, and a town 
mayor lives in the same housing block as a janitor from the energy 
plant and an urban planner, who planned the town.’ 

If such societies existed as constructed by socialist ideology, how 
did the residents feel living amongst each other? How did the private 
cell fare in socially-equal neighbourhoods?

The answer to this lies in an analysis of media that has been pro-
duced about or as inspired by the experience of plattenbau housing. 
From the foundation of the GDR in 1949 up until today, architects, 
historians, filmmakers and writers have been examining the appear-
ance of architecture in a genuinely existing socialism.
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 Plattenbauten in Media
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Filled with ideological conviction, in 1958 novelist Brigitte Rei-
mann moved to Hoyerswerda, the ‘second socialist city on German 
soil’. There in 1963 she began work on Franziska Linkerhand, a real-
istic novel about the heroine of bourgeois origins who, as an architect 
in Hoyerswerda-Neustadt, unconditionally ties her personal fate to the 
‘life and death of the great socialist novel’. Here architecture as a uto-
pian programme informs both the structure and storyline of the novel, 
and the author ‘did not regard the writing as a freewheeling, literary-
aesthetic affair but as a form of social engagement aimed at exploring 
and revealing the reality of the city and city life in the socialist con-
text’.  

The city was nominated by the SED as an urban planning testing 
ground for modern social ideas about the city and city life. Initially, 
discussions had a strong ideological conviction but in its manifesta-
tion, the construction was dominated by the limitations of the build-
ing crane; the result was a ‘complete loss of spatial connection between 
the individual apartment blocks’ . Atmosphere and intimacy had 
been sacrificed to production figures and innovations in construction 
technology. Eventually the focus of political interest moved to a new 
“model project” at the expense of the inhabitants of Hoyerswerda, who 
remained saddled with the unresolved question of socialism mani-
festing in a provisional new city. It was precisely this drama that the 
author made the subject of her novel.

The novel is about a young architect who, after graduating from ar-
chitecture in Berlin and suffering the traumas of rape within marriage 
and divorce, relocates to Hoyerswerda where she becomes a draughts-
woman in a design office. The story is interwoven with a systematic 
coupling of architectural images to events and characters. Initially the 
protagonist, Franziska, has great difficulty adapting to the Spartan liv-
ing and working conditions of Hoyerswerda that have her constantly 
desiring the idyllic scenes of her youth. In Hoyerswerda Franziska ‘lit-
erally lives in two worlds; that of the dead straight Magistrale where 
there is no sign yet of shops or department stores, just the occasional 
bus stop’ and that of the earlier Wohnkomplex socialist courtyards, 
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with their views of ‘garbage bins and trampled soccer pitches’. This is 
an image of the city that initially repels her but she gradually begins to 
understand and starts to experience as the ‘socialist counterpart of the 
historical city of aristocracy and bourgeoisie’.

According to the novel, the city is doomed to failure because of the 
‘disregard to the non-production related ambience of domestic life’. A 
rape in a housing block and the suicide of a construction office secre-
tary begin to demonstrate the urban disintegration of the city as seen 
“from below” through the eyes of Franziska. This “amputated town”, 
according to the partner of Franziska, represents ‘an opportunity 
missed, a settlement of television coves, a town planning disaster…in 
that it prevents rather than promotes communication, separates rather 
than mixes the lives and activities of its inhabitants’.

This novel represents an ultimately dismal view of the author’s 
experience of living in Hoyerswerda, an ‘accurate and uncomfort-
able mirror of the state of desperation in which individuals, state and 
society in the GDR had ended up – twenty years before the fall of the 
Berlin wall’ 

The novel, although not a historical or architectural output, is an 
invaluable source which documents the experience of living in a plat-
tenbau development. 

A number of the early short films of Chantal Ankerman were at-
tempts at analysing the solitude of domestic life. Saute ma Ville (Blow 
up my Town), 1968, deals with the claustrophobia and loneliness of 
a young woman, living on her own in a Belgian plattenbau housing 
block. 

The thirteen minute film provides an ultimately despondent and 
frightening view of living in a typical plattenbau apartment. The initial 
scenes set the context of the location; an apartment block with a bro-
ken lift, decayed stairs, and the ascent of Ankerman up to her domes-
tic cell. As if to demonstrate the detachment of the apartment from 
any sense of community or activity, the front door is immediately and 
frantically taped up and a chair set against the handle.

Plattenbauten in media
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The only background noise is the interior monologue of the female 
character. She echoes her actions through noise and humming – mak-
ing the noise of striking a match as she carries out the action. Con-
stantly fretting and humming, an unsettled and quietly frantic atmos-
phere is established. The fixed camera, focused on the cramped kitchen 
creates a sense of the dwelling being a claustrophobic space.

The setting and irrational activities of the woman make her domes-
tic life seem like a crushing prison with no hope of redemption. Half-
way through the short film and we see how the kitchen has descended 
into chaos; with the woman trying to clean the mess she has caused 
on the floor with a broken and unusable broom, dancing and laughing 
maniacally with herself  and starting a fire on the hob. 

The scene unexpectedly cuts to black, with the sounds of explo-
sions accompanying the lack of visuals. Whether this the explosion 
and destruction of the apartment block or the girls mind is irrelevant, 
as the film shows how the solitude of domesticity in such apartments, 
ultimately the experience of living in them, could interfere with and 
break down the human mind.

This short film can be analysed as demonstrating the potentially 
negative effects of living in a ‘modern’ apartment block, where produc-
tion processes took precedence over a desire to create a functioning so-
ciety. These sorts of worlds are here shown to be extremely lonely and 
withdrawn and have such a negative influence that they can be the 
cause of breakdown in not only a society, but also the human mind. 

Elsewhere during the period of socialism in Eastern Europe, other 
filmmakers and artists were producing work that used plattenbau 
equivalents as a backdrop and context to the narrative. In the case of 
the Polish filmmaker Krzysztof Kieslowski, his Decalogue series uses 
a plattenbau development in Warsaw as the backdrop for his ten-part 
mini series. 

Filmed in the late 1980’s for airing on Polish television, each of the 
ten one-hour episodes deals with one of the Ten Commandments and 
explores the possible meanings of each – often ambiguous or contra-
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dictory – within a fictional story set in Poland.  
The interpretations of some of the episodes can be read as a com-

ment on the socialist backdrop of the film or the experience of living 
in the huge housing complex in which the series is set. For exam-
ple, in episode 1 ‘Thou shall have no other gods before me’, a university 
professor trains his son in the use of reason and scientific method, 
but is confronted with the unpredictability of fate. Upon calculating 
the depth of the ice on a frozen lake and judging it safe for his son to 
walk across, reason is defied when the ice breaks and his son drowns. 
The socialist cities and plattenbau developments were ones of method 
and ultimate predictability, the very dominance of which was to be 
criticised for killing any sense of atmosphere or mystery in the devel-
opments. Does the episode critique the sense of ultimate order and 
functional separation created by socialist ideology in architecture?

In episode 6 ‘Thou shalt not commit adultery’, a naïve young man 
spies on a stranger through her window and falls in love with her. This 
episode speaks of the withdrawn and lonely existence encouraged by 
plattenbau developments, where there was no opportunity for the man 
to come into contact with the woman he loves other than visually and 
from a distance. 

Die Architekten is an East German film about the fate a young ar-
chitect suffers who sacrifices all that is dear to him in order to see his 
vision for a community facility fulfilled and constructed. The protago-
nist and his family live in a plattenbau apartment in Marzahn, having 
moved from an old apartment in the centre of Berlin. Although the 
move to Marzahn was made as the old apartment was the cause of 
illness for the children and wife of the family due to its inadequate 
heating, a sense of permeating numbness is quickly established as a 
result of living in the development.

The backdrop of the film here is again central to the storyline of 
the film. The architect eventually loses his wife and children partly due 
to his work commitments, but also to the wife’s eventual inability to 
live in the apartment any longer. Spending her days living a repeat-
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edly monotonous existence as a housewife devoid of and community 
contact or activities, she eventually turns to another man as a source of 
stimulus for her life and escapes from the apartment and the country 
with her children.

The main character is appointed to be the head architect of the 
development of a new community and shopping centre, and as-
sembles his own team of architects, engineers and artists to develop 
the scheme. However, from this initial high the fate of the architect 
becomes increasingly destined for hopelessness and despair. His grand 
plans and ideologies are repeatedly pared back by GDR officials and 
planners, until the development loses all sense of the initial commu-
nity driven and ecological concept. 

As perhaps the strongest critique of both GDR political and con-
struction policy found, the final scene of the film shows the architect, 
having lost his family and with the development eventually cancelled, 
having a breakdown on the green field site of the prospective develop-
ment. The film demonstrates again the affect on the personal self that 
living in plattenbau developments had, along with the conflicting and 
contradictory practices of the SED.

These works all deal with the experience of ‘self ’ in an un-human, 
industrially produced context. The experience of living in these de-
velopments seems to have had a profound affect on people, and it can 
be argued that the monotony and oppressive nature of the housing 
estates makes you more aware of self and more vulnerable. The knowl-
edge of your existence being no better or worse than anyone who sur-
rounds you is a result of the belief in the socialist order. In the GDR, 
children read Karl Marx and Friedrich Engels in school and were 
exposed to the socialist ideology in every area of life. Architecture and 
urban planning were one of the main areas of focus for the GDR in 
manifesting its social concepts.

In the example once again of Hoyerswerda, the early design phase 
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was dominated by the ‘dilemma between ideological dreams and 
economic reality.’  The superb courtyards of the earlier Wohnkomplex 
development in Stalinstadt were supposed to be an inspiration for the 
green space between the rows of apartments, creating ‘clearly percep-
tible and arranged spatial relations’. In reality the greater radius of the 
building determined the spatial situation; the result being a complete 
loss in the spatial conversation and relationship between the blocks.

The experiment of representing socialist-realism and socialist 
ideology in architecture has and continues to be the subject of much 
literature, discussion and other media. With plattenbau developments 
and the WBS 70 building system, industrial processes took precedence 
over the design of a socialist lifestyle. There is no better example of 
this than the power the building crane wielded in spatial and urban 
planning. 

This dissertation came about after a first-hand experience of a plat-
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tenbau development. A sense of being over-awed by the scale of the 
housing blocks, the space between them and the grander scale of the 
urban plan resulted in a desire to understand how they came to be and 
what they were like to inhabit.

Ultimately, the feat of transforming the countries housing stock 
through a prefabricated, industrialised process was a success of the 
government of the GDR. Eventually, 40 percent of the total hous-
ing stock was modernised and provided citizens with, according to an 
former inhabitant ‘coming from living in a city centre tenant, a situa-
tion where you might not have had heating or an adequate bathroom, 
to being provided with a modern apartment with central heating, 
properly serviced and relatively spacious in comparison’. In this con-
text, the socialist system took care of and provided for its citizens. 

However, overwhelming evidence exists to suggest that as socialist 
planning and an architectural endeavour, the systems failed. Living in 
a plattenbau development meant the habitation of an industrial scale 
that was ultimately incapable of incorporating a functioning society. 
The repetitiveness and monotony of plattenbau developments mani-
fested itself in the mindset of the inhabitants. The literature and films 
discussed here that demonstrated the experience of living in a platten-
bau development show this failure of architectural and urban planning 
to provide a functioning socialist lifestyle.

The inhabitants of plattenbau developments lived in an impersonal, 
monotonous and dysfunctional society that was incapable of providing 
for the personal, human scale. As the heroine in Franziska Linkerhand 
thinks to herself;

“Ich bin. Wer?” 

Conclusions
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Introduction
The purpose of this paper is to create a comprehensive study of the influ-

ence of economy on society and architecture. With the current precarious 

situation in the world market, one wonders where the ordinary individual is 

left in terms of lifestyle, finance, culture etc. 

The increasing decay of the economy, the property market and in turn the 

construction industry, undoubtedly one of the largest industries in the world, 

leads to the question of what is to be expected? 

In order to attempt to answer some of these questions it is essential to create 

a thorough investigation and understanding of previous such events and 

circumstances. 

Historically, one of the greatest economic recessions to have been experi-

enced globally was the Great Depression of the 1930’s. Precipitated by the 

1929 Wall Street Crash, a collapse of the largest market in the world at the 

time, severe repercussions were suffered by millions of people.

Thus with this dissertation an examination shall be made of how the stunted 

growth of the economy in the 30’s affected the architecture of the era, 

which mirrored the standards of its society. Furthermore a study shall be 

made of incentives made by the American government to generate recovery 

and to alleviate the difficulties which much of the population experienced 

during those trying years.  

In order to create such an investigation, however, it is imperative to under-

stand the speculative economic climate and the profit based architecture 

of the ‘Roaring 20’s,’ as this will lead to clues about the occurrences which 

formed a basis for the astringent downturn in world economy, such that full 

resurgence did not ensue until the Second World War. 

In conclusion parallels and comparisons shall be drawn between the pres-

ent turbulent economic epoch and the events and experiences of the 20’s 

and 30’s, with the intention of creating a greater understanding of the basis 

for catastrophic economic downturns and thus attempting to comprehend 

today’s precarious predicament in preparation of the future. 
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The 1920’s were an era of booming economy in the United States, a time 

where stock market growth seemed limitless, possibilities endless and specu-

lation though lacking solid credibility- soared. It was also the time of new 

inventions such as the radio, of exciting pastimes such as film and was also 

known as the Age of Jazz. People wanted to believe that in an era where 

the opportunities couldn’t be better, the economic growth would continue 

on perpetually. This speculation was fuelled with a speech made by Ameri-

can President Coolige on 4 December 1928, in which he assured the nation,

“No Congress of the United States of America ever assembled, on survey-
ing the state of the Union, has met with a more pleasing prospect than that 
which appears at the present time1”
Within the human being optimism and dissolution sometimes go hand in 

hand, as Walter Bagehot famously stated, “All people, are most credulous 
when they are most happy2.”

The Architecture of Capitalism
Architecture is a discipline which reflects on society, its wealth, its tastes, at 

times its fashion and even its politics. 

The architecture of 1920s New York and Chicago is a clear echo of a specula-

tive epoch. Speculative structures are derived primarily for monetary pur-

poses
3

. It is logical that in a time of economic growth the most extravagant 

and magnificent examples of any discipline are fashioned. Architecture in the 

20s was a clear example of this with lavish skyscrapers such as the Chrysler 

building dominating the skyline.

With salient financial provision and an astringent ascent of wealth, boom 

behaviour was inevitable. Factors in boom behaviour were instigated ini-

tially by large proceeds for buildings early in the period. This enticed great 

numbers of investors and developers into the market. Sucked in by the fever 

of profit, the magnitude of momentum increased and speculation rose, tak-

ing little regard for net needs or the possibility of overbuilding
4

. Skyscrapers 

1 Galbraith, 1988, p1
2 Bagehot, 2004, p72
3 Willis, 1995, p 157
4    Willis, 1995, 159 

Architecture and Society in 
the 1920’s
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were the definitive architecture of an era of enterprise and capitalism. Ac-

cording to Cass Gilbert, the architect of the Woolworth Building (the highest 

building in New York in 1913) the skyscraper was a, “Machine that makes the 
land pay 5.”

In New York sites were compact and building heights were relatively un-

restricted, thus the most economic method of construction was a narrow 

typology which soared in elevation.

In Chicago however, height restrictions existed and sites were larger, thus 

the most profitable technique was to construct plans which filled the entire 

area of the lot, with extrusions creating courtyards to allow light into their 

depths
6

. 

Light And Site
Key words in skyscraper architecture were light and site. A top down 

approach was always taken in the design of these structures. They were 

conceived from interior to exterior, with the dimensions of the smallest of-

fice unit reproduced to form the most efficient floor plan around a central 

elevator and service shaft. These plans were then multiplied by the desired 

amount of stories, which depended on market rents and fiscal prescriptions
7

.

With the passing of the zoning law in 1916 known as, ‘The Zoning Enve-

lope,’ the design of skyscrapers in New York became slightly more complex. 

5 Gilbert, 1900, p 653
6 Willis, 1995, p23
7 Willis, 1995, p24

Fig 1. Typical plan of skyscraper structure, with offices located on perimiter, in order 

to gain maximum light. Cervice core placed in center of plan.
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Figure 2. Top and bottom Left- Drawings made by Hugh Ferris of the New York the 

Zoning Laws

Top right- French Building, (completed in 1927)

Bottom right-City bank Farmers Trust Building (completed 1931)
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Before this law, buildings of unlimited height began to overshadow other 

structures, causing the quality of office space to deteriorate and preventing 

any light from reaching streets and side walks. Thus this new law allowed 

unlimited heights of structure on solely a quarter of the site. After a maxi-

mum height (100-125Ft.), a building was required to step back as it rose, in 

accordance to a fixed angle set in section from the centre of the street or 

avenue. This legislation was reflected in the wedding cake or stepped pyra-

midal typology of the high rise architecture which followed
1

. 

Although indirect light from ceiling lamps existed, it was inadequate as a sole 

source of light in a working environment, therefore office space with prox-

imity to fenestration was imperative for rentability. Windows and ceiling 

heights were large, in order to allow for as much light as possible to enter a 

building, making it a more desirable location for companies to situate to
2

.

It was also vital, however, to ensure that windows were easy to open and 

weren’t too heavy, as they were the main supply of ventilation in buildings, 

central air conditioning systems had not yet been invented.

The depth of offices was also affected by this need for proximity to win-

dows. Shallow, light offices gained higher rental income than darker, deeper 

offices, as stated by architect Wiley Corbett, “It is better business to construct 
less building, and have shallow offices well lighted, than to have more build-
ing with deep spaces poorly lighted.”

The accepted depth of an office ranged from 20 to 25 ft. Status was also 

underscored by the proximity to fenestration. Management commanded 

corner offices whilst lower ranking staff was situated in deeper and dimmer 

spaces
3

.

Art Deco and the Chrysler Building: Case Study
The art deco movement was the leading art and craft movement of the 

1920s.The name Art Deco came from an international exposition held in 

Paris, known as the, ‘Exposition Internationalle des Arts Decoratifs Industriels 
et Modernes.’
It was a decorative, elegant style which followed the Art Nouveau scene and 

was more directly linked to mass production. It was recognized as an inter-

national style of conglomeration. Influences included the Orient, ex-Colonial 

styles, Roman, Greek and Mayan Historical motifs and modern elements 

including stylized patterns from automobile construction such as spokes and 

wheels. In architecture Art Deco elements were highly ornamental and non- 

structural. The style was described as being both innovative and traditional.

The Chrysler Building, a skyscraper designed by William Van Alen, con-

2    Willis, 1996, p25
3 Willis, 1996,,p 29
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        Fig. 3 Image of the Chrysler     

        Building (completed 1930)
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structed between the years of 1929 and 1930, is one of Art Deco’s shining 

exemplars. It is the tallest brick building in the world and furthermore held 

the title of tallest building in the world for eleven months before the con-

struction of the Empire State Building.

The exterior of the building is a stylization of the Chrysler vehicle. The 

building’s spire is clad in exposed stainless steel with an art deco motif which 

imitates giant sun beams and was inspired by a car radiator grill. The struc-

ture cost 15 million to construct and included a private lounge area on the 

top floors, an observation deck with triangular windows and walls inscribed 

with lights in a star motif. The edifice emanates the crux of corporate opu-

lence.

Since the Chrysler building was built after the zoning laws, it is a perfect 

example of a typical 1920s skyscraper with the necessary set backs in its 

silhouette. Due to this, its design is more complex, with the need of at least 

three plans taken at different segments to explain its design. The challenge 

in conceiving such buildings was one of finding the most economic plans for 

both the base and narrower segments of the tower structure as it stepped in, 

allowing for adequate provision of natural light in both. This was achieved 

by Van Alen by adopting an H shaped plan in the deeper base stories with 

the inscription of light courts at the front and rear, allowing for all offices to 

receive sufficient light. The higher, shallower levels are rectangular in shape, 

with offices following the old typology of circling the central core, thus 

Fig 4. Art Deco details of elevator door and staircase within Chrysler 

Building
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creating plan efficiency
4

.

The Chrysler Building encompassed 71 floors and is an ideal example of the 

rapid increase in the height of the prominent structures in New York through 

the twenties, with the tallest buildings in 1925 averaging 40-45 floors.

It is imperative to note that the occupation of colossal towers, such as the 

Chrysler building, was only fractionally by the company who owned and 

utilized them as a method of advertising prominence, power and impor-

tance. It was much more economically viable to rent out as many individual 

office spaces within the building to clientele (such as law and finance prac-

tices) in order to gain the greatest profit, with only a small portion of offices 

utilized by the owner company or corporation
5

. 

Economics and Architecture
Architecture is a discipline which is a direct reflectance of economic situa-

tions as it is financed through the economy. The growths in the stock market 

can be linked with the growth of the property market and vice versa. 

In 1929 although the stock exchange plummeted, on seldom occasion, it 

would recover and quickly sky rocket once more. Trading on margin was 

one of the most significant reasons for this climb. People’s sole interest in 

ownership was the increase of values. Thus banks would supply capital to 

brokers who would in turn loan money to customers and the security guar-

antee or collateral would go straight back to the banks in an efficient loop. 

The money could be retrieved on demand. Margin trading allowed for and 

created new and vital trading channels which would ameliorate a weak mar-

ket and make it strong and active
6

. Resultantly, people began to buy stocks 

on margin at an exceptional rate, obtaining their whish for an increase in 

profit without the expenditure and responsibility of ownership.

Many companies at the time even found Wall Street more profitable for the 

use of working capital than further production, detaining themselves to the 

stock exchange.

Thus debt was substituted for equity
7

. The construction industry too fol-

lowed suit, with the most ambitious projects occurring at the end of the 

economic boom, where developers and lenders alike got caught up in the 

hype of attaining greater and greater profits
8

.

Regrettably, at the end of the decade investors began to take on such great 

amounts of risk, buying too great quantities of stock on margin, such that 

the profit which was made on their investments could not quench their ac-

quisitional debts, as NAOBM President Lee Smith affirmed when he credited 

4    Willis, 1995, p85 
5 Wilis, 1995, p147-148
6 Galbraith, 1998, p20
7 Galbraith, 1998, p21
8 Willis, 1995, p 155
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overproduction to speculative builders, “Who borrow the full cost of con-
struction regardless of return…then sell the building at a profit and proceed 
to erect another somewhere else.” 
The Empire State Building was a prime example of the over enthusiasm of 

speculation leading to cataclysmic over exertion. After its completion in 

1931, merely a quarter of the building remained occupied for most of the 

decade, with it only commencing to make profit in the 50’s.

Thus it can be said that architecture in the financial centres of the United 

States in the 20’s was an architecture derived from economic and program-

matic formulas for quality of space. However, the opulence of the interiors 

of some of the edifices mentioned above is reflective of the affluence expe-

rienced by the wealthy of the epoch, allowing for creative movements, such 

as the Art Deco movement, to flourish. 

Light and fenestration were central to the skyscraper and a thirst for effi-

ciency in plan leading to greater returns was key. As George Hill, writer in 

Architectural Record stated, “An office building’s prime and only objective is 
to earn the greatest possible return for its owners, which means that it must 
present the maximum of rentable space possible on the lot, with every por-
tion of it fully lit.” It is unfortunate that this very thirst and over exertion in 

speculation led to the calamity of mass over construction which prevented 

the letting of many structures at the conclusion of the decade and for most 

of the next.
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Fig. 5 Above - Photograph of the New York Stock Exchange 1929

         Below - Photograph the Panic which ensued in the American nation     

         during the Wall Street Crasg 
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The Crash and the 
Depression
The 1929 Wall Street Crash 

As stated in chapter one, the Crash was precipitated by a decade of rapid 

growth in speculation, margin trading and a credit based economy. Rising 

share prices encouraged further investments to be made. At the time over 

8.5 billion U.S. dollars were on loan. 
1

In accordance with Columbia University professor of History, Mr. John A. 

Garraty, “The market had run up so high because of the easy-money policies 
of the Federal Reserve…they had kept interest rates low as a way of protect-
ing the British pound, but that set off a wave of speculative borrowing.” 

2

Wealth and trade were on an almost continual up rise and people became 

caught up in the zeal of the markets. By the end of the twenties too great 

speculative risks were undertaken and inevitably all trading channels col-

lapsed. The 1929 Wall Street Crash transpired on Black Thursday (October 

24), Black Monday (28 October) and Black Tuesday (October 29), with 

astringent share price declines in financial markets world wide continuing for 

a full month.
3

 

Agreeably there are several reasons for the Crash. It occurred at a time when 

due to overproduction, inflated property prices and real estate costs began 

to drop.

Investors in all the markets at the time took on such great amounts of risks 

that the returns on their investments began to be insufficient in dousing 

purchasing debts, due to Market over supply. Thus with banks and brokers 

alike pursuing loan repayment, investors were forced to attempt to speedily 

sell off their stock. The plummet of the prices in shares created mass panic; 

about 12,894,650 shares were placed on the market in merely a day. 
4

Hence normal lending and borrowing channels were interrupted and com-

promised, “The combination of high levels of debt and falling prices can be 

very dangerous,”
5

 Commercial banks were faulted for jeopardizing deposits 

in the stock market; others felt that utility holding companies shared the 

blame.
6

 The plunge in the values of stock created widespread bankrupt-

1 Finantial Times 2008
2 Scardino, 1987, para 4
3 Wikipedia, 2009, para1
4 Shriller, 2005
5 Smith, 2008, p2
6 Brockman, 2009, para4
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cies nationwide. This in turn created economic difficulties and foreclosures 

within a majority of business, generating mass unemployment and chaos 

within the American nation as well as in many other countries around the 

world. An article in the New York times states that, “Most academic experts 
agree on one aspect of the crash: It wiped out billions of dollars of wealth in 
one day, and this immediately depressed consumer buying.”7

 (Scardino, 1987, 

The Business pages)

One thing is certain; the Crash of the Great Bull Market was sudden and 

completely unexpected to everyone.  Just several days before the Crash, 

world famous American economist Irving Fisher asserted, “Stock prices have 
reached what looks like a permanently high plateau.” Optimism was fuelled 

with more optimism and disillusion. It is truly deplorable that as economist 

Richard M. Salsman famously stated, “Anyone who bought stocks in mid-
1929 and held onto them saw most of his or her adult life pass by before 
getting back to even.”
It is widely agreed that although the Crash was not by any means the sole 

reason for the Great Depression of the 30’s, it was most certainly a grave 

signal post for the difficult period to ensue. According to J. K. Galbraith, 

an economics professor at Harvard University, ‘’The crash had the impact 
of glass shattering, and while other more essential factors took over as the 
Depression wore on - universal fear, the slump in agricultural production be-
cause of drought, the decline in business investment - it is hard to argue that 
the collapse of the market did not start things in motion.’’

The 1930’s Great Depression and New Deal Policy 
In the year 1930 people whished to believe that the worst of the economic 

upheaval was over and American President Herbert Hoover attempted 

to balance the National Budget, much to America’s detriment. With more 

and more banks collapsing in a domino effect, the nation was gripped by 

fear. Unfortunately Hoover felt that the task and duty of welfare should be 

undertaken at local rather than governmental levels.  Finances were given to 

impoverished farmers to buy seed, but not for food. 
8

 The president’s beliefs 

were those of the old order of thought, where it was felt that each person’s 

duty was to work hard and to compete with equal opportunity in earning 

a living. He could not quite fully comprehend that to many in those times 

the opportunities to support themselves and their families were becoming 

completely extinct.

Thus the nation brought in a new leader in the next elections, hoping in 

7 Scandario, 1987
8 Scandario, 1987
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their disparity that prosperity could come about once again. The most sig-

nificant ingredients that this new president, Franklin Roosevelt, brought to 

the table, despite of his unsystematic and dishevelled methods of leadership, 

were belief and hope. 
9

His policies were vague at the best of times and were 

unmethodical, however his personality and care for the individual won over 

a nation desperately in need of aid. 

Between the Wall Street Crash in October 1929 and 1933, 9000 American 

Banks collapsed; the economy shrank by 33%. Unemployment and poverty 

were rife, leading to an endemic development of

slums in which starvation was rampant. People became refugees in their 

own country. 
10

The New Deal was legislation brought in by Roosevelt, mainly between 

the years 1933 and 1935 in order to alleviate the difficulties created by the 

depression. Although New Deal policy never brought about full recovery, it 

did ameliorate some of the economic structure of the country. The creation 

of a welfare state alleviated the starvation and most desperate of disparities 

experienced by individuals who were excluded by their circumstances from 

the ability to compete in the capitalist machine. 
11

 According to Raymond 

9 Conkin, 1968, p2
10 Smith, 2008, p2
11 Conkin, 1968, p23

Fig.6 Photographs of members of the American population who suffered most 

in the depression years
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Moley, one of Roosevelt’s advisors, the president’s interests were, “Restoring 
confidence in the American people, confidence in their banks, in their indus-
trial system and in their Government.”12

 

 

One of the first things that Roosevelt did as president was to hold a kind of 

‘Bank Holiday’ in order to introduce Federal Deposit Insurance. 
13

As Moley 

stated, 

“The bank rescue of 1933 was probably the turning point of the Depres-
sion. When people were able to survive the shock of having the all the banks 
closed, and then see the banks open up, with their money protected, there 
began to be confidence…the public helped itself after it got confidence.”

One of the most integral pieces of New Deal legislation was the National 

Industrial Recovery Act (N.I.R.A). It contained instruments such as the Public 

Works Administration (P.W.A.) and the National Recovery Agency (N.R.A). 

The first was headed by Harold Ickes, who worked and planned projects 

strenuously to secure the utmost advantages for people with an always 

restricted budget.

The latter, the N.R.A. was a bohemia of ideals aiming at bringing about not 

solely recuperation but also amelioration in economic policy, creating equal-

ity in opportunity and a democratic allotment of resources which would 

not be dependant on the decisions of groups of elitist minorities.
14

 Rexford 

Tugwell was the man pushing such ideals forward into legislative measures 

in the hopes of creating what he called a collective, “Concert of interests.” 

Tugwell, however, faced the difficulties of overcoming the force of the 

powerful minority who would lose out on substantial amounts of wealth if 

the economy became more regulated, broadening the prospective for the 

majority of the nation.
15

 (Conkin, 1968, p39)

In 1933, as part of the New Deal Roosevelt took The U.S. off the gold 

standard and raised the price of gold in dollars creating price inflation. 

By devaluating the dollar, Roosevelt attempted to rectify discrepancies in 

international trade, making pricing less capricious. Roosevelt also threw out 

American prohibition policy by passing a Beer Bill and also reduced Federal 

Salaries and Veterans’ bonuses. 

He set up the Federal Emergency Relief Administration (F.E.R.A.), headed by 

Harry Hopkins, with the intention of administering controlled relief grants 

to all of the states. Furthermore Hopkins set up the Civil Works Administra-

tion which created work in construction and other areas for approximately 

12 Terkel, 1971, p 288
13 Smith, 2008, p2
14 Conkin, 1968, p 37
15 Conkin, 1968, p 39
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four million people, aiding the families worst effected by the depression. 

According to C.B. Baldwin, assistant to Secretary of Agriculture at the time, 

“Leaf racking, cleaning up libraries, painting the town hall…Within a period 
of sixty days, four million people were put to work.”

16

A National Resource planning agency was also established in order to guide 

the country’s public works and resources. Many architects, economists and 

planners were involved in this agency in order to co-ordinate projects, ef-

ficiently utilizing resources and in turn creating more employment. 

Parallel to this the Home Owners Loan Corporation was established aiding 

home owners with mortgages by suspending payments or spreading out 

payments, allowing people to hold onto their properties. The agency itself 

would suffer the losses, fully subsidizing banks. Moreover loan extension 

programs for farmers were fashioned aiding those in most urgent need.
17

 

It is important to note that many of the economic ailments experienced dur-

ing the Great Depression were due to overproduction and under consump-

tion. Farming was America’s greatest industry and yet was its most impover-

ished. Since farmers were the ones at greatest risk of under consumption in 

turn affecting the purchasing tendency of the entire nation, it was imperative 

to bring about recovery in the country’s agricultural system.  Thus the Agri-

cultural Adjustment Act (A.A.A.) was passed which relied on such policies as 

the condensement of agricultural land to prevent further over production, 

create more efficient use of terrain and thus raise prices, the replacement of 

excess agricultural land with National Parks and forestry and price support. 

However it is important to note that with new technologies being utilized 

on reduced parcels of agricultural land, many farm laborers lost work and 

thus suffered in the process.
18

 

Roosevelt backed any program and initiative which involved conservation 

and the advancement of bucolic life. The Tennessee Valley Authority (T.V.A.) 

was one of the most significant of these, creating employment for rural 

dwellers in its process. Navigational channels and flood control systems were 

built for river towns, fertilizers were produced for the prevention of soil 

erosion and recreational services were designed and established. Thus a wide 

range of recruitment for both a skilled and unskilled task force was initiated, 

creating various benefits. 

One of the major procedures undertaken by the T.V.A was the fabrication of 

electricity, bringing in with it industry and elevating the poor living stan-

16 Terkel, 1971, p 295
17 Conkin, 1968, p 49
18 Conkin, 1968, p 42
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dards of the community that resided in the area.
19

There were many operations similar to the T.V.A. undertaken around the 

world during the 20’s and 30’s in the hopes of creating employment and 

much needed services for rural dwellers. One such procedure was the con-

struction of the Shannon Hydro-Electric Scheme in Ardnacrusha, Co. Clare, 

Ireland, instigated by Thomas MacLaughlin, an engineer working for a Ger-

man firm called Siemens Schukert. The Irish government hired this firm to 

produce a hydroelectric station which would create sufficient electricity for 

a national grid, powering both cities and rural areas. The river Shannon was 

to be diverted into a canal where a sufficient fall would be created to power 

turbines which could generate electricity. This was a vast operation which 

included the building of a rail line between Limerick Docks and Ardnacrusha 

in order to transport imported German machinery for the building of the 

plant. Thus much employment was created for the Shannon region, in a 

time when it was desperately needed. 
20

Roosevelt, during his presidential terms, attempted to aid the struggling 

individual, the one most deprived and affected by the recession whilst also 

attempting to ameliorate America’s economic system in the long term.  He 

implemented a kind of moral stand against ‘selfish’ corporations, against 

purely profit driven businesses, with a concern for smaller enterprise, for 

those which were exploited. According to Paul K. Conkin Roosevelt, “Stimu-
lated righteous indignation and the atmosphere of a moral crusade. But the 
crusade could do nothing except take punitive action: divide a holding com-
pany, threaten but never collect progressive taxes, or use welfare measures to 
uplift the downtrodden victims of evil men. The crusade always ended up in 
some degree of futility.” 
Nonetheless others, such as James A. Farley, Postmaster General during two 

of Roosevelt’s  terms as president, felt that he saved America’s, “Free enter-
prise system, he saved the banks and insurance companies.”
Despite such mixed opinions on the success of the Roosevelt Administration 

and the New Deal, on thing is certain, as C.B. Baldwin stated in his accounts, 

“The Depression lessened, but it never really ended until the war. The New 
deal was never enough.”

19 Conkin, 1968, p 50
20 C.L.S.P., 2005
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Art and Architecture in the 
Depression years
Due to the economic and political climate of the 30’s which re-enforced a 

kind of aversion and distrust of large corporations, industries and businesses 

in the wake of the stock market crash, there was a movement towards the 

rural, the countryside and the environment. People were hard done by the 

city and were also financially stripped of much of the income necessary 

to survive in a city environment. Undeniably during the depression years 

there was very little work for architects and designers as funding was greatly 

limited. However this led to new methods of thought, efficiency and care in 

planning which were much different to the 20’s. The basis in design shifted 

from profit driven construction to a greater consideration of individual 

needs. 

An important programme set up in the 30’s by the Roosevelt Administration 

was the Federal Theatre, Federal Writers’ and Federal Art project. Substantial 

subsidy was given over to this scheme in order to involve communities of all 

classes in participation, giving people positive outlets for the struggles that 

they were experiencing. Thousands were presented with the opportunity for 

the first time to undertake such creative ventures, before the theatre and arts 

were generally resigned for the entertainment of the wealthy. Scholarships 

were given to people who had left school early for work on such art based 

projects. Neighbourhood amateur arts and crafts classes, symphonies and 

theatres were set up, murals were painted on the walls of public buildings, 

thus allowing creative expression to be amalgamated into people’s daily 

lives.
21

 

Another agency set up by Roosevelt as part of the New Deal was the Re-

settlement Administration, which was autonomous of the Dept. of Agricul-

ture Headed by Rexford Tugwell, it received a large portion of governmen-

tal relief funding. The purpose of this organisation was to re-appropriate 

the populations of disprivileged urban areas such as ghettos and slums into 

independent garden cities and to resettle farmers living below the poverty 

line into co-operative farming villages and communities. 

Taking inspiration from the original ‘Garden City,’ concept, designed by 

Ebenezer Howard in 1902, three Greenbelt Cities and several farm commu-

21 Conkin, 1968, p 59
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nities were built under the Resettlement Administration.
22

 

Garden cities were to be surrounded by pastoral countryside, with collec-

tives of towns and residences grouped around a central city. Each town’s ser-

vices and population would be pre-planned, thus preventing the generation 

of urban sprawl and slums. In this method there would be sufficient goods 

and services provided for each resident, and even the economy would be 

more regulated, preventing large contrasts to occur between classes.

Undeniably the model was quite utopian in its nature; however practicality 

played a key role in its design. Furthermore, the building of the Greenbelt 

provided crucial employment and thus aided in fuelling the revitalization of 

the nation. The ‘Green’ cities were situated in Maryland, Ohio and Wis-

consin. The idea was that these would consist of co-operative, self sufficient 

communities.

Greenbelt cities were surrounded by countryside; city expansion was only 

to take place by developing new garden towns on the opposing side of a 

green area. The result would be clusters of cities grouped around a central 

city, with green areas in between. Residences consisted of apartments and 

town houses placed together in blocks. Each block contained a front service 

22 Conkin, 1968, p 59

Fig. 7  Model of city of Greenbelt, Maryland, U.S.A.
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area and a back garden area, with the garden side 

facing onto another garden 

side and service side onto service side, similarly to modern day suburban 

estate housing. The service region made provision for driveways, post boxes 

and garbage collection whilst the garden area existed for aesthetic reasons, 

as well as to provide an outdoor living space. There were no walls divid-

ing the different blocks of housing, a path would separate the garden space 

of one residence and the garden space of another, thus creating a sense of 

community. The routes which children would utilise to walk to school or to 

kindergarten were designed so as not to cross any roads and car traffic.

Garden city dwellings were completely practical and utilitarian in design, 

providing for the basic needs of those worst effected by the Depression.

The work of world renowned architect Frank Lloyd Wright also took on a 

similar direction in the years between 1932 and World War 2. During this 

time he worked to find solutions in the provision of affordable housing for 

the standard, middle class American family and also to alleviate city dwell-

ing, with a move back to the countryside. Thus he developed the model of 

the Usonian house and Broadacre City as resolutions.
23

 

As mentioned earlier in this chapter, there were very few commissions at 

the time for architects with the recent economic collapse. However, since 

Wright was never one to allow anything to curb his productive nature he 

decided to establish the Taliesin Fellowship in 1932, an architectural educa-

tion programme. He involved his new students in the design of the model 

of Broadacre City, which was based on the collective principles of his Uso-

nian housing. 

Usonia was the term he used for the conception of dwellings that would 

augment and improve the lives of its residents whilst also becoming part 

of the natural, surrounding context. The idea was to move the significant 

elements of swarming, cramped city living into a more serene, peaceful 

environment. Furthermore, Wright recognised the need to modify methods 

of construction in order to make middle-income housing more affordable. 

Where in the 20’s his clientele had consisted of wealthy businessman, it had 

transformed into the ranks of journalists and teachers.  Thus his method of 

designing changed also, all that did not have a basis in necessity was re-

moved, practicality was key. 
24

Wright felt that it was, ”Necessary to get rid of all  unnecessary materials in 

23 Pfeiffer and Larkin, 1993, p 143
24 Pfeiffer and Larkin, 1993, p 144
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construction, necessary to eliminate, so far as possible, field labour which is 
always expensive.” It was imperative to, “Consolidate and simplify the three 
appurtenance systems-heating, lighting and sanitation.”

In his very own words Wright stated the following solutions:

�� Visible roofs are expensive and unnecessary
�� A garage is no longer necessary as cars are made. A carport will do, with 

liberal overhead shelter and walls on two sides. 
�� The old fashioned basement, except for a fuel and heater space was 

always a plague spot. A steam- warmed concrete mat four inches thick 
laid directly on the ground over a gravel filling, the walls set upon that, is 
better.

�� We need no radiators, no light fixtures. We will heat the house the Ro-
man way-that is to say-in or beneath the floors and make the wiring 
system itself be the light fixtures, throwing light upon the ceiling.

�� Light will thus be indirect except for a few outlets for floor lamps.
�� No painting at all. Wood best preserves itself. Only the floor mat need be 

waxed.

As portrayed above, the method of construction of the Usonian houses 

was based on a specific scheme, therefore Wright created a ‘Standard Detail 

Fig. 8 Left - Segment of Wright’s standard detail sheets.

         Below-L-sheped plan of Herbert Jackobs House
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Sheet,’ which acted as a template to be modified for the various needs of 

each individual family. Window sashes, board and batten walls, junctures 

between roofs, masonry and fireplace chimneys all became standardised. 

These systems also became adjusted to factory fabrication, which as a tech-

nology had recently emerged. 
25

These principles are clearly displayed in the design of Herbert Jacobs House, 

built in 1936. Following the Usonian model, the house was L-shaped in plan 

with the living room in one arm and the more private bedroom spaces in 

the other. Where both wings merged there was a central kitchen and work 

space. The roof was higher in this central area for aeration purposes and fur-

thermore to provide roof lighting in the windowless quarter of the abode. 

In order to keep plumbing costs at a minimum the bathroom and kitchen 

were placed backing one another. Moreover, instead of a basement, a very 

small portion of land was exhumed beneath the kitchen in order to create 

space for the furnace.

Wright felt that by placing the kitchen in the central portion of the house, 

the position of the house wife would also be centralised making her, “At-
tractive as a hostess. She was no longer a cook in the kitchen; we made her a 
feature of her establishment.”
The placement of the house was integral. The L-shaped plan was positioned 

in the far angle of the plot of land, thus allowing the living spaces and bed-

rooms to open out into the terraced exterior gardens, whilst the front would 

face onto the street with provision made for services. (Pfeiffer and Larkin, p 

165)

The walls of the house were made up resembling a sandwich consisting of 

poly-wood core providing waterproofing and insulation with boards and 

25 Pfeiffer and Larkin, 1993, p 170

Fig 9. The board and baten method of construction is visible in this photograph of 

Herbert Jacobs House
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batons on each side. Such walls were non structural and bent in moments, 

providing a leaf between inside and outside 

and separating the various functions within the house. They were bent in 

such a method that it would provide them with rigidity, allowing them 

to stand upright. The structural elements of Usonian housing consisted of 

masonry-concrete block, brick or stone-which also provided support for the 

non structural screen walls. As demonstrated in his designs, Wright felt that, 

“Form and Function are one.” 
26

Hence, due to finances being severely limited during the Depression years, a 

new type of design and architecture arose, such that was well thought out, 

economical, with a concern for individual needs and such that had no time 

for waste or frivolity. It was an architecture that was sincere in attempting 

to improve the lives of its inhabitants who suffered through much difficulty 

with the Crash in the economy and world markets. The provision of creative 

outlets such as the Federal arts projects allowed people to express their frus-

trations in a constructive method, through community interaction. 

26 Pfeiffer and Larkin, 1993, p 166
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Conclusion- Drawing 
Parallels
Similarly to the 20’s, in the 1990’s Global stock markets were on the rise and 

seemed too strong when paralleled to principal economic developments 

at the time, in accordance to Bill White, economic advisor to the Bank of 

International Settlements 
1

.

In Ireland the Celtic Tiger boom was manifesting itself in full. This was a 

time of ascending optimism, as in the twenties, the epoch was even dubbed 

the ‘Roaring 90’s.’ Speculation was rife and was mirrored in the architec-

ture of the time which was driven by profit. Similarly to the events of the 

20’s discussed in chapter one, the sharp incline in the market was unable to 

sustain itself, leading to the bank closures, losses of jobs and general decay in 

economy experienced presently.

As stated in chapter two, The Roosevelt Administration in the 30’s held a 

kind of ‘Bank Holiday’ in order to introduce Federal Deposit Insurance. 

Equally, in September of 2008 all of Ireland’s bank deposits were guaran-

teed. In both cases this allowed for the restructuring of the banking system 

with the use of tax payers funds.
2

 

Currently in Ireland the number of new mortgages has dropped by 70%, in 

accordance to government figures. People are faced with decreasing in-

comes, feeble profits, the closure of important investment companies such as 

Dell causing unemployment and the bringing in of fees for college students. 

The questions on everyone’s minds are weather the recession could reach 

the caliber of that which was experienced in the 30’s and what methods can 

be generated for recovery.

As investigated by this paper, a modern depression wouldn’t be as dramatic 

as its fore runner, however slower economic growth is inevitable. As J.K. 

Galbraith stated in his book, The Great Crash, 1929, “It can be said with 
some assurance that in economic, social and political matters, if the control-
ling circumstances are the same or similar, then so will be at least some of the 
consequences.”

Presently there are safety nets in place in prevention of such a crisis, consist-

ing of old-age pensions, compensation, farm income support, minimum 

wage, workers unions, social welfare. All of these didn’t exist and were only 

1 Smith, 2008, p 2
2 Smith,  2008, p2
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commencing to germinate for the premier time in the 30’s within the New 

Deal policies of the Roosevelt Administration, as discussed in chapter two. 

Nonetheless, if such measures are to be severely relied upon currently, much 

strain would be placed on government finance. 

However disorganized and motley the Roosevelt Administration might have 

been, beyond anything else it was humane. There are many lessons to be 

learned and adopted from the New Deal Policy, investigated in this paper. 

Examples of these are the importance of public works in regenerating em-

ployment, the restoration of confidence within a nation through concern for 

individual needs and in the adaptation of various industries.  

In architecture lessons can be taken from architects such as Frank Lloyd 

Wright, who despite experiencing great difficulty in gaining commissions 

pushed through those challenges by utilizing his knowledge for the training 

of others into the architectural profession and by transforming his designs 

into practical, cost- effective and innovative resolutions which were suitable 

for the ordinary middle class family. Taking great care in the provision for 

individual needs, each element of his architecture was pushed to fulfill the 

maximum in terms of economy, functionality and aesthetics. 

Furthermore, inspiration can be taken from the Federal public arts projects 

discussed in chapter two, for creating programs that provide people with a 

creative, expressive outlet, one which is made affordable to all classes, and 

which could carry possibilities in generating community interaction and 

employment as a result.

Thus, with this paper an investigation has been made upon the effects of an 

economic downturn on society and architecture. Although economic reces-

sions are complex and have shown a tendency in re occurrence as part of 

the economic cycles of boom and bust, one thing is undeniable: their effects 

are far reaching and tragic for all. 

As conveyed in chapters one and two, amelioration in government policy is 

necessary. However it is also imperative in such times for all to adapt former 

methods of thinking, in order to meet the needs of individuals of all classes 

by efficient and financially viable means.

After all similarly to the 20’s, as Dirsken said, “Our society was not sick, it 
was mismaanged,” with reform being the sole step forward.
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Introduction

“Architecture does not produce sound, it 
cannot be heard. But neither does it radi-

ate light and yet it can be seen”

 Steen Eiler Rassmussen, Experiencing Ar-
chitecture

Since the dawn of time we have under-
stood sound. We learned that if we do 
anything and it makes a noise. Quickly 
we discovered that certain noises could 
be combined to make a louder or dif-
ferent noise and music was born. 
Since then we have progressed to 
understanding how pitches work, how 
harmonies can be created and what 
we can do to make our noises sound 
louder. However since the industrial 
revolution we have begun concentrat-
ing on how to make ourselves louder 
than everything else with little care to 
how sound affects us psychologically. 
For us if we want to listen to some-
thing, we drown out that which we do 
not want to hear, rather than listening 
to what is around us.

To understand the effects a sound has 
on us, we must first understand how 
sound works, a fundamental method 
of investigation. There are many essays 
and books on how sound works, in a 
technical way. How sound is a longi-
tudinal wave. How sound travels is by 
the compression and rarefaction of air 
molecules. How sound can be easily 
analysed by mathematical formulae. Yet 
we do not have a mathematical formula 

that analyses what sounds good and 
what grates on our nerves like a saw.

I intend to make an investigation into 
the way that certain sounds can be 
beautiful in the right place and time, 
yet be harsh and grating on our ears in 
a different atmosphere.
This investigation will strive to bring 
us a little more understanding of the 
atmosphere sound creates. Sound has 
beauty and sound has ugliness and it 
is part of human nature to judge and 
appreciate beauty and ugliness.

Much of what we experience in the 
world creates sound, from me sitting 
here, tapping away at my laptop to 
my classmate tapping on the table in 
frustration as he tries to work some-
thing out. My laptop whirrs and buzzes 
along with the keys clicking, creating 
an atmosphere of work, whilst his tap-
ping has an edgy energy to it, showing 
intentions and thoughts. 

The atmosphere of sound is something 
I intend to be seminal in my disserta-
tion, showing how we think of sound 
and how it affects us in different ways. 
Also I intend to try and show the link 
between seeing and hearing, and how 
important sound is to us in everyday 
life. Much of sound goes unnoticed 
and it woul d be nice to get a detailed 
picture of what sounds go past uncon-
sidered.
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Nature of Sound

What is sound?
First things first, sound is a vibration 
caused by the movement of anything, 
be it our vocal cords, the strings on 
a violin or a stone scraping along a 
floor. This vibration is passed through 
whatever medium it is immersed in, 
be it air, liquid or solid via the phe-
nomenon known as transmission. Also 
sound, like light, has the capacity to be 
reflected and refracted, reflection being 
caused by hard surfaces.

All sound we hear is a combination 
of reflected, refraction and direct 
transmission. Once the sound has 
reached your ear, you will hear a range 
of pitches, from high to low. This is 
known as the “audible range”, when 
the frequency is so high pitched that 
you cannot hear it, it becomes what is 
called Ultrasonic, and when it is so low 
pitched that you cannot hear it, it is 
called Subsonic. However, just because 
you cannot hear it does not mean you 
cannot sense it. Subsonics can be felt at 
high volumes as actual bodily vibra-
tions, whilst ultrasonics can still pain 
the ear, even though they are not quite 
within earshot.
Direct sound is where there is no obsta-
cle between you and the sound source, 
such as a violinist directly in front of 
you, transmitting his vibrations directly 
to your ear.
Reflection is where the vibrations from 
the violinist bounce off the walls and 
strike your eardrum, moments later.

Refraction (solid transmission as I 
think of it) is where some of the energy 
of the violinist is absorbed a material 
i.e. a floor, and retransmitted to your 
ear. This tends to happen more in the 
low frequencies which is why we tend 
to feel drum beats as well as hear them.

Every sound we hear is a combination 
of these three, therefore if we were to 
remove one or more of these, we are 
left with a sound that is not as full or 
correct. Imagine you are in a concert 
hall, with a full orchestra in front of 
you and whilst the sound is clear, it 
has no body, when the cello sounds, 
there is no rumble, when the flutes 
are played they don’t ring out, but 
sound flat and dull. Many people have 
begun to expect sound to be this dull, 
flat sound, with no reverberations of 
sound, with the sound taking on the 
character of the space it is in.

However what must be decided is, is 
the way we listen to sound today a 
habit of listening to sounds in acous-
tically treated environments, or is it 
simply our natural preference to listen 
to music in spaces that don’t place 
any inflections on the sound? Much 
of what we listen to tends to be of the 
same vein as what we have listened to 
before, heard in our acoustically dead 
living rooms, so that when we go to 
a concert or an opera and hear the 
reflections and refractions of a specially 
designed concert hall and it is off-put-



A u r a l  A r c h i t e c t u r e

128

Nature of Sound

ting to our ears. However, much music, 
especially orchestral and choral music, 
is improved by the quality of the space 
it is performed in.
It is not my aim to get into a discus-
sion of music in concert halls as I feel 
this has been covered in great depth by 
many authors, yet they serve as an ideal 
example to explain some of the more 
technical issues that concern sound. 

“We are seldom aware of how much we 

can hear.” 1

When we receive an impression of 
something, we perceive it without giv-
ing too much thought to what senses 
we use. When we open a book, we 
don’t think of the sound it makes, we 
just open it and understand that it is a 
book, but if we take away the sound, 
would it still be the same experience 
when we read it?
As I talked in the paragraph above, is 
it the same music when it sounds dif-
ferent?

Many of the spaces we frequent are 
the acoustical antithesis of each other, 
from the noisy room where I sit typing 
this essay, to the reverberant and echoic 
studio, to the vibrant and chaotic 
outdoors. What effect does this have 
on our psyche, does being in the studio 
make me want to work more or less? 
Does being outside make me feel freer? 
And if so, why?

1: Experiencing Architecture, Steen Eiler Rassmussen, 1959, hearing architecture

A tuning fork generating its frequency 

Visual representation of a sound wave 
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Noise is:
Sound of any kind, especially unintel-
ligible or dissonant sound

The auditory experience of sound that 
lacks musical quality; sound that is a 
disagreeable auditory experience

These definitions capture the essence 
of noise as I see it in an aural environ-
ment, a sound which interferes in some 
way with what you wish to hear. Much 
of what we hear can be defined as noise 
in this way, sonic interferences that en-
croach on our silence or conversations, 
be these conversation with another per-
son or the space which surrounds us.

Noise however can be difficult to pin 
down as an exact item. One quite ac-
curate way of understanding noise is to 
look at the clichéd saying, 
 “Beauty is in the eye of the beholder”
Similarly different people understand 
and perceive sounds differently, to take 
as an example, a busker is playing a 
djembe drum in the street. The till-
woman in the shop across the way will 
be irritated by the drumming, yet an 
African teen working in the same shop 
enjoys the beat for the reason that it 
has positive links with his childhood.
For this reason it is impossible to 
eliminate noise for each individual has 
different understandings of the same 
sound.

Noise can also be considered as an 

encroachment on our personal aural 
arena. We place quite a large amount 
of emphasis on visual privacy, we tend 
to be much less cautious, speaking in 
loud tones in inappropriate spaces is an 
example of this. The area which we cre-
ate with our sound is often overlapping 
with other aural arenas, for instance, a 
phone ringing in the middle of a lec-
ture could be considered to be compet-
ing with the acoustic area of the lecture 
and would be considered as noise.
 
Initial studies into noise and the propa-
gation of noise began to understand 
risks to hearing from occupational ac-
tivities, such as drilling or pile-driving. 

This began around the 1920’s 2 from 
here it progressed through refination 
of its definition towards “sound that is 
undesired by the recipient” as opposed 
to simply a sonic signal. This narrow-
ing of definition has, for me, led to 
a lack of terms or specifications on 
what the word noise means. You could 
say “Turn down that noise” to a child 
talking about a television, or to quote 
bar managers in a few gigs I’ve been to 
“that’s a terrible noise!” , when referring 
to a band being loud. People seldom 
stop to wonder “what is this noise 
I’m listening to?” With training many 
musicians and sound engineers are able 
to break down the sonic event falling 
upon their ears separating the differ-
ent aural arenas, picking one out of a 
cacophony and turning the others into 
background sounds.

2: Music, Sensation and Sensuality, edited by Linda Austern, 2002,
    Musicology and the problem of sonic abuse

A tuning fork generating its frequency 

Visual representation of a sound wave 
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A typical selection of noise 

Anechoic chamber in McIntosh Labratories, New York
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Historically, to communicate the 
artistic, social, emotional and historical 
context of a space, architects tend to 
exclusively examine the visual aspects 
of a building/space. Practically 100 
per cent of all architectural design 
is concerned how it is lit, how the 
materials look and how they reflect 
light, how much glazing can we put 
in to get natural daylight in, etc. Very 
rarely is the human ability to sense 
space recognised by architects. Whilst 
it is true that sound-proofing materi-
als and sound deadening panels are 
often incorporated into designs as a 
last minute effort to make the space 
isolated, it is rarely considered that 
reverberation is a natural thing, giving 
each space its own unique character. 
In my opinion, this lack of considera-
tion towards spatial design shows both 
a lack of understanding and a gaping 
hole in current architectural education. 
It is considered “good” practice to have 
a space that does not audibly respond 
to you being in it, with acoustic panels 
on every surface. While I do consider 
the minimalisation of sound transmis-
sion to be a good thing, it can often 
be achieved through design which 
does not adversely affect the space it is 
trying to isolate, for the sound our feet 
make when we walk gives us informa-

tion about the space we are in3. It is 
noticeable for instance when we walk 
from a corridor with a low ceiling into 
a stairwell. We perceive the difference 
but we tend not to pay much attention.

There are a range of situations where 
acoustic damping is necessary, most 
often in musical venues or recording 
studios, occasionally in areas where 
speeches are often made. However, 
acoustic design for these spaces are 
highly technical, and many simulations 
are run before a design is considered. 
This is on the opposite end to the spec-
trum to standard design, where books 
like Neufert and AJ Metric are taken 
as gospel. Personally I believe that a set 
rule cannot be applied to each space for 
the same reason that we don’t visually 
design each building to be exactly like 
the next – because variety is the spice 
of life!

In his book3, Barry Blesser talks about 
the use of sound to locate oneself in a 
space. This process has become known 
as echolocation. It works on the same 
principle as bats, which emit high 
pitched squeals or screeches and wait 
for the echo or reverberation from this 
to arrive back to them. This works 
because sound travels at a noticeable 

speed (340 m/s)4, so reverberation 
times are noticeable. Also the qual-
ity of the signal received in return 
tells the bat what texture the item is. 
If the signal is weak and unfocused, 
it means that the surface is rough or 
irregular. If the sound returns with 
some frequencies more powerful than 
the signal the bat sent out, it means 
that the surface is sonorous, indicating 
hollowness. Whilst humans tend to 

3: Spaces speak, are you listening, Barry Blesser and Linda-Ruth Salter, 2007
4: Introduction to the Physics and Psycophysics of Music, Juan G. Roederer, 1973
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use this technique unknowingly, it has 
been proven that people that have been 
blind or severely visually impaired for 
a long period of time have developed a 
better auditory spatial awareness, due 
to the necessity to sense items in their 
path. Famously, Ray Charles is said to 
have been so good at this technique of 
echolocation, which every human with 
hearing senses to different degrees, that 
he never had a white cane, preferring 
instead to hum constantly. Indeed 
today the technique is becoming more 
popular and many investigations are 
ongoing, even here in the University of 
Limerick, where work is being done on
“a series of experiments with blind and 
sighted people in a “thinking-aloud” 
study, attempting to identify our ability 
to describe the properties and their own 

location” 5

However “auditory spatial awareness is 
more than just the ability to detect that 
space has changed sounds; it includes 
as well the emotional and behavioural 
experience of space”. This is basically 
the difference between detecting and 
responding to a space. Aural architec-
ture can stimulate different feelings in 
at least four separate ways. Firstly it 
influences our social behaviour in the 
way that small spaces enhance privacy, 
yet large spaces create a sense of loneli-
ness, whilst another large space may 
enhance social cohesion. Secondly, we 
use it as a navigational tool, to aid us 
in finding our way around a room. We 

often see that people in large open areas 
such as squares tend to walk near the 
boundary walls. In darkness or blind-
ness this can become the echolocation 
spoken about earlier in this chapter.  
Thirdly, aural architecture affects the 
aesthetics of a space. A space which is 
devoid of aural embellishments can 
be compared to a space without visual 
embellishments – boring and dull. 
Fourthly, auditory spatial awareness 
augments the experience of voice and 
music in a space, where the sound 
merges with the acoustics of the room 
and becomes more than simply the 
sum of the two parts.  
These four aspects of aural architec-
ture can be simply named as social, 
navigational, aesthetical and musical. 
Generally a space is dominated by one 
of these aspects, for example, a long 
hallway in an institutional building is 
conductive to navigational aural archi-
tecture, having little aesthetic, social or 
musical bearing, whereas a concert hall 
has immense musical spatiality and a 
good auditory aesthetic, yet has little 
social or navigational auditory features.

Winston Churchill once said “we 
shape our buildings, and afterwards 

our buildings shape us”.3 This is a very 
good vocalisation of how we under-
stand buildings to be what they are. We 
understand the long hallway men-
tioned above to be a long narrow space, 
designed for movement. 
What if humans had never designed 

3: Spaces speak, are you listening, Barry Blesser and Linda-Ruth Salter, 2007
5: Listening to rooms and objects, Richard McGrath, Thomas Waldmann, Mikael Fernstrom,
    AES 16th International conference on Spatial Sound Reproduction
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hallways? Would we still perceive long 
narrow spaces to be for movement, or 
would we interpret them, say, as spaces 
designed for sleeping? Or close social 
interaction? In this sense be begin to 
comprehend the bearing that cultural 
knowledge has on our understanding 
of aural spaces. Social and cultural 
factors have huge bearing on how we 
listen and react to the space we inhabit. 
Unfortunately modern cultures that 
have done investigations on sound 
tend to be remarkably similar. This, 
I feel, is because of the widespread 
use of loudspeakers. We have become 
unaccustomed to constant listening; 
instead we listen on demand or pay 
attention to certain trigger sounds. For 
instance, your friend may be talking to 
you, but you are unfocused so absorb 
nothing of what he is saying, until he 
says you name, a definite trigger sound, 
whence you pay attention. Headphones 
have helped elevate the problem of 
this social withdrawal, basically using a 
masking noise to separate oneself from 
your surroundings.
However other (what we sometimes 
call “less developed” cultures) often 
place more emphasis on aural emphasis 
than us, for example “the Hausa people 
only recognise two senses; seeing and 
experience”. 3 In past times, our culture 
was less visually based, often being very 
musical.Therefore, I am forced to fin-
ish this chapter with a question;
Are we less experienced with aural 
architecture than our ancestors?

3: Spaces speak, are you listening, Barry Blesser and Linda-Ruth Salter, 2007
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Blind Mountain bikers in California, practicing echoloaction

Boston Symphony Hall, designed using traditional materials
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“Architecture begins where engineering 
ends”

Walter Gropius3

As per the comment by Walter Gro-
pius, as architects we are meant to con-
sider all aspects of a design. However 
when we take out the mathematical 
aspect of design, we are cast into a sea 
of uncertain design reasoning, often 
relying on previous successes in design 
and replicating them to a certain de-
gree. These designs that we create tend 
not to be of the same culture or time 
and are therefore not suitable for the 
functions we adapt them to. We also 
never take care of the aural architecture 
of these spaces. Perhaps it is not the 
visual or organisational qualities that 
we should be looking at in the build-
ing we take ideas from, but the audio 
spatial and other sensory by-products 
of that space. 

The problem of aural architecture is 
that it is lamentably difficult to design; 
most opera houses and theatres are 
replicas of old opera houses or theatres, 
not new designs. Because aural archi-
tecture cannot be designed without 
the people that will inhabit and create 
the audio-spatial atmosphere within. 
We are at a catch-22 situation, where 
we cannot design it without it already 
existing. In reality anyone that uses 
a space is an aural architect, creating 
the acoustic atmosphere they exist 
in. However, it is possible, with an 

understanding of spaces and sounds, 
to create a mental aural image of a 
space. We know that a large hall has a 
spacious aural character; we understand 
if the hall has hard surfaces and a metal 
roof, it will be quite sonorous. What 
is lacking, really, is a way of teaching 
this knowledge to others. To be able to 
aurally imagine oneself in a space is a 
technique natural to some people, yet 
completely foreign to others. Similar 
to the technique of echolocation it 
seems to be more of an in-built ability 
than a teachable skill. This ability of 
aural imagery seems to be mostly based 
on memory rather than imagination. 
When I imagine the aural picture of a 
space, it tends to be a combination of 
spaces that I have already experienced. 
When designing aural architecture, eve-
rything must be analysed, every sound 
that will be made in the space, every 
material used, every different reflection 
and echo you get. Imagine a rock band 
at one end, imagine a girl skipping 
all around the room, every combina-
tion that is possible, including outside 
sources of noise, a truck outside. These 
are not things which can be easily 
analysed or applied. 
We must also consider the emotional, 
social and cultural aspects of the people 
who will inhabit the space, how do 
they react to their aural understanding 
of the space?
Often spaces we find which are 
enormously successful are designed 
for another use but by accident the 

3: Spaces speak, are you listening, Barry Blesser and Linda-Ruth Salter, 2007
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design suits a purpose perfectly. As an 
example, there is a narrow side alley 
in Galway city which is favoured by 
musicians for its excellent tonal quality, 
especially for flute players. As an alley 
it quite poor, being extremely narrow 
and poorly lit, yet as for a musician it 
is perfect!

Whilst I realise this essay does not aid 
designing, I believe I had to include it 
so people understand that to com-
prehend aural architecture, they must 
get out and experience every differ-
ent space they can and listen. It is not 
something which can be achieved by 
sitting in a studio, working each equa-
tion out, or in frequent lectures, it is an 
experience bought talent. We will never 
be able to write an equation to apply to 
a space which tells us the right way to 
design a piece of aural architecture as 
no two pieces will be the same. There-
fore all design is just an approximation 
of what sounds good to us. 

Referring back to my introduction, I 
hope I have shown how to go about 
experiencing aural architecture. Hav-
ing read much on the technical side 
of this subject, there is still no way to 
quantify aural spaces. There is much 
on how a space reverberates, how 
certain frequencies diminish in certain 
areas yet all are explained in a difficult 
manner to understand, often using 
complex mathematics. This is possible 
for a space which is already built and 

the calculations are nearly exclusive to 
concert halls and recording studios. 

Not only does everything we do make a 
sound, it also creates our own personal 
aural sphere which we inhabit. This 
sphere of consciousness interacts with 
other spheres, be they man-made or 
natural. We are not solo artists in aural 
architecture, we are part of a sym-
phony.
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“Clothing, as an extension of the 
skin, can be seen as a heat-control 
mechanism, and as a means of 
defining the self socially. In these 
respects, clothing and housing 
are near twins, though clothing is 
both nearer and elder; for housing 
extends the inner heat-control 
mechanisms of our organism, while 
clothing is a more direct extension 
of the outer surface of the body” 2

INTRODUCTION

Fashion and architecture are two 
practices which in recent times 
have seemingly become more and 
more parallel. Each has become 
more permeable to the other, there 
has been a blurring of boundaries 
and cross overs between the two 
have never been more evident. 
 Architects design structures 
and landscapes, things which house 
the human and create environment. 
Clothes are designed to house the 
body, to protect and shelter it. Both 
are designed with human comfort in 
mind, each concerned with comfort 
and the space between the body and 
their design. The only difference is in 
scale. “The body is a perfect small-scale 
exercise in spatial design, a testing 
ground for ideas and techniques to 
apply to buildings.”3  Both disciplines 
feed off each other, borrowing and 

2 Marshall McLuhan  1987
3 The Fashion of Architecture

adapting various ideas with both 
rooted to the basic task of enclosing 
space around the human form.
 Fashion has not always 
been so distant from architecture. 
Since the very beginning of human 
existence, clothing was the primary 
source of shelter, it being wearable. 
Architecture then became evident as 
a framework to support the protective 
animal skins that then became 
walls and roofs. Not only did this 
protect people but also introduced 
ideas of public and private space. 
            

So it seems that architecture and 
spatial awareness began with 
clothing. Architecture originating 
in fashion is something Adolf Loos 
acknowledged in his 1898 essay ‘The 
Principle of Dressing’. He identified 
architecture with clothing and 
encouraged architects to first explore 
textiles in order to understand 
the meaning of dwelling, then 
architecture would become a tool 
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to sustain these principles in built 
form. ”This is the correct and logical 
path to be followed in architecture”, 
Loos wrote. “It was in this sequence 
that mankind learned how to build. 
In the beginning was dressing”4 .
 While architecture certainly 
has an influence on fashion, 
architecture also feeds off the 
fashion industry. Architects are 
attracted to fashion’s association 
with style, and the sensitivity of 
the public with regard to fashion. 
The speed with which fashion can 
adapt to new circumstances often 
fascinates them. Every now and then 
a project may be planned and built 
in a record period of a single year, 
in the same length of time at least 
two haute couture collections will 
have stepped onto the catwalk, not 
to mention the weekly turnaround 
in fashions offered in Zara and 
H&M. Obviously there are examples 
of long lasting fashion trends; 
Coco Chanel’s classic black dress 
being a perfect example, as popular 
today as it ever was. Architecture 
is not always as long-lasting.
 On the other hand the 
permanence of architecture is 
attractive to fashion designers. As 
many of them fight against the 
triviality of fashion and style they 
envy the intellectual qualities of 
architecture. When developing 
an idea there is a time limit of 
six months or so, the system of 

4  Adolf Loos 1898 Essay

two collections a year cannot be 
challenged or reformed. In order to 
develop an idea as an architect would 
they are forced to take these ideas 
and concepts to another project in 
their own time. What an architect 
may envy is the opposite. The fame, 
the huge number of designs, the 
glamour and excitement are all things 
which architects don’t usually tend to 
experience. The difference between 
the electricity and excitement of an 
audience sitting looking at a piece 
of white MDF awaiting a fashions 
show and a visitor who walks in, 
has a look and walks out again is 
something an architect may long for 
and a fashion designer may take for 
granted. While both practices envy 
the permanence or transience of the 
other they will never be able to adapt 
to it. As Val K. Warke wrote in 1994 
“The capacity for an object type (a 
piece of costume, jewellery, a pair 
of shoes, a car, an office building) to 
undergo formal change as a result 
of a fashion shift is related directly 
to the size of the object, its cost, the 
time lag between its initial design and 
the final act of its consumption.”  5

 Each discipline envies 
qualities of the other and so begins to 
take what they can from each other. 
Fashion certainly plays a role in 
shaping modern architecture. Many 
architects such as Le Corbusier can 
see a tailored men’s suit as a model for 
modern architecture and because of 

5 Quoted in Absolutely Fabulous 
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the fleeting nature of fashion, different 
styles inform architects of the current 

   

  
 Metapolis Ballet

nature of economy and society. 
However it is architecture within 

 fashion that will be explored here.
               The boundaries really have 
become permeable, enabling fashion 
designers to bring architecture into 
their designs and for architects to 
step into the fashion world. Yohji 
Yamamoto designs structures rather 
than clothing; his designs leave the 
fashion world bemused yet they are 
immediately grasped by architects. 
Hussein Chalayan has more in 
common with architects than fashion 
designers and collaborates with them 
to realise his fashion innovations. 

Architects within fashion include Zaha 
Hadid who designed costumes and 
sets for Metapolis Ballet performance, 
infusing garments with symbolic 
and allusive values that transformed 
architecture into fluid movement.

 



143

SYNERGIES

Architects and interior designers are 
borrowing the techniques such as 
pleating and draping from traditional 
tailoring to design buildings that 
are interactive, dynamic, inflatable 
and even portable. However at the 
same time architecture is making 
its presence felt in fashion as  the 
pliable metals, membrane structures, 
lightweight glasses and flexible 
plastics used in building construction 
are creeping onto the catwalks.
              Architects and fashion 
designers produce environments 
defined through spatial awareness – 
the structures they create are based 
on volume, function, proportion and 
material. Both disciplines address 
themes such as shelter, identity, 
tectonic strategies, creative process 
and other parallel stylistic tendencies. 
The contemporary vocabularies of 
both the architect and fashion designer 
have in recent years begun to overlap, 
seamlessly merging into a single 
language. Terms and techniques such 
as shelter, skin, structure, volume, 
construction, identity, pleating, 
draping, weaving, cantilever and 
suspension are common to both. 
              Shelter is something which 
is quite obviously an essential 
consideration within each discipline. 

The primary function of both clothing 
and buildings has always been to 
provide the body with shelter and 
protection. The clothes protect the 
body; the building in turn houses the 
body. In recent years this fundamental 
aspect has been reinvented, reflecting 
changes in environment and society. 
Fashion designers are reassessing the 
potential of clothing to address the 
needs of modern people, using high-
performance fabrics and considering 
notions of mobility and identity in a 
fast moving and ever changing society. 
Meanwhile architects are rethinking 
the traditional mortar and brick 
structure with new materials and 
techniques creating new structures that 
are environmentally friendly, versatile 
and adaptable.
               Vexed Generation are a design 
partnership who produces clothing 
and accessories informed by the urban 
environment. This is typified by the Vexed 
Parka, a garment designed for cycling in 
the city. It addresses personal safety and 
practical protection when cycling, by
including padding that protects vital 
organs, a cowl hood to cover the cyclist’s 
head, and
a respirator mask for the face. The garment 
is the product of research into urban 
mobility, so not only does it promote the 
use of the bicycle over the car but it also 
offers protection against air pollution and 
armour for the very common modern day 
battle that is commuting.
Geometry is another technique employed 
by both architect and fashion designer. 
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Vexed Parka

This technique is often used to generate 
form or system. In architecture it may 
be used regarding interior spaces or to 
shape the structure physically. While 
in fashion, although it may be used to 
generate a design, it is often lost in the 
end once the clothing sits on the body.
                Isabel Toledo’s Spring/Summer 1988 
collection included a ‘Packing Dress’. It 
was made from two circles of fabric sewn 
together with holes cut for head, arms, and
legs, collapse flat for easy travel 
and storage. When laid flat the 
straightforward geometry of the dress 
is visible but when on the body gravity 
causes its form to become more complex. 

Packing Dress
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Structural skin refers to the 
combination of structure and skin 
into one, resulting in structure and 
facade in a single surface. Recently 
this had been done by two infamous 
architects; Rem Koolhass and Toyo 
Ito. In Koolhaas’s Seattle Library 
the building is wrapped in a mesh 
of diamond shaped glass panes set 
into a steel grid that acts as both a 
transparent curtain wall and part of 
the structural system. In Toyo Ito’s 
Tod’s Omotesando building then 
pattern of a tree serves a decorative 
function and also a structural one 
with the surface supporting the floor 
slabs. 
           Within fashion design this 
joining of structure and skin is also 
evident. Yoshiki Hishinuma’s Spring/Summer 

2004 designs included ‘The Inside 
Out 2Way Dress’. This dress is graphic 
and sheer, it is made of what appear 
to be random strips of opaque tape 
which hold the dress together and also 
strategically conceal parts of the body.
               Both designers of building 
and clothing have volume in common. 
Both practices, although working with 
very different scales, deal with creating 
shape and volume out of flat two-
dimensional materials. Recent years 
have shown that each world is constantly 
producing new and intriguing forms 
and volumes. In architecture this may 
be seen in Foreign Office Architect’s 
Yokohama International Port or in 
Ito’s competition entry for the Forum 
for Music, Dance and Visual Culture 

Inside Out 2Way Dress
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Alexander Mc Queen

in Belgium.
             Vivienne Westwood created 
voluminous shapes and undulating 
movement with bell-shaped crinolines 
in her Autumn/Winter 1987 
collection. The jacket curves at the 
waist, smoothly outlines the hips and 
sits poised on top of the bell-shaped 
skirt. Alexander McQueen is known 
for his clothing construction. His dress 
from It’s Only a Game Collection is 
an example of excellent tailoring and 
precise execution of architectonic 
forms. The volume is seen in a mould

ed leather bustier sitting above a 
soft bell-like formed skirt with a 
fringe of metal pins and quilted 
and embroidered surface.
            Both fashion and 
architecture have always 
been used to express ideas of 
personal, cultural and social 
identity. In recent time there 
has been strong expression of 
more complex and provocative 
issues surrounding identity. 
There are many examples of 
identity in architecture, one 
being Daniel Libeskind’s design 
for the Jewish Museum, Berlin 
which is extremely expressive.

      
            Vivienne Westwood

Alexander Mc Queen



147

               In fashion however the 
identity or notions expressed may 
not be as clear. Inspired by nature, 
culture, and technology, Hussein 
Chalayan’s work reveals an ongoing 
preoccupation with issues related to 
his experiences as a Turkish Cypriot 
living abroad and to the wider 
realms of religion, cultural identity, 
and migration. Although not 
clearly evident to one immediately,  
‘Afterwords’ of 2000 explores the idea 
of having to flee one’s home in times 
of strife and illustrates the potential 
precariousness and fragility of 
both shelter and identity. Once the 
work of Chalayan’s work has been 
explored his symbolism and identity 
can be understood more clearly.

            Jewish Museum

  Afterwords
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Cantilevering is another technique 
fashion designers have borrowed 
from architecture. Cantilevers are of 
course used by many architects, some 
to more dramatic and exciting effect 
than others. Adapted by the fashion 
world, cantilevers and clothing is 
an intriguing combination. A good 
example would be the ‘Ice blue coat 
dress’ by Victor and Rolf in 2003. 
This coat dress was custom-made 
for a Vogue magazine fashion shoot 
and is based on pieces from the One 
Woman Show collection of Autumn/
Winter 2003- 04. This collection, 
Viktor & Rolf ’s tenth-anniversary 
presentation, included one-of-a-kind 
sculptural shirts and coats made of 
multiple tiers of collars and plackets

that fanned from the models’ necks 
to their shoulders, pushing ideas of 
layering and stacking to their limit to 
achieve extreme cantilevered forms.
              There are many more exam-
ples of techniques and terms shared 
between these two industries. All of 
the above techniques are primarily 
thought of as architectural terms that 
have been borrowed by the fashion 
world. There are however many that 
would be thought of as belonging to 
clothing design; wrapping, pleating, 
printing, draping, folding, and weav-
ing. In turn these techniques have 
been adopted by many architects. 
With this blurring of two worlds of 
design there is indeed a potential 
that can be gained from a continua-
tion of the relationship between these 
two creative disciplines. The very na-
ture of buildings and clothing can be 
transformed.
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ISSEY MIYAKE

The Spring/Summer 2009 collections 
have been called a ‘New Frontier’ by 
Vogue. Within these collections there 
are influences and inspirations that 
may certainly be architectural. “The 
spring collections dazzled with archi-
tectural cuts (in sheer, feminine or-
ganza), new fringing (harnessed into 
provocative loops) and surprising 
gowns (the train is back), all stacked 
upon gleaming platforms. The fu-
ture’s bright...” 2  It’s evident in some 
of the star pieces of various designer 
collections.
                     Balenciaga’s Nicolas 
Ghesquiere took inspiration from the 
reflection and the absorption of light, 
seen in his shining stretch-georgette 
minidress. Costa of Calvin Klein fo-
cused on sculpting his shift, which 
he then sets alight with a reflective 
chrome collar. MaxMara’s platforms 
may be seen as a structure in them-
selves, with a copper finish. Alexander 
McQueen, known for a conscious-
ness of the structure of clothing has 
a carefully sculpted short-cut bell-
shaped dress, decorated in porcelain 
flowers. Marc Jacobs’s trophy jacket 
has sculpted wide shoulders in a glis-
tening metallic while Chanel’s classic 
skirt has an abbreviated cut with geo-
metric strikes of silver and gold.

2   Vogue Magazine, Feb 2009 edition

                   Architecture is currently 
cropping up in almost all aspects and 
names of the fashion industry. How-
ever amongst all designers that we 
currently recognise and also amongst 
those that have been, no names stand 
out more than Issey Miyake and Hus-
sein Chalayan.
                  Issey Miyake, a Japanese de-
signer is recognised worldwide and 
admired by many architects through 
his exploration of space between the 
human body and the material that 
covers it. It’s not about creating “a 
fashionable aesthetic”,3 he creates 
”a style based on life.”  Issey Miyake 
INC’s basic philosophy is the con-
tinuing focus on both the importance 
of imagination and the development 
of new technology in which to make 
clothing. The design concept chal-
lenges the everyday way of tailoring 
and aims to enhance the relationship 
between body and cloth. 4

                 Miyake was born in Hiroshi-
ma, Japan in 1938 and studied graph-
ic design in Tama Art University in 
Tokyo. After graduation he worked 
in both Paris and New York before 
returning to Tokyo where he set up 
the Miyake Design Studio in 1970. In 
1971 the first Issey Miyake brand col-
lection was launched and in 1973 he 
made his first appearance in Paris and 
has shown a collection every season 
since. He has also opened hundreds 
of boutiques worldwide including 
flagships in Paris, London, Aoyama 
3   Issey Miyake, quoted in Fashion Memoir
4   www.isseymiyake.co.jp
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and New York. “In Miyake’s work, 
lines move and flow freely in and 
indeterminate space, somewhere be-
tween East and West, art and fashion, 
the fleeting and the eternal”5 . Miyake 
believed the Western tradition to be 
too rigid. He aimed to create things 
that could exist more freely. “Western 
clothes are cut and shaped with the 
body as the starting point; Japanese 
clothes start with the fabric”, says the 
designer himself. Instead of choosing 
one or the other of these approaches, 
Miyake wanted one to meet the other, 
East to meet West. Body and fabric 
would both act as starting points to-
gether, linked by movement.
 After a collaboration with 
Makiko Minagawa, a designer ob-
sessed with bringing out the true 
qualities of a fabric through its vari-
ous possibilities of movement and 
surface texture, Miyake began to ex-
plore. It was here that he seriously 
became involved with the space he 
was created when a garment he de-
signed met the body. He made cape 
dresses for giants, cage-like smocks 
of rattan stems, square coats made 
of Japanese wrapping cloth all with 
volume and adaptability in mind. 
All this exploration and discovery of 
course produced seasonal collections 
but it eventually culminated in Pleats 
Please, one of Miyake’s most famous 
projects. Pleats Please was innova-
tive, revolutionary and showed how 
Miyake’s clothes have such an unusu-
al amount of design in their design. It 
5   Issey Miyake, Fashion Memoir

explored a new clothes-making tech-
nique wrapping a three-dimensional 
object, like the body using a two-
dimensional material, such as cloth 
or fabric. Each piece is first cut and 
sewn. The cloth is the folded by press-
ing it between layers of rice paper to 
create hundreds of perfect creases. 
This process allows both texture and 
form to be created at the same time 
in a manner that is unique to each 
garment. Geometric renderings are 
made wearable. Its folded structural 
aesthetic appealed to many buyers 
and many architects alike. The pleats 
captured the essence of free material, 
body and movement that Miyake was 
interested in with the pleats seem-
ingly dancing as they 

stand.

Spring/Summer 2002
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          More recently architects have 
admired a second Miyake explora-
tion for its process, concept and the 
potential it may have it their own 
world. A-POC, standing for ‘A Piece 
of Cloth’ was another process ex-
periment he began in the mid 1990’s, 
turning into an independent line by 
1999. The A-POC method doesn’t 
involve any sewing. Thread enters a 
loom and an item of clothing emerg-
es. A flattened tube of material comes 
out which contains the specific item. 
All that needs to be done now is to 
cut along a faint outline already wo-
ven into the material. No unravel-
ling will occur anywhere allowing for 
complete customization.  This aspect 
of A-POC becomes particularly ex-
citing in the boutique. The system 
allows the customer to choose from 
several different versions that can be 
extracted from the tube of material in 
an almost miraculous fashion.6  This 
means that the design process is im-

6 ‘Absolutely Fabulous

mediately connected to the manufac-
turing yet both move rightinto the 
sales area, with the sales outlet and 
clothes collection having structural 
similarities.
                More so than Pleats Please, 
A-POC appeals to architects. It can be 
seen as a prototype for the future of 
design and fabrication. This technique 
is economical and offers many design 
possibilities, and could be used for 
building components. A-POC has the 
potential to transform many design 
disciplines. A few years ago the 
Miyake Design Studio were exploring 
designs in furniture and architecture 
when they were approached about the 
Iso Truss, a “patented grid structure... 
which looks like a woven helix, has a 
remarkably high strength-to-weight 
ratio, offering a light-weight, low-cost 
alternative to traditional building 
components. The Miyake designers 
see the Iso Truss as a way to take 
A-POC to the architectural scale. The 
studio hopes the results can be used 
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in the construction of pillars, walls 
and furniture”.7  
 Moving off process and back 
to clothes, the Issey Miyake Spring/
Summer 2008 collection designed 
by Dai Fujiwara takes wind as 
inspiration featuring unique forms 
with an emphasis on ventilation. 
The set itself was designed by James 
Dyson and some of the clothes 
actually incorporated discarded 
vacuum cleaner parts. There were 
six series in the launch show, each 
slightly varying to the next, all 
7 ‘Seamless’ www.wired.com

relating back to wind and ventilation. 
Involving how the clothes deal with 
sudden gusts of air and how  the air 
moves into and through the fabric 
creating billowing, voluminous and 
transformative shapes. ‘Dune’ with 
“oscillating delicate fabrics”, was 
obvious Miyake with delicate pleats 
being the give-away.
                ‘Cyclone’ was where the 
collection became real. Discarded 
Dyson parts made interesting wearable 
pieces and with these parts on the 
catwalk, the huge yellow pieces that 
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made up the set were let bellow out 
air. The model’s hair was thrown into 
disarray and the fabric was inspired 
into movement.
                       This particular collection shows 
how Miyake, like architects, choose 
inspiration from the environment. 
His processes and concept are ones 
which have the potential to cross over 
to an architectural scale. A-POC in 
particular is a method which should 
be considered especially in current 
economic times. Its efficiency and low 
cost is something which is certainly 
appealing and with the process 
successful at this scale it should now 
be time to take another step away from 

the body and begin to revolutionise 
areas of the architectural discipline.

    Spring/Summer 2008
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HUSSEIN CHALAYAN

When fashion designers explore their 
ideas for a collection they often find 
that they have more in common with 
architects than with their fashion 
contemporaries. This is certainly true 
when it comes to Hussein Chalayan. 
Born in Cyprus in 1970, the highly 
regarded fashion designer is known 
for innovative designs, concepts 
and meticulous detail, admired by 
professionals in all fields of design. 
Graduating from Central St.Martins, 
London was when Chalayan first 
caused a stir. His sensational 
graduate collection involved 
decomposed silk dresses he buried 
and exhumed in a representation of 
burial and resurrection, referencing 
life, death and urban decay. Every 
move Chalayan made from here on 
was watched carefully by all those 
in the design world, especially those 
in fashion seeing as sometimes it 
can be difficult to place a Chalayan 
design in the fashion industry. He 
uses “fashion as a site of exploration 
and as expressions of concepts.. . He 
challenges preconceived notions of 
what clothing can mean, rather than 
as garments with only functionality 
in mind”.2  
                  Hussein Chalayan combines 
2 wwww.groningermuseum.nl

clothes that are beautiful, wearable 
and contain an intriguing insight 
into the thoughts of Chalayan 
and also into the future. He takes 
his inspiration from architectural 
theories, technology and from the 
built environment and how the body 
relates with it. Architectural influence 
is evident in his spatial awareness 
directing the relationship between his 
garments and the body, and his use of 
architectural proportions to amplify 
their interplay with surroundings. 
One of Chalayan’s most renowned 
collections is ‘Afterwords’. The 
Autumn/ Winter 2000/01 collection 
is one of his most relevant when 
discussing Chalayan’s architectural 
interests and inspirations, also 

      ‘Afterwords’
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showing concepts typical of a Hussein 
Chalayan design.
                Chalayan has been criticised 
that his clothes are clothes that 
cannot be worn. Although several 
high-concept pieces are shown, these 
are the anchors of his collection. 
With these pieces there are always 
seemingly simple, immaculately 
cut, wearable garments. ‘Afterwords’ 
also shows this side to a Chalayan 
collection quite clearly.  Inspired by 
personal experience and thinking on 
“wartime impermanence that finds 
homes raided and families forced 
to flee or be killed”2 , this collection 
refers to the reality of the refugee. 
The show began with a white catwalk 
and a living room set up. The models 
show a range of clothes varying from 
finely tailored coats, elegant dresses 
and full layered skirts and tops with 
cut outs at the hems exposing a 
hidden layer of ruffles. All of these 
are undeniably wearable. At the end 
of the show four models step out to 
the living room, removing the seat 
covers and turning them into dresses 
and suitcases. Finally the last model 
arrives on stage only to step into the 
centre of the table and turn it into a 
tiered skirt. The models walk off stage 
with their homes and belongings on 
their backs. With this show Chalayan 
presents garments which represent his 
exploration into wearable, portable 
architecture and show concepts and 
ideas of identity, bodily form and 

2 www.fashionencyclopedia.com

transportable environment. This was 
the culmination in an exploration 
into the relationship between space 
and identity.           
           Previous collections like ‘Before 
Minus Now’ of Spring/Summer 
2000 and the Spring/Summer  1999 
collection ‘Geotrophics’ make up part 
of this exploration and again show 
an architectural theme. ‘Geotrophics’ 
shows the adaption of a chair to fit 
the body and become wearable. The 
‘chair dresses’ represent the idea of a 
nomadic existence and completely 
transportable environment. 
Chalayan explored the meaning of 
geographical places3 and politicised 
spaces that cannot easily be defined 
3   Quoted in ‘Deconstructing Hussein

Afterwords
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architecturally. With this collection 
the designer intended to enhance 
individual identity in defiance of a 
notion that geographical borders 
alone define homeland.
   ‘Before Minus Now’ is the 
predecessor to ‘Afterwords’ 
showcasing a collaboration with ‘b 
consultants’, a London-based architect 
firm. The collection involved wire-
frame architectural prints and pieces 
relating to aerodynamic and planes. 
Computer generated architectural 

landscapes were printed against white 
static backgrounds. Once set against 
the organic curves of the body, these 
representations of inhabitable spaces 

reinforce the truism that the body 
inhabits its clothes.4

The collection also featured a dress 
made of materials used in aircraft 
construction which changes shape by 
remote control. Other collections by 
Chalayan explore aerodynamics in 

greater detail, technology and light, 
with his most recent collections  
including stunning laser installations 
and dresses covered in Swarovski 
crystals and over 15,000 flickering 
LED lights.
             Hussein Chalayan’s work 
represents a congruity of ideas that 
indicate fashion and architecture 
are coming closer together than ever 
4 The Fashion of Architecture

Before Minus Now

Before Minus Now
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before .5 His strategy is to integrate 
clothing with its environment – 
not just by giving an architectural 
appearance to garments but by 
representing an understanding of 
different environments and diverse 
factors that create them. “The fashion 
audience doesn’t really know about 
technology or architecture,” Chalayan 
explained, “But they soon will”. 6

5 ‘Techno Fashion’
6 Quoted in ‘Techno Fashion’

Hussein Chalayan
Spring/Summer 2000 Collecion
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using architecture to maximise the 
impact of the clothing.
             TriBeCa, the worldwide flagship 
store for Issey Miyake, was designed 
by Gordon Kipping with Frank Gehry 
commissioned to fill the space. It houses 
all the Issey Miyake collections under 
one roof for the first time, principally 
the Issey Miyake women’s and men’s 
collections, Issey Miyake Fete, A-POC, 
HaaT, Me and Pleats Please. Miyake 
chose his downtown location for 
its industrial aesthetic, ‘which he 
reconfigured to amplify his fashion 
ethos, attempting to collapse the 
structure and surface of his garments 
into an architectural milieu’.3 In this 
landmark cast-iron building Gehry 
made what he calls “an intervention”. 

3 The Fashion of Architecture

ARCHITECTURE FOR 
FASHION

The line between fashion and 
architecture is blurring constantly. 
Examples of both disciplines have 
been seen to cross the border from 
one world to the next. Architectural 
terms are making their way into 
catwalk reports and fashion designers 
are designing in a way that is grabbing 
the attention of an architectural 
audience. Architecture indeed has 
planted a foot in the fashion industry, 
however the most obvious hold it has 
on the world of fashion design is it’s 
in role in ‘making space for fashion’.2 
The shop space is something which 
every designer pays a lot of thought 
and attention to. It is in this space 
that the public come face to face with 
their designs and so it is essential that 
the correct environment is created 
in which to display and offer their 
work. The shop is a statement by 
the designer about their label. The 
exterior architecture and interior 
design are carefully chosen to amplify 
image and status of the label. Fashion 
showrooms and flagship shops create 
an important message about a label’s 
image. Many fashion boutiques 
are being designed with the same 
considerations given to an art gallery, 
2 Irene Scalbert
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The rest of the architectural design 
was carried out by Gordon Kipping. 
The store design restored the 
historic cast-iron exterior of the 
1888 warehouse, retaining the aged 
windows and interior timber beams. 
Inside a combination of murals 
by Gehry’s son and the sculpture 
by Gehry animate and enliven the 
space, echoing the Miyake ethos of 
movement and freedom of material.  
The store design was created with this 
free movement and need for flexibility 
in mind. The whole space was made 
flexible apart from the structure and 
cashwrap. Everthing else can be 

      

moved with ease allowing for a 
varied display. 
             Kipping opened up the 
basement space with reinforced glass 
allowing for a heightened experience 
and a view from the street level down 

into the showroom below. Gehry fills 
the interior with a rippling titanium 
sculpture. The fractals and wave 
formations throughout the shop not 
only breaks and reflects the flow of 
light but has a powerful resemblance 
to a classic pleated Miyake design. 
In order to keep the costs down the 
seemingly floating and free titanium 
pieces are fasten to the retail landscape 
by rubber-footed steel tubes attached 
to columns with Velcro and industrial 
strength double-sided tape. ‘Tornado’ 
interacts with the whole room, both 
engaging the shopper and enlivening 
the atmosphere.
               Another of Miyake’s shop is his 
A-POC Boutique in Paris, designed 
by Ronan and Erwan Bouroullec. 
What’s interesting here and also in 
the second A-POC store in Japan is 
that the A-POC philosophy must 
be integrated into the architecture 
of their interiors. As discussed 
previously A-POC is an innovative 
yet particular way of making clothes 
involving tubes of fabric which 
contains both shape and pattern. 
So when designing, the Bouroullec 
brothers kept this essential aspect of 
the A-POC philosophy in mind and 
aimed to create continuity in their 
architecture.
              The interior design seamlessly 
mimics the structure of the clothing 
itself.4  A support system was designed 
to facilitate a constantly changing and 
varying collection. 

4 www.findarticles.com
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moving around the space, animating it 
and again reflecting the philosophy of 
A-POC.

“The wish is to utilise 
architecture as an advertising 
instrument for the label”, 

says David McNulty, head of the 
architecture department at Louis 
Vuitton.5  In recent years it has become 
increasingly common for big name 
architects to be commissioned by the 
big fashion labels. Not only are they 
hired and consulted to design luxurious 
and extravagant environments for 
collections but also to give the fashion 
houses an architectural image. By 
using 
5 Absolutely Fabulous

The elements on which to hang the 
clothes were first designed. After this 
the support system for the hangers 
came. Through their design of the 
hanger system the brothers aimed to 
achieve flexibility so that there was 
always room for further possibilities, 
in the same way A-POC itself is as the 
essence of possibility and variation. 
Although the rails themselves are 
rigid and fixed, the continuous track 
system establishes a system that 
every point in the space can be used 
to present clothes. Display is not 
confined to those tracks which run 
along the wall or the window front. 
Vertical and horizontal boards make 
up the rest of the display support, 
used for smaller objects, again with 
a possibility of taking up any space 
in the store. The display is constantly 

                  A-POC Store, Paris
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big name ‘star’ architects the hope is 
that these buildings will then act as 
“top-class advertising” and attract 
attention within the media and also 
from the people within the busy city it’s 
located. 6 No other fashion house has 
used branding through architecture 
as successfully as Prada. Prada has 
thousands of stores all over the 
world, including two ‘epicentres’. For 
these Prada chose carefully. Herzog 
and de Meuron were commissioned 
to design the Tokyo one, while the 
design of the L.A epicentre was left to 
Rem Koolhaas and OMA .
                 Prada and OMA have had 
a strong relationship for many years 
and may be seen as one of the most 

6   Quoted in ‘Absolutely Fabulous

successful collaborations between 
architecture and fashion. OMA has 
been behind over eight Prada store 
designs in New York, San Francisco 
and L.A, including the legendary 
New York flagship completed in 2001. 
This project is an interior conversion 
of a former Guggenheim store in 
SoHo, New York. It was designed as 
a public space with zones for fashion 
shows and performances Retail space 
is distributed over the first floor and 
basement. In order to connect the two 
floors visually and to guide customers 
to the more hidden parts of the store, 
Koolhaas has created a big ‘wave’. The 
entire width of the floor steps down 
to the basement level and sweeps 
upwards again to reconnect with the 
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first floor. The resulting over-sized 
stair made of zebra wood is then 
used as an informal display area. The 
interior becomes a stage on which 
customers can see and be seen. A 
similar idea is seen in the epicentre 
in L.A. The “hill” – a double flight 
staircase- fills the space which is used 
for both 

circulation and presentation. Various 
pieces of clothes lie casually on 
podiums or directly on the steps. This 
staircase of display, circulation and 
fashion becomes the centre. These 
stores are an attempt by Koolhaas 
to investigate different ways of 
experiencing retail.
                  The Tokyo epicentre 
was Miuccia Prada’s second 
radical approach to fashion store 
architecture after the New York 
design by Koolhass. Located on the 
city’s best known fashion mile this 
building had to measure up to the 
existing competition including Dior 
by SANAA, Louis Vuitton by Jun 
Aoki and Toyo Ito’s Tod’s. The intent 

behind this building was to redefine 
the concept of shopping, pleasure and 
to mesh consumption and culture. 
The architects began to play with the 
form of the building, resulting in a six 
storey glass crystal. They then moved 
the mass around the site, aiming to 
leave some of the site to the public 
in the form of a square. The crystal 
shape escapes any sharpness due to 
its five sides, smooth interior and 
diamond shaped glass panels which 
vary between flat, concave, convex 
and are occasionally opaque.
               The facades of the building being 
transparent allow for the building to 
become like “an interactive optical 
device”, describes Herzog. “ Because 
some of the glass is curved, it seems 
to move as you walk around it. That 
creates an awareness of both the 
merchandise and city.” The facades 
are also load-bearing. The glass panels 
are set into a lozenge shaped steel 
frame which carry all the load and 
allow for an completely open-plan 
interior. The relationship between 
interior, facade and shop window is 
explored, everything is everything.
             The main entrance breaks the 
facade at ground level, extending the 
public square into the store interior. 
Various spaces and elements like 
vertical cores and horizontal tubes 
are placed so that the space is seen 
to be continuous. Changing rooms 
and display spaces are contained 
in hexagonal steel tubes. Lights 
are fitted into indented holes in 
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a perforated metal ceiling while 
display shelving grows out from the 
vertical shafts. This Prada epicentre 
questions facade, structure, wall and 
at the same time shop, window and 
display.” The result is an innovative 
solution whereby shopping becomes 
a hybrid and diffused experience 
where consumerism and culture fuse 
together.” 7

                  The successful architectural 
branding of Prada is brought on by a 
willingness to engage in architectural 
experiment that makes this brand 
seems stronger than others. Other 
labels rely on the same type of 
architecture in all of their stores 
around the world with an intention 
of fixation in the customer’s mind. 
The role of architecture for Miuccia 
Prada is to enhance the strength and 
dramatics of her brand. In general the 
role of the architect is to channel the 
ideas and concepts of the designer 
into something solid. A fashion house 
should echo the ethos of the brand 
and shelter the collections maybe in 
a similar manner to how the clothes 
enclose the body. Issey Miyake’s 
interiors are a perfect example 
of design reflecting philosophy. 
Meanwhile, Prada shows just how 
architectural branding has helped in 
reinforcing the strength of the label.

7Article on www.studio-international.co.uk

 Section through Prada Epicentre, Tokyo
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BOUNDARY

So the line between architecture 
and fashion has been crossed. The 
boundaries have become permeable 
and the move of architecture into 
fashion is evident whenever a designer 
announces a new store or flagship or 
when models pace the catwalk during 
fashion weeks all over the world. As 
discussed the disciplines never have 
been very far off each other from the 
beginning. The congruency between 
fashion and architecture did not 
appear suddenly, they have always 
shared a mutual existence. They 
evolved simultaneously as they both 
organised and demanded space in the 
form of clothing and building. Space 
and how it relates to the human has 
always been at the essence of both. 
                    Although still separate 
disciplines, there are names like 
Miyake, Chalayan, Kawakubo, 
and Zaha Hadid who are trying 
to incorporate ideas from both 
industries into their designs. One 
name in particular has bridged 
clothing and architecture more so 
than others. Artist Lucy Orta, in 
recent years, has explored crucial 
themes of contemporary society 
and eliminated what boundaries 
there were left between architecture, 
fashion and art. Orta’s works rid 
boundaries by becoming “metaphors 

for shelter, dress, mobility and social 
space”.2  ‘Refuge Wear’ and ‘Body 
Architecture’ are portable minimum 
habitats which combine architecture 
and dress.
                   

          In comparison with the obvious 
beauty of designs by people like 
Alexander McQueen, Vivienne 
Westwood, and the discussed Miyake 
and Chalayan, Orta’s garments are 
designed with function and necessity 
in mind, along with social issues. 
Multi-functionality aiis a central 
feature in her clothing, which convert 
froma parkas, anoraks and ponchos 
into tents, sleeping bags or furniture. 
Refuge Wear is more likened to a 
combat wardrobe than anything else. 
The inspiration, again, is the human 
form and the need for protection 
against the elements. ‘The Habitent’ 
2  Intimate Architecture, The Fashion of 
Architecture

    ‘The Habitent’
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was the first Refuge Wear prototype. 
It’s a portable mini-environment with 
a certain amount of personal comfort 
and an efficiency to relocate easily. 
With ideas of social regeneration and 
homelessness in mind, this was also 
to send out a message of resistance 
and independence.
                     ‘Body Architecture’ came 

about in response to the Gulf War. 
Orta designed a series of multipurpose 
clothing that doubled as temporary 
shelters. Weather-proof clothing that 
could be transformed into simple 
pod or tent-like structures. These 
were again for individual shelter and 
protection but more importantly 
within a camp or emergency zone 

‘Refuge Wear’
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they were to clearly define the 
boundary between public and private, 
while the “space inside is symbolic of 
intimate dwellings”3  Orta furthered 
Body Architecture by investigating 
interdependency rather that 
individual isolation. A community 
of temporary modular shelters was 
organised. ‘Modular Architecture’ 
combines the communal principles 
of Body Architecture and the 
protective function of Refuge Wear. 
“Modular Architecture consists of 
temporary, portable dwellings made 
up of individual sections, panels or 
units that can be combined to make a 
number of different forms or simply 
3 ‘Techno Fashion’

worn as protective clothing”4  The 
system usually works in multiples of 
four. So if four people were travelling, 
each would be wearing their own 
protective, weatherproof outfit with 
food and water storage. When they 
stop to rest each suit is taken off and 
can be zipped together to make a four 
person tent.
                  According to Orta, “to inhabit 
a space means to consider it as part of 
one’s body, clothes are fully entitled to 
become architectural dwellings”. The 
work of Lucy Orta investigates the 
dynamics between architecture and 
fashion. The structures created by 
Orta contain the essence of fashion 
4 www.designindamag.com

      Modular Architecture
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and architecture, considering 
the principles of both in her design 
process. Whatever boundary there 
had been between fashion and 
architecture has been broken down 
by this designer. Lucy Orta - ‘Intimate Dwellings’
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CONCLUSION

Evidently architecture and fashion 
are two very closely related design 
worlds. It can be said that they evolved 
in tandem. The fact that they are so 
parallel with one another has led to 
the cross-overs that have occurred in 
recent years. Both disciplines envy 
qualities of the other seeing as they 
run alongside each other and begin 
to adopt.
                     

                 Fashion designers long 
for the permanence, respect and 
time of an architect. Is it this envy, or 
ability to adapt to such ways, that led 
designers like Kawakubo and Issey 
Miyake to begin to design clothes with 

architecture in mind. They’re way of 
incorporating architecture ideologies 
into fashion design inspired another 
generation of designers to think in 
this way, including Hussein Chalayan 
and Alexander McQueen. In 
designers like Miyake and Chalayan 
there is a similar exploration of space 
and it’s relation to the body. Both 
see all objects including clothes and 
architecture as externalizations of 
the body. With the border between 
the industries so permeable Lucy 
Orta had been able to break down 
whatever was left so that she could 
explore clothing as architecture and 
architecture as clothing.
                               Architect’s envy 
of the glamour and excitement of 
the fashion industry has led to them 
treating flagship commissions as they 
once would have treated gallery ones. 
Lending their name, design and time 
to a fashion label allows them into 
the world for a time. They collaborate 
with top fashion designers and try to 
think of a building to emulate and 
enhance clothes. Upon the opening 
of the label’s new store, the architect 
gets to experience the excitement and 
allure of the industry. Along with the 
concept of architectural branding, 
this too may be a reason for the 
architect’s foot in the door of the 
world of fashion. Now on a street in 
Tokyo while brands like DIOR, Louis 
Vuitton, Tod’s and Prada line up 
alongside each other, so do SANAA, 
Jun Aoki, Toyo Ito and Herzog and d

Kawakubo
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de Meuron.
                The presence of architec-
ture in fashion has been made pos-
sible by brilliant fashion designers in 
the last fifty years. Not only is this of 
benefit to the fashion industry where 
these innovations are becoming more 
and more common but in time it will 
benefit the world of architecture. 
The architecture within fashion is 
clearly evident on catwalks and street 
fronts worldwide. Fashion designers 
are currently exploring architectural 
techniques. It may now be time for 
the architect to grasp fashion. It is af-
ter all ,presently, a time of change.

A-POC Issey Miyake

Hussein Chalayan
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Prologue

I was looking back at work by British artist Tracy Emin recently and underwent a mo-
ment of satori  in doing so, experiencing the very essence of what change can be.  The 
particular work was entitled Psycho Slut (2003) and presented a clumsily crafted appliqué 
quilt composed of fragments of new or discarded plain and patterned materials. On top 
of these conjoined bits of material, fragments of sentences and slogans had been stitched 
in lettering.  “Yea I know nothing stays in my body…” accompanied (in much smaller let-
tering) by a list of primordial human fluids: ‘vomit, tears, babies, eggs, shit, teeth, spunk, bile, 
blood, cum, pus, thoughts’ was the one that caught my eye.

The satori was a moving experience, one in which the relationship between ideas and 
the materials selected to represent them was intuitively present. The apparent exchange 
of energy between the subtle and gross bodies (ideas and correlating materials) was 
overwhelming. Simultaneously I understood that the processes of rejection was not  a 
type of deterioration but became a type of renewal. The displacement of the named 
materials and liquids (the fragments of information) alchemically transformed them into 
new substances.  The rejected substances suddenly became pregnant with new life and 
meaning, and the syntactical organization of the list became a taxonomical exercise of 
the cultural associations that the substances formerly carried. The work established a 
new myth about the body for the artist, within the cultural framework she operated 
from and for the collective body in history. The natural, biological change in the body 
was a destructive force with a positive outcome.  For example the act of crying (tears) 
releasing a trapped emotional state becomes a cathartic expression, purging the body 
of any unnecessary sadness. This was a form of repair via rejection, which symbolized 
transcendence from the body through the body via its mechanical processes. This list of 
bodily substances contained a marvelous secret.

 

Evidently we are as likely to find an apt metaphor for the condition of life in anything 
(fragments, spills and rejected materials) as we are to find in objects of high design, those 
of meticulous planning, purpose and intent1 .  ‘Never forget the little things in life’, Beck-
ett reminds us while we are Waiting for Godot or John Cage similarly imploring us that 
‘beauty is underfoot wherever we care to look’.

1I am reminded here of the work of Richard Wentworth who also deals with the re-purposing of 
discarded materials and how these fragments become a cohesive criticaly aware language in them-
selves.



177

The subject of this essay is the protean system of growth, destruction and repair that hap-
pens parallel to the body in the practice of architecture. The continual shift in thinking, the 
repurposing of forms and substances, of ideas and philosophies into new languages with 
new meanings2 .

2 A popular but fraught argument of the 1970’s,  led by Charles Jencks concerning the 
nature of meaning in architecture will be lampooned in this work. Post-Modernism has 
constructed new meaning in architecture with ‘fragments’ or scraps of architectural and 
cultural history.
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Tracy Emin, Psyco Slut, 2003, Apliqué quilt and stitching, dimensions variable
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A Play in II Acts (with an Accompanying Essay)

All Hail Frankie P. Toronto - Palladio is dead!

Objects of Alternating Architectures (in Alternating Architectural Dimensions)
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Cast

THE FUTURE’S PAST - Narrator
FALSE

SYMMETRY
FRANKIE P. TORONTO - Frank Gehry

THE GHOST - Andrea Palladio



181

Act I

Begin, April 2009.

THE FUTURE’S PAST: [Enter stage right, shuffling toward centre stage, opens scroll to read.] 
We investigate the development of the building as an object of [Hiccup] architectural 
interest in two specific moments of ‘history’. [Clears throat] In so doing we attempt 
to disrupt the flow of history [Laughs] in its traditional form of linear narration by 
presenting [Emphasizing triumphantly] the new thesis for architectural telepresence1! 
. Henceforth or … here now we will begin with… or we were now…[Pauses.] …
again, soon . . .? [Confused, scratches head, deliberates, continues]. Further, we explode the 
concept of the building [Hiccup] as an intellectual artifact or idea in respect of: A) the 
architecture of ‘objects’ per se i.e. buildings - which we consider to be moments of 
design in the fabric of history2 cleverly disguised as ideas on the plain of interconnect-
edness and B) the rise of the building as the publisher of truth and the new dominant 
symbol of power in society. [Coughs violently.]  The two moments of interest we cite 
are selected firstly because they are of pressing interest to what we have come to call 
‘architectural history’. And secondly they are selected for their importance as objects 
of representation, [He pauses, waves his hands madly (doing the representation dance), 
stops, smoothes back hair, continues] representing to us - history past (or history perfect) 
and to those in the present at the time of their creation, which is the continuous pres-
ent, now, then… (or history imperfect). [Dryly, disinterested] By reason of chance or by 
extension of curiosity for the subject, a new narrative will today be constructed from 
these fragments of history and blah de blah de blah,  [sighs, exasperating] subjective 
interpretations of canonical thought etc. etc. etc. [losing interest more and more, rushing 
now] contextualizing the Renaissance and [waving hand as if brushing over text] recon-
structing meaning in architecture blah de blah blah blah. [Regains former composure.] 
Our hope is simple and clear: to sketch an idea of how absurdity has come to replace 
logic as a genesis for design. Thank you and enjoy the show! [Exits stage left, lighting 
cigarette and muttering to himself as he leaves.]

[Curtain draws back, (to September 1985), jazz music is faintly heard over the sounds of an 

1 This term will be elaborated in the following two chapters.
2 Presenting the ‘fabric’ of history as a metaphor to express the relationship between time past, time present 
and time future all belonging to the same continuum or ‘fabric’.  An interesting existential argument concerning 
the interconnectedness of beings through time is illustrated by a similar ‘Blanket theory’ in David O. Russel’s 
film ‘I heart Huckabees’, 2004.
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orchestra clumsily practicing arpeggio scales, people walk about the set aimlessly in circles, a 
large neon sign stage right reads:]

TONIGHT LIVE in VENICE  / THE WAR ON MEANING CONTINUES:

In the Red Corner –
 Andrea Palladio and the Renaissance Architects:
The United Party of Logicians Fighting from 1566

Vs

In the Blue Corner - 
Frank Gehry and the Post-Modernist Fragmentationists: 

The Absurd Loons Fighting from 1985 (and 2009)
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[Enter stage left, FALSE, his accomplice SYMMETRY and FRANKIE P. TORONTO walking 
toward centre stage and the large neon sign.]

SYMMETRY: [Distractedly, to himself, singing] ‘They try to make me go to rehab, I said No, 
No, No…’

FALSE: [To FRANKIE, ignoring SYMMETRY] No, no, no…rather we should attempt to 
search for an alternative truth, one counter to the absolutism of those terrible logi-
cians, should we not? [stopping, points to the sign.] Mark my words Frankie, tonight we 
shall change history and the building, albeit though we look through the wonky looking 
glass of time! And we will not claim Gehry to successfully represent the entire Post-
Modernist canon – (I dare say he is too consistently idiosyncratic for that!) But he will 
suitably address the argument as our chosen puppet. Let him re-enact this rather fanci-
ful interpretation of Post-Modernist architecture and ideology for us! What harm?  

SYMMETRY: [Excited, turns to face the other two, now walking backward awkwardly.] Yes 
and equally our interest in Palladio is not to reconstruct the image of his genius as 
an architect or [sarcastically] ‘harmonizer of volumes in space’, but rather to form a 
caricature of Renaissance thought by illustrating the senselessness of his tiresome 
reasoning.

FRANKIE P. TORONTO: [nonchalantly, to himself ] Palladio faced a fork in the road, and he 
took the wrong turn.  He should have recognized that there’s chaos, he should have 
gone ahead and done what Borromini did.  He would have been a pioneer!

SYMMETRY: Palladio is dead for 429 years Frankie – why are we to resurrect him now? 
And for what purpose? Why do we care! What do they have in common that so de-
serves our attention?

FALSE: [Eschewing his enthusiasm.] The knife! The knife, the cut and the resulting frag-
ment – imagine it! I think it is quite possible that Frank Gehry is in fact the physical 
re-incarnation of Andrea Palladio, returning to life in the 20th Century to re-examine 
his previous life’s work by cutting it to pieces and rebuilding from the fragments he 
regains. Volumes in space indeed!

FRANKIE P. TORONTO: It is a way of refocusing history, reinterpreting what has gone 
before in order to arrive at something new. Destruction is not always a negative force 
you see. To be in the middle of Venice, so close to Palladio – and so much architecture 
today refers to Palladio…to be talking about disorder, which is another kind of order, 
is a bit irreverent. Western culture just thinks of one kind of order…of symmetry, 
classicism, and the idea of central focus. But the whole world can’t be built on central 
axes alone. We would fall into madness over night were the world to be structured so 
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uniformly.

SYMMETRY: Why Borromini, what has he to do with any of this?

FRANKIE P.  TORONTO: Borromini is not so unlike Gehry you know.  Each was hope-
lessly misunderstood in his time.  They were too unruly for most, and were written off 
as the villains of architectural culture. The resemblance is uncanny when I think of it! 
Each operated his architecture almost entirely in what could be called ‘the theatre of 
private struggles’ relating more to some sort of interior conflict than the zeitgeist of 
their age – Narcissists you might say! 

SYMMETRY: Thespians you might think!

FALSE: [Mockingly swoons.] Lunatics you could surmise!

FRANKIE P. TORONTO: They terrify people! Perhaps only those prudes who eek out 
their existence by remaining exclusively within the safe constraints of normality.  Those 
who care to know nothing of what might lie beyond the bounds of sense and reason, 
especially if it could upset the applecart even a little. Forms in space, volumes safely set 
by the axis of reason. Logic is such a putrid beast.

FALSE: Oh come now, cranky little Frankie. Time for a pint.

SYMMETRY: The play begins!

FRANKIE P. TORONTO: [Determinantly.] Fetch me my sword.

[The neon sign flickers and goes out. All players begin to play the scene in complete reverse, 
talking and moving backward seamlessly as if we were watching a film being rewound from 
its end to its beginning. The curtain begins to draw and the lights fade to black.]

End Act I
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Frankie P. Toronto, Il Corso del Coltello, Venice, Italy, 1985
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Frankie P. Toronto, performance detail, Venice, Italy, 1985
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Chapter 1 

Il Corso del Coltello

In Venice, in1985, on an assuredly hot day in September, the architect Frank O. Gehry cos-
tumes himself as a parody of classical design and performs Il corso del Coltello, (trans. The 
Course of The Knife) at the XI International Venice Biennial.  The performance prescribes 
the systematic destruction of classical architecture and presents a public attack on Pal-
ladio and the regime of classical design in a commedia dell’architectura. What has happened? 
Somehow, a small man in costume wielding a large rubber knife has changed the way we 
design, build and think forever.  The profane has surmounted the sacred.  Incredibly, the 
Holy cow of architecture has been publicly slain. What next? What does this mean for 
architecture in a postmodern world and how are we to continue building and thinking on 
this uncertain and historically barren new ground?

Pause. Let us define this action.  Isolated (as an ahistorical fragment) it becomes an in-
stance of pure insanity, a digestable fiction or polemically a story of the fragmentation of 
architecture. It describes the death of the Reanniasance through the Post-Modern and the 
rebirth (pardon the pun) of representation in architecture as we know it. Contextually 
(appearing at the Venice Biennale in 1985) it could be categorized as performance art or 
an artistically motivated type of theatre, requiring costumes, props, a cast1 and scripting. 
And presumably it is good theatre, being amply surreal, engaging, ambitious (in scale and 
design) and presents a grounded historical polemic. What seizes the imagination though 
is not the specifics of the performance (although it must be said it is rather interesting!) 
but how an act of this kind has come to be included in history as an important event 
(men dressed up as things) and how it has assumed a certain currency as an architectural 
situation . So how has this performance made a relevant contribution to architectural 
discourse? I must stress that this essay is a subjective interpretation of these events and is 
written from a position of conjecture alone. I suggest that by piercing the fabric of history, 
to connect Andrea Palladio and Frank Gehry in this way, requires a metaphysical leap into 
the unknown in order to understand this unusual architectural indictment or what I call 
the first instance of ‘architectural telepresence’2 .

1 While the performance was played by a twenty something strong cast the three primary figures 
were artist Claes Oldenburgh, his wife and collaborator Coosje Van Bruggen and their architect friend 
Frank Gehry.
2 The term ‘architectural telepresenc’e is my own.  It refers to the phenomena whereby an action performed in 
one location in one moment of time can appear to be equally relevant and/or polemic in another place simultane-
ously across history, time, space and memory.  Architectural telepresence therefore cuts time and space in two 
and negates the passage of time (or history) as a separating factor in dividing events.  The theory suggests the pos-
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Consider Frank Gehry3, entering a model of classical architecture (a temple or pavilion, 
a single perfect emblem of architecture in the whole) and cutting his way out, emerging 
triumphantly as the structure collapses emphatically behind him.  In destroying this pri-
mordial space, which represents the original sanctum of architectural heritage, Gehry si-
multaneously constructs a new space, and lays a foundation for the becoming of his future 
self.  It is the future of a new method of proceeding for architecture – and the beginning 
(perhaps tragically) of the architect himself becoming the subject of his design.  Gehry’s 
work becomes continually more personalized (or egocentric) and ambitious from this 
moment on, fearlessly drawing inspiration from unusual sources in the natural world such 
as the structure of fish, serpents and horse’s skulls. This extrapolation of obscure symbols 
from a private mythological reservoir is highly unusual in the practice of architecture. The 
model suggests a more artistic temperament and an approach to design that is far more 
sensitive to forms operating as symbols than tectonic functions of the architecture.

Lets return to an explanation of what architectural telepresence might mean. This requires 
that we dissect Gerhy’s polemic, the abstract, one directional (or asymmetrical) conversa-
tion, before we look in detail at the symbolism behind his architecture in itself.  An absurd 
dialectic is staged between Gehry and Palladio. Gehry costumed as his mythical avatar4  
‘Frankie P. Toronto’ revoking the life work of Andrea Palladio, whose voice in this exchange 
finds 

sibility of an existential dislocation. For a more focused discussion of this topic consult Heidegger’s Being and Time, 
particularly the section on Dasien and the destructuring of metaphysics. 
3 (b. Ephraim Owen Goldberg, February 28, 1929, Ontario, Canada)
4An ‘avatar’ is a Sanskrit word meaning the manifestation of a deity or soul in bodily form on earth; an incarnation 
of a divine messenger or teacher. The term is also used in Virtual Reality Programming to denote the constructed 
or ‘virtual’ self in the exterior (virtual) world. Interpreting the word in this way helps to describe the situation of 
Gehry’s costume aiding his temporal dislocation in Venice from 1985 to the middle of the 16th Century Renais-
sance
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Frankie P. Toronto, Drawing, Venice, Italy, 1985
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The Knife Ship - Il Corso del Coltello, Venice, Italy, 1985
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the limited expression of his (mute)1  buildings in Venice. The conversation is itself asym-
metrical or seemingly chaotic like many of Gehry’s constructions. The attack summons a 
challenge on symmetry and order in architecture, but Palladio cannot reply and through 
his silence, his intentions for an absolute architecture remain absolute, unscathed by the 
chaos surrounding them. Ruskin in The Stones of Venice has said that ‘Where canonical im-
ages of order stand in splendid isolation, the chaos surrounding them only undermines 
their purpose and drains them of their substance’. Is this the case with Palladio’s symmetri-
cally ordered architecture? Does the surrounding chaos and entropy drain their purpose 
and substance? Or is their order only perceivable for the chaos surrounding them.

Gehry’s assault on Palladio’s work is a calculated, didactic gesture - he mockingly scribbles 
coiled snakes and doodles of leaping fish over the finely measured facades of Palladio’s 
Venetian buildings (fig. 1.3). This simple act of drawing becomes the tool by which Gehry 
creates his metaphysic theatre. Space and time appear to bend and collapse under his pen, 
folding the universe in two, establishing a new space in which order and chaos can meet, 
flirt and wrestle for the governance of the cosmos. The resultant play of this theatre is a 
temporal void, one that enables the dialogue across or through the fabric of time. The line 
or axis through which this universal fold occurs is the essential space of telepresent activ-
ity. Gehry creates and enters this space of temporary dislocation. It is a space where the 
perceivable division between objects or events in time disappears irrespective of where or 
when we observe them from. Time is no longer the familiar linear, chronological progres-
sion but becomes an axis of asymmetry, an invisible line with the ability to unite or divide 
objects through an imaginary border, pushing into a non-dimensional space objects and 
ideas which usually occupy a definite dimension in space at a fixed location in time. This 
theoretical line or imagined space has seldom been excavated in architecture but perhaps 
presents us with a new lens through which to re-examine history.

This prostitution of time has a number of consequent advantages. If we imagine time to 
be an invisible axis of asymmetrical division (a loose description of what Gehry’s subjuga-
tion of history might look like) with the power to unite or divide objects, people, places 
or ideas and ushering them into the said non-dimensional space. Objects and buildings 
become liberated from their context of history and become pure or essential ‘monads’ 
for a freely associative mode of contemplation. It is an exciting and liberating thought to 
conceive of objects and ideas (the essence of buildings) which usually occupy a definite di-
mension in space and a fixed location in time to be suddenly free and co-existent in a new 
1 The use of the strike through (Sous Rature) here implies that the word should remain present but may not be 
an entirely adequate description. The buildings are mute in that they don’t respond to questioning however they 
still express ideas through the design of their facades and the relationship with their context. Sous Rature - trans. 
‘under erasure’, is a concept introduced by Heidegger and frequently used by Derrida to signify that a word is an 
inadequate description but remains present to portray the limits of language.
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dimension of thought: one in which the building appears as the set of ideas it represents 
rather than the stone and mortar by which it stands.  We become aware of the value of 
architectural ideas as universal ideas, not ideas bound in some way to set objects.  Gehry’s 
performing knife has cut them free from the axis of time and architectural history.

SYMMETRY - VILLA ROTUNDA’S ATEMPORALITY

Palladio’s Villa Rotunda (c. 1566) forces these difficult questions upon us and answers them 
succinctly if we examine how it behaves under the microscope of architectural telepres-
ence. I was struck by the sheer power and strength of its monstrous symmetry and its allu-
sion to the absolute or universal essence Palladio sought it emulate.  The axis of symmetry 
dividing La Rotunda behaves in an entirely unprecedented metaphysical manner.  The plan 
is a quadrilateral symmetrical device with two dividing axes North/South and East/West. 
Its decisive symmetry and harmonious volumetrics offer us a microcosm of the universe 
and a total union of man and the cosmos, but in the most unlikely and unnatural way.  In 
the rigid, muscular and taught progression of its volumes and eloquently spaced columns 
we approach infinity through an almost obvious plainness. Its symmetry is almost dumb 
for its level of its simplicity. But hidden amongst this simple grandeur we also find the first 
instance of simulation, otherness, the first architectural lie. La Rotunda offers itself as an 
interpretation or representation of Palladio’s natural word and simultaneously of the clas-
sical architecture of antiquity.  It is the first time the building presents itself as something it 
is not. The first architectural ‘fiction’ of history. Looking at La Rotunda we intuitively under-
stand its method. It resonates with an a priori knowledge of building, seemingly endemic in 
the post-Euclidean world of geometry.

Symmetry may initially be understood as a simple trick of reflection, but upon further in-
spection it reveals an enigmatic problem deeply engraved in its pattern. There is something 
almost mystical about its undemanding, almost ignorant expression. This quasi-mystical 
aura emanates from a profoundly more abstract quality embedded in the disguise of its 
intrepid simplicity.  Brazilian artist Gabriel Orozco’s work deals with similar states of sym-
metrical expansion and collapse through the symmetrical disruption of objects and the 
alterations of their position in history. In particular his work La DS (1993) offers insights 
to this method of intervention and defines Orozco’s identification of symmetry as not 
only the axial division of the object but also as a tool for re-imagining the latent potential 
an object or building conceals within itself through history. Orozco forces his sculpture to 
exist in two different timeframes simultaneously thereby alternating or shifting the cultural 
context the object is perceived in.  The knife is once again the agent of symmetrical divi-
sion when Orozco cuts a Citreon DS into three pieces and removes the central segment 
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of the vehicle to conjoin the remaining parts into a squashed version of its original self. The 
most defining characteristic of symmetry is then not the impressive quality of its reflected 
sameness but in fact the space inside the axis through which this sameness is achieved. It 
is a liminal space, (similar to Gehry’s metaphysical conversation with himself where by pit-
ting himself against history and the status quo of architectural discourse he re-positions or 
displaces his actions from 1985 to the Renaissance). Orozco treats the idea of symmetry 
as if it were an opening in a closed system of thought, furthering the potential meaning 
of the object’s symmetry by inviting a soft interpretation of time onto the socio-cultural 
historicism the object has created around itslef. It is this suspension of meaning, pausing all 
former preconceptions of the object in a limbo (where they are reflected onto themselves 
for eternity) that makes the new interpretation of the object possible. The suspension is 
not a negative arrest but rather a opportunity for continual renewal (like Tracy Emin’s 
body). Inhabiting the space inside the axis of symmetry enables this constant becoming, the 
transmutation of form into new meaning. The formation of new myths. 

The Renaissance performed the same axial inscision through history.  It was about look-
ing backward and projecting forward, suspending time another words. The same axis of 
symmetry or temporal dislocation operates between the Renaissance and Antiquity and 
between the Pos-Modern and the Renaissance. Nothing new can be created in a world 
where the past is the object of desire for the future.  It is as if we progressed forward only 
to find our way blocked by a mirror infinitely reflecting the way back. The mirror is in fact 
the perfect symbol of the retardation of creative energy that arises from the simulation 
of a past culture.  This is why Palladio should have done what Borromini did. Pioneer the 
future, imagine a new way by accepting chaos and working within this chaos.
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Gabriel Orozco, La DS, 1993, altered Citreon DS, dimensions variable

Andrea Palladio, Villa Rotunda, Verona, Italy, c. 1566

F*CK YOU SYMMETRY!
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Chapter 2

GEHRY’S STUDIO - ARCHITECTURAL BRICOLAGE

Looking in a more literal way at the implicit order of nature than Palladio perhaps did, 
Gehry has pursued the fish  as a symbol1 and as a precedent for technical structures in 
his architecture for over 30 years now. The ‘naturalism’ Gehry follows is not akin to the 
dreamy detailing of Rococo relief nor is there anything particularly romantic about his 
forms. It is more Mannerist or Baroque possibly in its making and temperament, which 
Robert Harbison has defined as ‘a mode of distortion, where recognizable cultural refer-
ences are wrenched from their context and recombined in a cartoon or caricature of 
Gothic or whatever else’ (Harbison, p.226). The disorder of the Baroque for Harbison 
is ‘both sought after and loathed’, which holds true in the case of Gehry whose bulging 
shapes are spectacular but equally easy to hate.

The spontaneous floral decorations and bizarrely elaborate inflections of the Rococo are 
replaced for the moderne crisp edge (from the dorsal fin of the fish perhaps?), and the 
ornamentation in Gehry, if we can assume it as such, is expressed in the structure and the 
sequencing of those violently irrational volumetrics. They seem to fly off in every direction 
at once, like Juste-Auréle Meissonnier’s fantastical etchings from the late1800’s in which 
architectural elements dissolve entirely and morph into superbly exaggerated ornamental 
forms. There is a comparison to be made here I think. Gehry’s shapes surrvive as a paired 
back futuristic version of these splendid etchings, ludicrous, informative and poetic all at 
once (fig. 1.4). And Gehry’s imagination could not have been so wild were it not for  the 
contribution made to architecture by the recklessness of the Rococo. 

Gehry’s recklessness is not just ‘sheer brilliant brainlessness2’, as has been assumed of 
much Rococo architecture, whose frivolity failed to establish any enduring style but whose 
senseless decorations certainly succeeded in undermining the universal value of classicism. 
Gehry’s forms are more Baroque than romantic, or possibly even Gothic, displaying a 
certain grotesqueness at times, a crassness, or perhaps simply a brutish (dare I say Ameri-
can) temperament. The resultant shapes are dumb things, which nonetheless speak with a 
certain lyrical clarity. Gehry’s shapes do not attempt to simulate a revision of the cabinet 
of Classical, Rococo or Baroque forms, they simply are themselves. In being themselves so 
obnoxiously they conduct a lyricism that is forceful, cohesive, convincing and surprisingly 
1 British architect Presten Scott Cohen similarly observes fish and other sea creatures and employs their ability to 
adapt and evolve to difficult situations in resolving what he calls ‘architectural predicaments’ in the ‘postproblematic 
age’.
2 Michael Levey coined this brilliant phrase in - Rococo to Revolution: Major Trends in 18th Century Painting, I 
have boldly lifted it from Irenée Scalbert’s insightful essay on the Rococo Revolution, AA Files, London, 1999
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charming. 

The shapes, although they are seemingly infinite in variety, share a set of properties that 
allow them belong to the same morphological lexicon as the three-dimensional motifs of 
Meissonnier. Liberating this infinity of forms from their origin (where they are randomn) 
Gehry, like Orozco, performs an alchemy of the latent, potential energy within each shape, 
investing his objects with new meaning and purpose where before there was none.  Wal-
ter Benjamin describes the opposite of this process - ‘All things, in a relentless process of 
mingling and contamination, lose their natural physiognomy, and the ambiguous takes the 
place of the authentic’.

The buildings in the whole and the fragments they are composed of are unstable objects, 
contaminated by the relational order of other architectures. They represent the decay of 
natural physiognomy ( the destructuring of Modern Architecture) and in this decay they 
forge an identity for themselves, adopting an autonomy or authenticity, allowing them to 
exist without precedent. They bear no recognizable reference to the natural or actual 
world of forms (exceptional cases aside - Fish Dance Restaurant in Kobe, Japan) but still 
remain believable as contingent, plausible shapes simply because they are. They summon an 
existential or phenomenological force in this way. 
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Clockwise from top:
Meissonnier, Juste-Auréle, etching, c. 1750
Meissonnier, Juste-Auréle, Silver Trinket Box, c. 1730
Disney Operan Theatre, Gehry Associates,  Los Angeles, California, 
2003
Meissonnier, Juste-Auréle, etching, c. 1750
Technical Drawing, Fish Dance Restaraunt, Kobe, Japan, 1986
Fish Dance Restaraunt, Kobe, Japan, 1987
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A NOTE ON BRICOLAGE

To be always working with fragments, bits of this and that, to be tinkering with things, 
working toward an (unknown) outcome.  This is the song of the bricoleur, a profession (or 
habit) described by Levi-Strauss in the first chapter of The Savage Mind ironically entitled 
The Science of the Concrete. Gehry’s studio could be said to resemble the bricoleur’s scrap 
heap. He designs in a way that resembles the physical collage of Kurt Schwitter’s Merzbau, 
constructed of  found or salvaged bits of driftwood. The Merzbau once again presents the 
model of the commonplace material inheriting new meanings, languages and histories.
 in a scrapheap of card, metals, plastics and wood.  This design method - a type of architec-
tural bricolage, presents an interesting design scenario.  Adding bits of this and that until 
he arrives at a unified whole (a sheer brilliant brainlessness) Gehry produces architecture 
from a phenomenal engagement with the materials in hand rather than working to a pre-
designed ideal . Unity must here be understood as a system of assembled miss-matched 
pieces and odd-fits, haphazardly arrived at rather than designed or planned per se.  The 
architect wrestles the flying forms and lunging shapes into position. Quite the opposite to 
the Palladian ideal of beauty in which classical unity is a priori. Symmetry, or any version of 
a rigid order is all but forgotten in Gehry, and a more dynamic, protean architecture grows 
and mutates from the odds and ends of materials.

These expressive shapes do not operate exclusively within Gehry’s own dimension of aes-
thetic judgment and personal expression (what we have called the theatre of private strug-
gle) but go out seeking to challenge the history of architecture by publishing their own 
temporary truth. This truth is self-evidently a myth.  Just like Palladio’s buildings published 
the prevailing truths of his time, Gehry’s buildings tell us where we are in history.  Truth 
is always unknowingly conditional, however strong its fortress of persuasion it remains 
temporally bound to its creators and believers.  The Renaissance truth has transgressed 
into myth, it has become fiction.

Fish Dance Restaraunt, Kobe, Japan, 1987
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Act II

Some time later (or before), Venice, 1985.

[Bravo Pour Le Clown (Edith Piaf ) begins to play as the curtains draw back. A magnificent 
celebration is taking place in the streets of Venice. THE GHOST sits by himself at the front of 
the stage, unaware of what is going on behind him. ...Bravo, Bravo, Bravo! the music continues. 
Enter FRANKIE P.  TORONTO followed by THE CHORUS. All are arm in arm cheering and 
singing.]
THE GHOST: [Sitting solemnly stage left, sobbing into his tunic.] Truth is fleeting, who 
would have thought? 
SYMMETRY: [Walking in a perfect figure of eight across the stage over and back again and 
again.] Lost, lost. It has all been lost. Where has it gone? Where do lost things go? 
[Walking jubilantly FRANKIE & THE CHORUS come stage front.  The chorus singing.]
THE CHORUS: Ding Dong the Ghost is dead, chip chop off with his head! Pip Pap his-
troy broke, Fip Fop it was all a joke...
FRANKIE P.  TORONTO: [Marching infront with his knife held aloft before him, followed by 
a group of lunatics all dressed as Classical buildings in various stages of decay, still cheering 
and singing. All quiet as he speaks.] I hereby declare this age the Renaissance of Chaos! 
[Cheers from the chorus.] We have arrived here friends, through a series of architectural 
transformations and misdemeanors.  Traveling further and further from the origin of 
meaning in architecture - we have finally slain Palladio’s filthy sacred cow- the universal 
principle of order. The absolute essence of truth he so fervently sought has been ridi-
culed by this: [Holding up the knife.] A rubber knife. [Cheers from the chorus.]
THE CHORUS: Huzzah! Yippee!
FALSE: What next our leader? [Bowing in respect.]
FRANKIE P. TORONTO: Architectural fiction: we are fated to pretend for eternity. [More 
cheers from the chorus.] It is time to pretend to be pretending to be real! What else can 
come of these jokes we make into our buildings. The representational value of build-
ings has distracted us from the (relative) truth long enough. The oracle (in her dashing 
bowtie and spectacles) warned us that this situation would come to pass. The collapse 
of architectural semiology, resulting in architectural uncertainty, indeterminability, and 
an existential crisis for the architect everywhere and everywhen.
FALSE: The beauty of things which are not signatures of other things is very special. Alas, 
these very words are so regretfully unreal. Damn the eternal curse of language! Babel 
whore. The mute condition of the natural world is heaven. Frankie please tell us what 
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can be real from now on?
FRANKIE P.  TORONTO: The three primal fictions (or sins) of architecture are as real as 
the nose on your foolish face. First - representation. [He holds one hand above his head 
and makes a fist, then draws the other hand up slowly to make another fist beside the first.] 
Palladio showed his weakest hand by merely simulating the Classical style. He blindly 
reconstructed a redundant myth and on shaking foundations he recomposed the out-
moded realities of antiquity. [Spits in disgust.] No longer in operation, this simulated 
reality became its own undoing. The origin of these myths being redundant, his simula-
tion stood alone, isolated as an ahistorical fragment without any anchoring reality. His 
building (which he conveniently called truth) was but a sign, signifying nothing but itself 
in a detrimental loop destined for implosion. [Laughs an evil satirical laugh.] His eyes 
have been blackened by his building which became the hieroglyph of its own ridicule.
SYMMETRY: How terribly true. [Begins to sob himself, resuming his pattern of movement 
across the stage.]
FRANKIE P.  TORONTO: The Renaissance we have triumphed gave us the first fictional-
ization of the building. Permission to abuse history for better or for worse. This was 
Borromini’s triumph.
FALSE: He stood alone. 
THE GHOST: [Having stopped weeping begins to reflect to himself.] Resemblance never 
remains stable within itself; it can be fixed only if it refers back to another similitude, 
which then, in turn, refers to others; each resemblance therefore, has value only from 
the accumulation of all the others and the whole world must be explored if even the 
slightest of analogies is to be justified and finally take on the appearance of certainty1.
THE GHOST:  [Turning his head and answering himself as if he were mad.] But the building 
is an object of mind.  And of history - the most prescious mind of all.  Alas, what has 
become important is no longer resemblances, but identities and differences. History 
tells truth shifts, impossibly so.  Architecture bifurcates from its course. What star are 
we to follow now? [Looks up.]
[Music begins to play sadly, ‘Death of a Clown’ (The Kinks).  A giagantic saw slowly descends 
from the fly-tower in cutting motion. FRANKIE P.  TORONTO is seen to mount a giant fish and 
(is hoisted up into the fly-tower), sailing off into the sky waving his knife with glee. The curtains 
draw to a close. The play is finished, go home.]

END

1Michel Foucault in The Order of Things.
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Claes Oldenburgh, Saw, Sawing, Tokyo, 1996
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Claes Oldenburgh, Knife Slicing Through Wall, Margo Leavan Gallery, Los Angeles, California, 1989
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Claes Oldenburgh, Prepratory Sketches for Il Corso del Coltello, 
Venice, Italy, 1985
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Kurt Schwitters, Merzbau Hannover, Germany, 1933
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SYMBOLS



Introduction

Architecture is a collection of sym-
bols. There are symbols that sur-
round architecture, symbols that 
make up the architecture and sym-
EROV�WKDW�DGRUQ�DQG�¿OO�DUFKLWHFWXUH��
One can not ignor these and one 
has to take a holistic view of them. 
All these symbols can only be read 
in relation to one another. A building 
can be read as an object in an en-
vironment or an environment full of 
objects or both, like Frank Gehry’s 
house in Santa Monica California 
which, will be discussed later.

Charles Jencks did not coin the 
term Postmodernism, but his book 
The Language of Post-modern Ar-
chitecture is widely regarded to 
have popularised its use in relation 
to architecture. Jencks argued that 
3RVW� PRGHUQLVWV� ZHUH� GLVVDWLV¿HG�
with the shortcomings of functional-
ist modern architecture and wanted 
architecture to become Pluralist, 
drawn from historical context, have 
ornament, achieve a communicating 
of meaning through their buildings to 
the public and use the modern ma-
terials and building techniques of the 
time. Symbolism was very important 
to the Post-modernist architects.

“The Hedgehog and the Fox” is an 
essay written by Izaiah Berlin re-
garding author Leo Tolstoy’s theory 
of history. Based on ancient greek 
poet Archilochus’ idea that a fox 
knows many things but the hedge-
hog knows one big thing. Izaiah Ber-
lin expands upon this idea to divide 
writers and thinkers into two catego-
ries: hedgehogs, who view the world 

WKURXJK�WKH�OHQV�RI�D�VLQJOH�GH¿QLQJ�
idea (examples given include Plato, 
Lucretius, Dante, Pascal, Hegel, 
Dostoevsky, Nietzsche, Ibsen, and 
Proust) and foxes who draw on a 
wide variety of experiences and for 
whom the world cannot be boiled 
down to a single idea (examples 
given include Herodotus, Aristotle, 
Erasmus, Shakespeare, Montaigne, 
Molière, Goethe, Pushkini, Balzac, 
Joyce and Anderson).

Barthes’s many monthly contribu-
tions that made up Mythologies 
(1957) would often interrogate piec-
es of cultural material to expose how 
bourgeois society used them to as-
sert its values upon others. For in-
stance, portrayal of wine in French 
society as a robust and healthy habit 
would be a bourgeois ideal percep-
tion contradicted by certain realities 
(i.e. that wine can be unhealthy and 
inebriating). He found semiotics, the 
study of signs, useful in these inter-
rogations. Barthes explained that 
these bourgeois cultural myths were 
second-order signs, or connotations. 
A picture of a full, dark bottle is a 
VLJQ��D�VLJQL¿HU�UHODWLQJ�WR�D�VLJQL¿HG��
a fermented, alcoholic beverage - 
wine. However, the bourgeois take 
WKLV� VLJQL¿HG� DQG� DSSO\� WKHLU� RZQ�
emphasis to it, making ‘wine’ a new 
VLJQL¿HU�� WKLV� WLPH� UHODWLQJ� WR�D�QHZ�
VLJQL¿HG��WKH�LGHD�RI�KHDOWK\��UREXVW��
relaxing wine. Motivations for such 
manipulations vary from a desire to 
sell products to a simple desire to 
maintain the status quo. Similarly ar-
chitectural symbology may demark 
something but can also connote.

Many Post-modernist architects 



wanted to understand architecture 
as a collection of symbols. Robert 
Venturi was at the forefront of the 
Post-modern movement. His book, 
Complexity and Contradiction in Ar-
chitecture was instrumental in the 
post-modernist movement in archi-
WHFWXUH� DQG� ZDV� ¿HUFHO\� FULWLFDO� RI�
the dominant Functional Modern-
ism. The move away from Modern-
ism’s functionalism is well illustrated 
by Venturi’s witty adaptation of Mies 
van der Rohe’s famous maxim “Less 
is more”. Venturi instead said “less 
is a bore”. Along with the rest of the 
Postmodernists, he sought to bring 
back ornament because of its ne-
cessity. He explains this and his criti-
cism of Modernism in his Complexity 
and Contradiction in Architecture by 
saying that:

“Architects can bemoan or try 
to ignore [ornamental and dec-
orative elements in buildings] 
or even try to abolish them, 
but they will not go away. Or 
they will not go away for a 
long time, because architects 
do not have the power to re-
place them (nor do they know 
what to replace them with)”.

Learning from Las Vegas highlights 
an aim that ornamental and deco-
rative elements “accommodate ex-
isting needs for variety and com-
munication”. Here Venturi stresses 
the importance of the building com-
municating a meaning to the public 
(which necessitates non-function-
al elements of the building). The 
Postmodernists in general strive to 
achieve this communication through 
their buildings. This communication 
is not intended to a direct narrating 
of the meaning. Venturi goes on to 

explain that it is rather intended to 
be a communication that could be 
interpreted in many ways. Each in-
terpretation is more or less true for 
its moment because work of such 
quality will have many dimensions 
and layers of meaning. This plural-
ism of meaning is intended to mirror 
the similar nature of contemporary 
society.

(Above - illustration from Learning From Los 
Vegas showing how symbols can communi-
cate a buildings use)

The historical symbols that Venturi 
talks about are basically a contextu-
al source book for architects to draw 
on so as their work can be informed 
by these symbols. Franz Boas 
writes that there is a limited number 
of Greek gods but the possibility of 
an unlimited number of stories. This 
style of thinking was shared with 
Flann O’Brien. A Post-modern writer, 
in his book At Swim-Two Birds he 
states that there is already too many 
characters, so it is unnecessary to 
invent new ones. He continues to 
include a number of borrowed char-
acters in his novel. Architects can be 
LQÀXHQFHG�E\�V\PEROV�LQ�GHVLJQLQJ��



Take the column, If one takes history 
as one’s context and all the mean-
ings therein, Mies Van Der Rohe’s 
columns in the Barcelona Pavilion 
are abstracted beyond recognition 
from a Greek Doric column, but they 
both symbolise the same things. The 
second thing you can do is take in-
dividual symbols within this book of 
symbols and alter their meaning by 
changing the context, such as Adolf 
loos’ column building.

Part One: Architecture 
Informed by its Environ-
ment

‘Translations’ is a play by playwright 
Brian Friel. It is set in Baile Beag 
(Ballybeg), a small village at the 
heart of pre-famine 19th century ag-
ricultural Ireland where an English 
expedition to anglicise all Irish place 
names into English has just arrived. 
The concern with the meaning of the 
new names in the play is similar to 
which the Post-modernists had with 
the meaning of architecture. The 
new language of architecture was 
driven by function and completely 
lacked in historical conext.

Maps are a central tool of colonisa-
WLRQ�� <RX� QHHG� D� PDS� WR� ¿QG� \RXU�
way, record property rights, enforce 
law and plan infrastructure. Naming 
peoples and places is a key way to 
exercise ownership. It is unlikely that 
the natives of the Hudson River es-
tuary were interested in Amsterdam. 

Conquerors in every age have 
attempted to lessen the char-
acter of the conquered. Eng-
lish propagandists argued 
that successful colonisation 
depended on eradication of 
Irish ways and customs, and 
segregation of Irish and set-
tler communities.
Page 52 of Gillian M. Doherty’s “the 
Irish Ordinace Survey: History, Cul-
ture and Memory.

It is important to remember what a 
map is for. A political reason in this 
case. What is a map but a conceptu-
alised two-dimensional visual repre-
sentation of an area. In a map, some 



points are exaggerated and others 
underplayed or ignored in order to 
show what needs to be seen. If one 
turns a map upside down, it loses its 
illusion and simply becomes a pic-
ture (See the Tom Friedman map of 
America below). Maps are thought 
of as absolute reference but in fact 
they are subjective. One has to de-
cide what to leave in and omit from 
a map. They are an abstracted col-
lection of symbols which tell a single 
story.

James Corner states in his 
essay, “The Agency of Map-
ping: Speculation, Critique 
and Invention”, that “… Map-
pings discover new worlds 
within past and present ones; 
they inaugurate new grounds 
upon the living traces of a 
living context. The capacity 
to reformulate what already 
exists is the important step, 
And what already exists is 
more than just the physical 

attributes of terrain (topogra-
phy, rivers, roads, buildings) 
but includes also the  vari-
ous hidden forces that under-
line the workings of a given 
place. These include, natural 
processes, such as wind and 
sun; historical events and lo-
cal stories; economic and 
legislative conditions; even 
political interests, regulatory 
mechanisms and program-
matic structures.”

Songlines, also called Dream-
ing tracks by Indigenous Austra-
lians, are an ancient cultural con-
cept, meme and motif perpetuated 
through oral lore and singing and 
other storytelling modalites such as 
dance and painting. Songlines are 
an intricate series of song cycles 
that identify landmarks and subtle 
tracking mechanisms for navigation. 
For the Aborigines all land is sacred 
and alive. Their ancestors gave life 
in singing, gave them life through 



song, and dwell in the land still. The 
songs must be continually sung to 
keep the land “alive”. In singing they 
preserve the land/story/dreaming of 
their ancestors, and recreate it in 
their oneness of past, present and 
future. A simple topographical map 
of a place will not show this type of 
information despite being more sen-
sitive information. Bruce Chatwin 
was a proponent of post-modern 
writing, challenging traditional forms 
of linear narrative. In his nook The 
Songlines he describes this behav-
iour.

‘Sometimes,’ said Arkady, 
‘I’ll be driving my “old men” 
throught the desert, and we’ll 
come to a ridge of sandhills, 
and suddenly they’ll all start 
singing. “What are you mob 
singing?” I’ll ask, and they’ll 
say, “Singing up the coun-
try, boss. Makes the country 
come up quicker.”’
Aboriginals could not believe 
the country existed until they 
could see and sing it – just as, 
in the dreamtime, the country 
had not existed until the an-
cestors sang it.
‘So the land’, I said, ‘must 
¿UVW�H[LVW�DV�D�FRQFHSW� LQ�WKH�
mind? Then it must be sung? 
Only then can it exist?’
‘True.’
‘In other words, “to exist” is “to 
be perceived”?’
‘Yes.’
‘Sounds suspiciously like 
Bishop Berkley’s Refutation 
of matter.’
‘Or Pure Mind Buddhism,’ said 
Arkady, ‘which also sees the 

world as an illusion.’
‘Then I suppose these three 
hundred miles of steel, slicing 
through innumerable songs, 
are bound to upset your “old 
men’s balance?’
‘Yes and no,’ he said. ‘They’re 
very tough, emotionally and 
very pragmatic. Besides, they 
have seen far worse than a 
railway.’
Aboriginals believed that all 
the ‘living things’ had been 
made in secret beneath the 
earth’s crust, as well as all the 
white man’s gear – his aero-
planes, his guns, his Toyota 
Land Cruisers – and every 
invention that will ever be in-
vented; slumbering below the 
surface, waiting their turn to 
be called.
‘Perhaps,’ I suggested, ‘they 
could sing the railroad back 
into the created world of 
God?’
‘You bet,’ said Arkady.
Quotes from Bruck Chatwins, “The 
Songlines”  Pages 14 and 15.

This acceptance of something one 
is uncomfortable with has been 
seen within post-modernism with 
the singing of parts of the Interna-
tional Style into its repertoire. The 
reinterpretation of Corbusier’s the 
Villa Savoy for Aboriginal culture in 
Australia by Post-modernist Austra-
lian practice ARM. In their National 
Museum of Australia the architects 
identify the meanings behind the un-
usual form - a rainbow serpent from 
an Aborigional Dream-Time story. In 
WKH� JDUGHQ� RQH� ¿QGV� IUDJPHQWV� RI�
an Austrailian map, a Mercator grid 



juxtaposing memories in white, red 
and grey. The garden designed by 
landscape architects Richard Weller 
and vladimir Sitta, combines both 
idylic images and disturbing signs, a 
stepping stone map and the sites of 
massacres. This sets  an opposition 
of themes to which one continually 
returns. History is seen as a contrast 
of desire and repression, hope and 
horror. for instance a lucious palm 
hints at a tropical paradise, while a 
row of Italian Alders tilted north at 
an angle of 20 degrees signify im-
magrent longings for the European 
homeland.These architects have to 
be able to pull from their surround-
ings and incorporate the environ-
ment (physical, mental, social, spiri-
tual) into their work in the same way 
that aborigines incorporated the new 
things into their songs. 

(Below - photographs of ARM’s National Mu-
seum of Australia, Canberra)

Part Two: Architects De-
¿QLQJ�&RQWH[W

Dadaism was a cultural movement 
primarily involved in visual arts, 
literature—poetry, art manifestoes, 
art theory—theatre, and graphic de-
sign, which concentrated its anti-war 
politics through a rejection of the 
prevailing standards in art through 
anti-art cultural works. Dada gave 
the groundwork of a prelude to post-
modernism embraced for anarcho-
political uses in the 1960s 
 
Marcel Duchamp was the artist 
whose work is most often associ-
ated with the Dada movement. 
'XFKDPS¶V� RXWSXW� LQÀXHQFHG� WKH�
development of post-World War I 
Western art. He advised modern art 
collectors, such as Peggy Guggen-
KHLP� DQG� RWKHU� SURPLQHQW� ¿JXUHV��
thereby helping to shape the tastes 
of Western art during this period. A 
playful man, Duchamp challenged 
conventional thought about artistic 
processes and art marketing, not so 
much by writing, but through subver-
sive actions such as dubbing a urinal 
“art” and naming it Fountain. He pro-
duced relatively few artworks.

7KLV�ZRUN� KDG� D�PDVVLYH� LQÀXHQFH�
on the Neo-Dada movement in the 
middle of the 20th century. Neo-Da-
da is a label applied primarily to the 
visual arts describing pieces which 
have similarities in method or intent 
to earlier Dada artwork. Neo-Dada is 
H[HPSOL¿HG�E\�LWV�XVH�RI�PRGHUQ�PD-
terials, popular imagery, and absur-
dist contrast. It also patently denies 
traditional concepts of aesthetics.  



Artists linked with the term include 
Jasper Johns, Yves Klein, Robert 
Rauschenberg, Claes Oldenburg, 
and Jim Dine. 

Much in line with this way of thinking,  
the artist Richard Wentworth’s work 
centres on the idea of transforma-
tion, of subtly altering and juxtapos-
ing everyday objects which, in turn, 
fundamentally change the way we 
perceive the world around us. “As a 
sculptor, I am interested in the ob-
jects that surround us in out everyday 
lives”. He believes that “Everything 
has a sign, everything has meaning, 
everything is a readymade.” 

Yet the real object, Wentworth then 
¿QGV��ZLOO�QRW�UHPDLQ�VWDEOH��HYHQ�WKH�
most common place bucket, broom, 
chair or table, will conduct meanings 
that lie beyond appearance. 

In his ongoing series, Making Do 
and Getting By, Wentworth also 
uses photography as a means of 
documenting what might be called 
‘the sculpture of the everyday’: a 
cigarette packet jammed under a 
wonky table leg; a makeshift con-
struction to reserve parking space; a 
bucket jammed on to the side of a 
dented car so that the headlight can 
still operate. ‘I live in a ready-made 
landscape’, he remarked early in his 
career, ‘and I want to put it to use’. 
This use of the ready made environ-
ment is bricolage.

In “The Savage Mind” by Claude 
Levi-Strauss he makes a compari-
son between a bricoleur - a person 
who starts without any preconceived 
ideas about what they will do and 

works with what material they have 
around them – and the engineer. 
This was at a time when engineer-
ing was thought to be the best way 
to go about things in the west. Le 
&RUEXVLHU�ZDV�SRQWL¿FDWLQJ� WKDW� WKH�
engineer was the most important 
profession.

The engineer actually questions the 
universe, but the bricoleur accepts it. 
The engineer creates new concepts, 
to invent a new architecture. Then 
engineering opens a new set of tools 
and sometimes materials. The brico-
leur is happy to recognise everything 
around them. The engineer wants to 
break the constraints on them, make 
a bigger building, etc. The bricoleur 
is not interested in this.

This work had a big effect on Colin 
Rowe and Charles Jencks in the 
1970’s. They didn’t want the status 
of the architect to be that of emulat-
ing that of the engineer. They want-
ed an architecture which is not about 
the work of the engineer, but is about 
the Jack of all trades approach. 

-DFTXHV�7DWL�XVHV�EULFRODJH�LQ�¿OPV��
such as “Playtime”. Bricolage does 
not have any pre-made set of tools 
or materials. The bricoleur makes 
do. It is a constant recycling pro-
cess with the tools. He was inter-
ested in mythical thought. The set of 
thoughts that are available in a myth 
are limited like, Greek gods. There is 
a limited number of Greek gods. The 
Bricoleur is limited by the means 
surrounding him. Everything the Bri-
coleur surrounds himself with is a 
sign of possibility. Strauss believed 
that everything had the potential to 



be recycled. The bricoleur is a pro-
test against the idea that anything 
can be meaningless. 

Frank O. Gehry is arguably the 
most, if not only, popularly recognis-
able architect in the world today. He 
is the only architect to have been on 
the Simpons. Working in the 1960’s 
with pragmatic Modernists such as 
Victor Gruen and William Pereira, 
he developed a skill at commercial 
realism, something that was trans-
formed by contact with artists, in 
particular Robert Rauschenberg, 
Jasper Johns and others in LA. 

Oldenburg, Rauschenberg and 
Johns built their art with existing 
symbols. How the symbols affected 
each other and how they were read 
was dictated by the context. In this 
FDVH� WKH� DUWLVWV� KDG� GH¿QHG� WKHLU�
own context and (most basically 
GH¿QHG�DV� µDUW¶��KDG� LQVHUWHG� UHDG\�
made symbols.

Jasper Johns is best known for his 
Flag  (1954-55). His early works 
were composed using simple sche-
PD�VXFK�DV�ÀDJV��PDSV��WDUJHWV��OHW-
ters and numbers. Johns played with 
and presented opposites, contradic-
tions, paradoxes, and ironies, much 
like Marcel Duchamp  Neo-Dadaists 
seemed preoccupied with a lessen-
ing of the reliance of their art on in-
dexical qualities, seeking instead to 
create meaning solely through the 
use of conventional symbols. Their 
works also imply symbols existing 
outside of any referential context. 
Johns’ Flag, for instance, is primar-
ily a visual object, divorced from its 
symbolic connotations and reduced 

to something in its self.

Rauschenberg picked up trash and 
found objects that interested him 
on the streets of New York City and 
brought these back to his studio 
where they could become integrated 
into his work.So the artists put ready 
made symbols (Oldenburgs soft 
sandwich was not already made, but 
the symbol existed, the symbol was 
the ready made) into a context de-
¿QHG�E\�WKHP��WKH�DUWLVWV�

Perhaps Gehrys three friends made 
him aware that he had to assess the 
full context of his work. Not neces-
sarily the physical landscape, but the 
less tangible aspects of the greater 
environment around it and that he 
could also manipulate peoples read-
ing of things within the building.

From them he learned that throw-
away objects could be beautiful, or 
at least interesting and evocative. 
Using detritus and the disregarded 
as his material, he fashioned an 
ad hoc aesthetic in his own house 
in Santa Monica, 1978-79. For the 
next ten years he produced one in-
ventive bricolage after another, from 
cheap materials such as chain-link 
fence, and turned Dirty Realism into 
clean poetry. He has manipulated 
out reading of his buildings by using 
aircraft building technology and ma-
terials to make and construct build-
ings concerthalls and using chainlink 
fencing as a guardrail on his own 
house. Rem Koolhaas’ does this too 
by using   galvanised steel grating in 
the Kunsthall, in Rotterdam.

Hans Hollein, in his renova-



tion of the Perchtolsdorf Town 
Hall, near Vienna, produced 
a grand, ornamental use of 
chrome and furniture ele-
ments to intensify the existing 
ornament. His problem was to 
keep the portraits of the pre-
vious mayors, some of whom 
had been slaughtered by the 
Turks, and keep their heral-
dic emblems, while letting his 
audience know that he knew 
that they knew he was not a 
revivalist. He achieves this 
balancing act with an undulat-
ing blue line edged in chrome. 
This divides the wall in two 
basic parts: above is the tra-
ditional dada line that ac-
centuates the portraits of the 
previous mayors while below 
are his rippling panels. Over 
the side entrance doors, oth-
erwise unarticulated except 
for handles, the waves invert 
and allow headroom and sig-
nal a change of function. This 
contextual use of ornament 
(reminiscent of Viennese 
5RFRFR�� VLJQL¿HV� D� SRVLWLYH�
functional choice for Hollein 
made when confronted with 
WKH� GLI¿FXOW� UHTXLUHPHQWV�
of adding to the size of the 
council chamber. He decided 
that rather than build a new 
chamber, he would crowd all 
the councillors into the old 
one and thereby preserve 
their historic link, because 
the room had great emotional 
overtones. The crowded orna-
ment not only half frames the 
elders, but also half frames 
the crowded councillors seat-
ed below, and thus acts as 
a metaphorical link between 
the two groups. The latter are 
squashed tight against each 

other in thin, Art Deco chairs 
WKDW� MXVW�¿W� LQWR�WKH�SODFHV�DO-
lotted to the table. On the 
ÀRRU� LQ�WKH�FHQWUH�RI� WKH�RYDO�
is a stylised vine and bunch of 
grapes. This, Hollein said, is 
to entertain councillors when 
debate becomes dull, and 
symbolise the main product of 
their town, wine. The fact that 
the grapes are gold is one 
more sign that he knows that 
they know that he knows it is 
embarrassing to speak about 
money. But he must, in an age 
of lost innocence.
The New Paradigm in Architecture, 
Page 104, 105

Hollein creates the context for the in-
tervention to be analysed against.

Conclusion

The history of architecture makes a 
vast symbolic book which informs 
the work of virtually every contem-
pory architect. This basic, this con-
tect, this history is unavoidable and 
inescapeable. No matter how much 
an architect trys to wipe clean their 
building history there will always be 
VPXGJHV�� 7KH� GLUW\� ¿QJHUSULQWV� RI�
their antecedents.

As stated at the beginning of this es-
say a building can be read as an ob-
ject in an environment or an environ-
ment full of objects. Frank Gehry’s 
KRPH� LQ� 6DQWD� 0RQLFD� H[HPSOL¿HV�
this. After many years of neglect, or-
nimentation returned in the abstract 
as high art. The house is litered with 
small ornimental details that mod-
ernists would have believed to have 



been needless. The logs on top do 
have a minor purpose of holding up 
the window covers. However, the 
mere fact that they could have been 
replaced with a practically invisible 
nail, makes their exaggerated exis-
tence largely ornamental.

The house and its inexpencive ma-
terials, like corrugated steel and 
chainlink fencing are so drastically 
divorced from its original context, 
and, in such a manner, as to subvert 
its original spatial intention.

He said on the BBC: “I am not the 
great architect for the ages. I am 
nothing – I am just an architect. I 
go to work everyday, I listen to the 
clients and I try to the best work.” 
Some of this may be false modesty 
but, at the same time he seeks to be 
the number one architect and get the 
best jobs, he steps back hesitantly 
in self-doubt, and seems to say, “I’m 
not an intellectual, nor a leader, nor 
a perfectionist, nor any of that. I’m 
simpler than you think, I’m a Brico-
leur, a backwoodsman, just call me 
Daniel Boone.”

Frank Gehry on The Simpsons drawn out-
side his house in Santa Monica.
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Introduction

The topic which I have chosen to discuss in my dissertation un-
der the general theme of landscape architecture is architectural 
landscape design during the post war modernist period. Modern-
ist landscape architecture is was a movement which was mainly 
focused in America and thus I will narrow my study to that of 
Modernist post war American landscape architecture. This study 
will cover the development of modern landscape design, the prin-
ciples of modern landscape design, the major landscape architects 
of this period and how landscape architecture has progressed from 
modernism.

I have always been very interested in the landscape architecture, 
the design of spaces around buildings and in the achievement of 
landscape design where “left over space” becomes a whole living 
working element in itself. I aim to answer all these questions about 
landscape design through studying the modern landscape design 
period. What influenced the development of the modern landscape 
period? What are the axioms of modern architecture?  How does 
one achieve this modern concept of  an outdoor space? What are 
the benefits of modern landscape design concepts? Can modern 
landscape design ideas improve architectural concepts today?

Within my dissertation I propose to introduce the development 
of landscape architecture into a modernist typology in terms of 
the important influences which lead to the development of this 
movement and its significance in the history of the progression of 
landscape architecture and architecture itself.

Following this, I would like to discuss, in detail, the fundamental 
concepts of modern landscape architecture in order to highlight the 
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principles and intentions which emerged from Eckbo and others 
projects and writings. 

Then I will discuss the work of Thomas Church, one the most 
famous landscape architects of this period and his iconic design, the 
Donnell Garden.
 
Finally, on the basis of the research outline above I propose to 
compare the ideas implemented in postwar America and those 
implemented in landscape architecture today.  I hope to conclude 
with the finding that the landscape architecture of today reflects 
the concepts and developments of the modernist period. That they 
do reflect the ‘organic form in the humanized landscape’, that is to 
say that landscapes today are designed for people, with a similar 
concern for space that architects share.   
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The most important lesson passed on to Frank Lloyd Wright by Louis 
Sullivan was that since disharmony with nature was at the root of most 
of the ills of the modern world, the architect is called to serve as nature’s 
instrument of reconciliation”1

This reconciliation is achieved by the architect/ landscape designer 
through the form of landscape architecture. Concepts of landscape 
architecture and how it can be most effectively achieved have trans-
formed throughout time with one of the most dramatic influxes of 
ideas occurring at what we now refer to as the modern period. 

Modern landscape architecture began rather slowly in the 1930s, 
lagging behind developments in other disciplines. It began when 
few landscape designers notably Fletcher Steele, Thomas Church, 
Christopher Tunnard, Garrett Eckbo, James Rose and Dan Kiley 
wrote articles about the need to adapt design to the conditions of 
modern life. Christopher Tunnards 1938 ‘Gardens in the Modern 
Landscape’, for example, reinstated that the old values and old forms 
could no longer satisfy contemporary artistic and planning needs. 
He offered three possible approaches for designing the new land-
scape: the functional, the artistic, and the empathetic each of which 
would appear in the periods most prominent designers.

Landscape architecture was still slow to respond however. There 
were many reasons for this. There was “no perceived widespread 
need, no technological revolution in the landscape industry, no 
political or social terms to direct the immediate prewar and postwar 

Influences that began modern land-
scape architecture in post-war America
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work in landscape design. Thus early American designers struggled 
self consciously to define a style or styles appropriate to there time 
and culture.”2 

There also seems to have been a “ignorance or cavalier disregard of 
the history of the profession”3 with some going as far as to refer to 
it as ‘a discipline in intellectual disarray’4. “It was a lack of knowl-
edge in historical matters and in overall explanatory skills which 
have made landscape architecture a particularly impossible field for 
modernism.”5. Even the ‘make it new’ motto of modernism could 
not out run the fact that “if you wish to make it new you have to 
know a deal about the old.”6  

During the turn of the century Beaux- Arts Orthodoxy landscapes 
with their rigid and classical axis and the naturalistic yearnings of 
Frederick Law Olmsted (or a formal humanized landscape and 
informal naturalized landscape according to Hubbard and Kimball) 
were the landscape typologies available to landscape architecture. 
This battle of styles, however, was chiefly phrased in terms of ‘the 
look’ of geometric order verses ‘the look’ of pastorial scenery. 

There was however greater depth to some of the arguments. Olm-
sted for example criticized formal architectural landscapes believing 
they were lacking in visual experience. The calming and restorative 
effect of seeing ‘broad ranges of space’ within a predominantly natu-
ral environment was profound and wholesome upon the human 
psyche. “Landscapes, painted or real were considered a vehicle for 
identifying with the indwelling divine.”7.

Frank Lloyd Wright  was no less obsessed than Olmsted with the 
central importance of engagement with the natural world  for mod-
ern men and women desiring to lead happy, healthy and productive 
lives. Wrights’ challenge was to conceive an American building of 
the “here and now” that was itself a “part of nature, not separate 
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from it.”8 Wrights buildings deny the possibility of an architecture 
whose formal language or material details can be conceived sepa-
rately from the site with which it forms a single, cohesive environ-
ment.

He sought to discover the essential character of the regional land-
scape in order to generate an appropriate architectural style. 
La Miniatura for example was to be a building that started fresh in 
the Californian landscape, searching for all that was missing in the 
sterile, sentimental copies of historical styles. In his design of Fall-
ingwater, Wright pressed the organic metaphor with so much daring 
that what Kenneth Frampton has described as the “ Fundamentalist 
Assimilation of the building...to the processes of nature”.9 
For Wright it was a necessity for Americans to live in a way that 
allowed close contact with nature in spite of accelerating urbaniza-
tion.

Fallingwater By Frank Lloyd Wright 1935

A key landscape architect of this regional movement and one of the 
first to move against the Beaux-Arts designs was Jens Jensen. Like 
Wright, Jensen had a growing appreciation for the way that indig-
enous communities of trees and shrubs imposed a unique character 



231

on the native landscape. He too was against the bland, predictable 
refinement of traditional ornamental gardening based on reproduc-
tions of historical style.

The vision of a new urban future that Antonio Sant’elia and the Ital-
ian futurists proposed during the same period could not have been 
more different. It is in the radical manifesto of 1914 that we see “the 
essential foundation of European modernism in an acceptance of 
urbanism and the iconography of machine technology.”10

Landscape architecture and engagement  with nature for these 
modernists was a foreign concept, In fact the European aesthetic 
was “to express a separateness between man and nature.”11

Le Corbusier’s architecture aims, not to expand into or with its 
surrounding landscape but rather to confront it, declaring that the 
inhabitants “survey their whole domain from the height of the roof  
garden or from the four aspects of the ribbon windows”12 

Mies Van der Rohe also takes the position that an essential feature 
of the aesthetic response to nature is segregation. In the Farnsworth 
house we see him use glass walls to frame carefully controlled vies 
of nature that were meant to be perceived as remote, idealized and 
separate from the architectural event that takes place within it.
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The Villa Savoye, Poissy-Sur-Seine, 1929 By Le Corbusier

As new concepts and different ways to perceive the surround-
ing landscape began to arise new ideas and possibilities began to 
emerge for landscape architecture. The dissatisfaction with these 
two strict types, formal and informal, soon began a further devel-
opment and a belief that landscape architecture should evolve in 
accordance with the social, cultural and technological conditions of 
contemporized life as architecture was beginning too.

New concepts of landscape design began with ‘The Exposition 
Internationale des Arts Decoratifs et Industriels Modernes’ in 1925 
where designers such as Gabriel Guevrekian with his “Garden of 
Water and Light’ followed by ‘The garden for the Villa Noailles’, be-
gan to bring fine and applied arts outdoors and suggested with true 
formal development a substantial overall of garden making ideas.
“The Garden of Water and Light utilized the triangle as its principal 
motif. The geometric figure appeared in the overall plan, the shape 
of the principle pool, the glass tiles of the surrounding walls and the 
shapes of the angled panels of lawn. A sphere of Faceted glass re-
volved by day and night, catching and throwing the light cast upon 
its mirrored surfaces.”13 
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Guevrekians intention in both of these garden designs was to create 
an art object. Their ‘free’ plan and use of modern materials linked 
them to modernism and yet there is a emphasis on the dazzling 
visual effects of colour, light and perspective rather than volumetric 
space of the modernist architecture.

The Villa Noailles, Hyeres, France, 1927

Fletcher Steele and Thomas Church were other great landscape 
architects of this period who toured frequently and widely and were 
an important link between the modern landscape architecture in 
Europe and America. Both were very stimulated by what they saw 
and absorbed certain values from European modernism particularly 
its liberation from academic styles.

One of  Steele’s most noted works is that of Naumkeag in western 
Massachusetts. The Blue Steps were constructed in 1938 and is one 
his most memorable pieces. “Curious in form, intriguing in its play 
of wispy handrails against solid masonry bases, with water spilling 
trough the flight of steps, the architecture of the stairs was designed 
to contrast with the white birches planted with a studied eye for 
disorder.”14
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The Blue Steps, Naumkeag, 1938 By Fletcher Steele

Michael Laurie has said of Thomas Church’s designs “ the central 
axis was abandoned in favour of multiplicity of viewpoints, simple 
planes and flowing lines. Texture and colour, space and form were 
manipulated in a manner reminiscent of the cubist painters”.15

Donnell Garden, Sonoma county, California, 1948

New landscape architects also began to emerge with new and 
interesting concepts of landscape architecture, these included James 
Rose, Dan Kiley and Garrett Eckbo. Inspired by the writings of 
Fletcher Steele and the work of other disciplines, foremost among 
them architecture. Subtle though pervasive changes in American 
society began to encourage a new degree of experimentation. In 
effect the next wave in postwar American modern landscape design 
was not so much a revolution but a evolution due to the gradual 
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profound changes occurring in the American middle class such as 
increasing affluence and greater informality. The suburban garden 
and neighbourhood park became the primary focus of the revived 
postwar profession of landscape architecture. 
New designs began to be developed by James Rose, Dan Kiley and 
Garrett Eckbo in search for a new appropriate vision grounded in 
philosophical, aesthetic, psychological and ecological values.
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In early schemes and writings by the great landscape designers of 
the post modern period one begins to discover the fundamental 
ideals of new landscape design, an ‘almost’ manifesto. Garrett 
Eckbo’s “Landscape for living” is the closest thing to a manifesto to 
emerge from this period. Within this piece of writing one begins to 
see fundamental ideals of modern landscape architecture.

A rejection of historical styles. Garrett Eckbo wrote “why must we be 
naturalistic or formal? What about graduations in between?”1

The modern movement strove to reject the historical typologies. 
Designers spurned the formal axiality of the French and Italian 
traditions, and dismissed the ‘naturalism’ of the English garden 
tradition. Instead the designers of this period stated that modern 
landscape design must originate and develop from a logical ap-
proach to the conditions created by the site, program and societ-
ies needs. It must reveal new ideas of space and movement. Only 
through this method could one create landscapes appropriate to the 
current social needs.

The destruction of the axis. James Rose wrote “if you wish to consider 
any line of sight as an axis, then you have an infinite number of axes 
in a garden or anywhere else, and so it should be. By selecting one 
or two axes and developing a picture from a given station point, we 
are losing an infinity of opportunities.”2 

The restricted view of linear perspective expands and becomes 
versatile and complex with the removal of the axis in the modern 
landscape. Here is the clearest connection between landscape 

Hypothesis for modern landscape 
architecture.
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architecture and painting. Of the twentieth-century art movements, 
cubism provided the most productive source for both shapes and 
structure in landscape architecture. Cubism was a form of represen-
tation in which reality is constructed through synchronized views, 
multiple foci taken from a single vantage point. It was the ‘amoeba-
like’ shapes of artists such as Miro and Arp which seemed to have a 
particular appropriateness for landscape because as a formal motif it 
looked ‘natural,’ far more natural than the axis of traditional gardens. 
 
Eckbo stated, “let there be life and action and gayety. Let there be 
nothing static, balanced, carefully set.”3 It was by considering move-
ment within the garden that the designers energized the space and 
made it more dynamic.

The emergence of the concept of space rather than plane’s within landscape 
design. James Rose  stated “we cannot live in pictures, and therefore 
a landscape designed as a series of pictures robs use of an opportu-
nity to use the area for animated living.”4 
Garrett Eckbo wrote; “Design should be three dimensional” and 
declared “People live in volumes, not planes.”5 Thus one of the main 
drives of modern landscape design was to discover a new form 
of space that moved away from the archaic of previous landscape 
types.

According to James Rose; “architects probably have the most to of-
fer (landscape) design because their work deals with space relation 
in volume. The sense of transparency and of invisibility broken by 
a succession of planes, as found in their constructions, if translated 
into terms of outdoor material, would be an approach sufficient in 
Itself to free us from the limitations imposed by the axial system.”6 

For Rose, the free plan and interspersing spaces of modern architec-
ture provided an important model for rethinking landscape archi-
tecture. 
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In ‘Freedom in the Garden’  Rose compared a garden he designed 
with a plan of Mies van der Rohe’s brick country villa to demon-
strate that space within the garden should be fluid and three-dimen-
sional. Rose stated: “In reality, landscape design is outdoor sculp-
ture, not to be looked at as an object, but designed to surround us 
in a pleasant sense of space relations.”7  Thus space rather than style 
was to become the principle factor in landscape design.  

Some great examples of spatial garden designs in tight metropolitan 
conditions were done by 
Garrett Eckbo. In these 
projects, Eckbo applied 
some modern architec-
tural concepts to model 
spaces for distinctively 
allocated purposes, from 
creating private areas for 
individual families to dis-
creetly disguising service 
zones. Each of the designs 
exploit the properties 
of plants to transform 
spaces vertically as well 
as horizontally reflecting 
how simple schemes can 
be ordered in complex 

ways. His drawings are 
filled with fresh ideas which reflect his didactic thoughtfulness. 
Eckbo’s work always considered the expansive as well as the restric-
tive nature of the sites he was designing. The site planning including  
“the total space organization for a specific construction project on 
a specific site,”8 was crucial . Each project, whether large or small, 
needs organized site planning, “which is the arrangement of envi-
ronments for people.”9 

Garden design by Garrett Eckbo 
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“Gardens are for people.” James C. Rose  wrote “when we consider 
people and circulation first, instead of clinging to the imitation of 
classic ornament, we develop an animated landscape expressive of 
contemporary life; and catch words like symmetry, axis, and infor-
mal will be known for their true significance... practically nothing”10 

Garrett Eckbo wrote “People, not plants, are the important things in 
the gardens. Every garden is a stage, ever occupant a player.”11 
Through this statement Eckbo’s democratic viewpoint of what a 
landscape should be is revealed. He believed that while landscape 
design could be used for a variety of purposes its primary intension 
was for human use, all human use, servicing each layer of human 
social and economic society. 
 
Modern landscape architects began to investigate landscape design 
as an instrument of democratic and social reform- a Bauhaus ideal 
that was welcomed and adopted. Designs embodying democratic 
values are scaled to the needs of humans, “simple” and “practical” in 
detail, and “flexible” in plan. 

The incorporation of house and garden. Dean Joseph Hudnut in the 
second edition of ‘Gardens in the modern landscape’ (1948) con-
cluded, “we did not see, until the architect threw down his walls that 
the space of the house and that of the garden are parts of the same 
organism: that the secret of unity lies in a unity of spatial sequences. 
The new vision has dissolved the ancient boundary between archi-
tecture and landscape architecture”11 Richard Neaura, an Austrian 
architect, produced houses in which the line between inside and 
outside was seriously blurred. The Moore house (1952) in O jai and 
the Goldman house(1951) in Encino (landscape design by Garrett 
Eckbo) are other examples.

 In Mies’ work we often see is the complete integration of interior 
and exterior spaces. It was his German Pavilion that became the 
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true modernist spatial composition, and a source of inspiration for 
landscape architects. Mies designed a building in which wall and 
ceiling planes shift and slide past one another producing spaces 
which are perceived as continuums’. The boundary of inside and 
outside becomes almost impossible to distinguish; most of the wall 
planes overlap in space, and no intersections divide distinct rooms 
within the building. 

The German Pavillion, Mies Van Der Rohe.

Thomas Church’s 1948 Donnell garden clearly expresses these 
ideas.  It renounced the axis as it renounced enclosed spaces. The 
space is fluid. Constructed on a site loved by the family for picnick-
ing, the gardens was built before the house. The garden and the 
building work together to break down boundaries between interior 
and exterior space. Church wrote in House Beautiful in 1948, “A 
good garden is like a really beautiful woman. It is the distinction of 
her bone structure that sets her apart.” He carries on, “Architectural 
pattern is the bone structure of the garden.” 12

Plants are used for their individual qualities as botanical entities and 
sculpture. James Rose declared “plants are to the (garden) designer 
what words are to the conversationalist. Anyone can use words. 
Anyone can use plants; but the fastidious will make them sparkle 
with aptness.”13 
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To the modern movement theorists plants were not only a matter 
of form and colour. As with materials, they possessed inherent char-
acteristics and qualities of their own. Eckbo, Kiley and Rose wrote 
“plants have inherent quality, as do brick, wood, concrete and other 
building materials, but their quality is infinitely more complex. To 
use plants intelligently, one must know, for every plant, its form, 
height, rate of growth, soil requirements, deciduous, colour, texture, 
and time of bloom. To express this complex of inherent quality, it is 
necessary to separate the individual from the mass, and arrange dif-
ferent types in organic relation to use, circulation, topography, and 
existing elements in the landscape.” 14 

This represents a ‘scientific’ and ‘economical’ use of plants within 
the garden. Modernist writers reacted against two particular aspects 
of plant selection and use.

 The first was the specimen used for aesthetic rather than a structur-
al interest. There was a concern that plants could regarded as mere 
ornament, a ‘crime’ according to Adolf Loos. The modernists in-
stead chose plants in accordance to ‘biotechnics’ which, as Tunnard 
argued,  used vegetation in accordance to their “structural” qualities, 
a term borrowed from architecture. This concept of ‘architectural 
forms’, of plants with personality and characteristics for design 
purposes, was adopted swiftly by modern landscape architects with 
people like Eckbo using plants primarily to define space. They are 
“structural”, not “plastic” elements.

 “Mass” planting was another key formalist idea which the modern-
ist were against, with Tunnard rejecting “great waves of vegetation... 
barbaric massing of colour” and stating “plants need freedom, 
sometimes complete isolation, to take their place in the scheme. 
Selection, not massing for picturesque effect, is the requirement of 
the modern garden.”15

 The modernist believed that In separating a plant from the ‘masses’ 
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one is treating it intelligently; James Rose stated “it is only by the 
isolation of specimens that plants can be controlled scientifically, 
developed to the ultimate of their potential characteristics, and used 
with elastic tension...when we lift plants out of their little niches in 
an eclectic ground pattern and use them as organic, structural parts 
of the landscape, forms will appear which are expressive of plants as 
material.”16 

A modern landscape then was produced both by the rigour of sci-
entific analysis and the “intuition” of the artist. Throughout Rose’s 
various articles, he describes this rational yet artistic method as the 
‘scientific’ use of vegetation. He outlines some of the suitable plants 
for modern landscape architecture in “Plant Forms and Space” by 
creating a catalogue of ‘structural’ plant species classifying them 
into Columnar, Horizontal, Pendulous, Round or Oval etc. No one 
plant is more important than another, each can be used in its own 
‘scientific way’.

 In ‘landscape for living’, Eckbo more accurately establishes the 
input made by every plant to determining liveable spaces. He writes 
that the spatial concerns of planting design are the outdoor equiva-
lent of that of architecture, “Every plant, no matter how low, how 
prostrate, how massive, matted or solidly bushy, how fastigiated or 
billowing, is nevertheless a construction in space and an enclosure 
of space.” 17  

For the modernist landscape designers the purpose of colour was 
also of crucial importance. It was used to emphasize and enhance 
the assembly of the garden and the human uses that generated its 
design. Colour, according to Eckbo, must contribute to the spatial 
honesty of the design: “We advocate the use of colour, but we advo-
cate its use in a disciplined and controlled fashion which strength-
en, rather than disrupt, the spatial concept of garden or park.”18  
Thus here we see that Eckbo took issue with what he considered 
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their over use of colour.  Contrasts in colour were used by Eckbo to 
produce “vision in motion”, a concept whereby our eye is persuaded 
to roam freely about the design as if scanning a cubist painting.  For 
Eckbo green to must be considered a colour, and not just back-
ground; “foliage and structure likewise have colour, of considerable 
range: in foliage from gray, blue-gray, and brown-gray through gray-
green , light, medium, and dark green, to various purple and red 
shades, not to mention variegations of silver, yellow and red.” 19
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Thomas Church (1902-78) 
The Donnell Garden

Dolliver ‘Tommy’ Church was born in 
Boston in 1902. His parents were suc-
cessful but on deciding to separate, Mrs. 
Church took her son and daughter to 
live in California, where her father was 
retired Supreme Court Judge and a keen 
gardener. It was in California that Thomas 
Church learnt to love the local setting 
and began to understand and value the 
advantages and limitations of the climate 
and its great possibilities for outdoor liv-
ing.  From a relatively early age he seemed 
to have a keen interest in landscape design, 
being accredited with making a garden in 
Berkeley for his mother before he even 
attended college.

 Church began studying law at Berkeley in the University of Califor-
nia, but however, changed to landscape architecture after becoming 
fascinated by an elective course he took in the history of garden 
design. He graduated from Berkeley in 1923 and in 1926 he took 
an MLA form Harvard, firmly rooted in the historical traditions of 
landscape architecture.

In 1926-27 Church won a Sheldon Travel Scholarship and toured 
Europe for around a year, separating his time between developing 
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his thesis- which drew parallels between the climates and land-
scapes of the Mediterranean region and California- and visiting the 
sites that were part of landscape architecture’s grand tour. “I find 
the most interesting parallel the fact that conditions of life and the 
demands and existence of a class with intelligence to know beauty 
and the money to pay for it existed at the time the Italian villa devel-
oped, and is coming into existence in California today. Who knows 
what we might do out there yet?”1 

Church wrote about Italy and Spain. The paper tried to rationalize 
the concept of the ‘Spanish Colonial Revival style’ that had already 
begun to be developed in southern California. Church noted the 
parallels of the two environments from the climate and latitude to 
the topography and flora.

 Returning to the United States in the autumn of 1927, he began 
two years of teaching at Ohio State University, an achievement 
for a graduate with such narrow professional background. In 1929 
Church was enticed back to California to the Bay Area to begin his 
own garden design practice. It was around this point that Church 
met the architect William Wilson Wurster. They became close 
friends and collaborated often together. Like Church, “Wurster 
looked at the vernacular as well as the high styles, striving to bal-
ance the new waves of international modernism with the local 
traditions.”2

Church had plenty of work in private garden design at this early 
point in his career and made mainly ‘formalistic’ layouts comprised 
of neat proportion and geometry. Thanks to Wurster, Church was 
appointed the landscape architect for the design of Pasatiempo.  
Church in an article to ‘California Arts and Architecture’ summa-
rized his main ideas in the Pasatiempo landscape design and sug-
gested a new model for Californian gardens: 
“Unity, which is the consideration of the scheme as a whole, both 
house and garden. Function, which is the relation of the practical 
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service area to the needs of the household and the relation of the 
decorative areas to the desires and pleasure of those who use it. 
Simplicity, upon which may rest both the economic and aesthetic 
successes of the layout, and scale, which gives us a pleasant relation 
of parts to one another.”3

“His contribution to Pasatiempo was the siting of individual houses 
in the natural landscape and the design of patio gardens suited 
to the Spanish rancho-style architecture. The gardens were care-
fully separated from the surrounding landscape by clipped hedges. 
Distant views were created or maintained by selective pruning of 
the Coast Live Oaks and Madrones, within which the houses were 
set for shade and wind protection. The simplicity of these outdoor 
rooms, the use of paved surfaces and low maintenance planting, 
and the careful preservation of existing mature trees characterize 
Church’s early style and much of his later work.”4

In 1932 Church’s practice began to develop at quite a rapid pace 
despite the American economic climate.  His designs, however, re-
mained quite traditional and were still based on formalist principles.

It was in 1937, after reading about the Bauhaus and Cubism, he 
returned to Europe to study the work of the new modernists such as 

Painting 1933. Joan Miro.
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Le Corbusier and Finnish architect Alvar Aalto. After the end of the 
war real developments in Church’s work began to emerge as he went 
through a period of experimentation. After acquiring this knowl-
edge Church went on and developed his own modern theories, a 
set of personal philosophies based on functionalism, that is to say 
the needs of his clients and the people using the garden; on the use 
of modern materials, and finally, the concept of spatial expression 
within a garden. “Church developed a theory based on cubism, that 
the garden should have no beginnings and no end and that it should 
be pleasing when seen from any angle, not only from the house.’” 5

This change in Church’s designs towards modernity occurred for 
several reasons. Firstly during the post-war era there was a great 
feeling of unrest in the lack of contemporary and vibrant expres-
sion. This was coupled with the fact that many of the typical 
post-war gardens were now small suburban lots as greater numbers 
of dwellings became affordable to greater numbers of people. This 
resulted in insufficient space to develop any grand formal features. 
The use of modern materials was also now considered. Fiberglass, 
aluminium, plastics and various cement asbestos panels were now 
readily available to Church and he began to incorporate them into 
his designs. Finally the new garden types were all designed to be 
utilized by people. An ‘outdoor living area’ extended the living area 
of the house adding a layer of practicality to the garden by taking 
full advantage of the space. “It was a living space in which one could 
relax, entertain the neighbours over a barbecue; a space where the 
kids could play his or her green thumb.”6 Each of these new ideals 
produced new and interesting garden typologies.

In his ‘Gardens are for People’ Church put forward his idea that 
gardens should be designed by people for people. No two gardens 
then would look alike as form was derived by the reaction of the 
clients to the space. However it is still easy to find a great number 
of similarities in the many gardens that he designed and built dur-



248

ing his long career. Most of them are closely planned gardens with 
paving or grass serving a functional purpose in the direct surrounds 
of the house, developing into a freer plan with a smaller amount of 
intervention. 

The Donnell Kidney shaped pool.

DONNELL GARDEN:

Of all California gardens of the modern period Thomas Church’s 
1948 Donnell garden in Sonoma County has become the ultimate 
icon. All of Church’s new modernist concepts are clearly demon-
strated in the garden. It utilizes modern biomorphic forms and is 
designed with the intention of use, where the garden is an outdoor 
living room. This provision for outdoor living is executed beautiful-
ly through the “careful siting and the orientation of the garden with 
regard to sun, views, exposure, existing trees, and topography.”7

In the Donnell garden example, all the contributing factors could 
not have been more ideal. The site was beautiful, Mr. and Mrs. 
Dewey Donnell had enough money to finance exactly what they 
wanted, and the architect, Austen Pierpont, and Thomas Church 
worked very well together. 
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“Is there one particular spot on the property that seems just right in 
every way? Have you picnicked there and found it idyllic? Have you 
spent long winter evenings planning a house there? Has it occurred 
to you that if you built your house there the spot will be gone? 
Maybe that’s where your garden should be.”8

Surrounding rocky landscape.

The site was located high within a rocky landscape which over 
looked the meandering Sonoma River. There is a distinct sequence 
of arrival. You are brought from the main road via a lengthy twisting 

Arrival space with generous parking.
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drive to a spacious parking area sheltered by trees near the top of 
the hill. 
The garden is subdivided into three different paved areas. A lawn 
and south edge of the garden are bordered on one side by a low 
Juniper hedge. One follows this up to the top of the hill and arrives 
at the iconic swimming pool.

On arrival to the front of the house one is greeted by a concrete 
terrace which is angled diagonally and runs from the front door 
straight through the main room of the house and out through slid-
ing doors to the garden. Through the use of widespread wall planes 
which slip past one another and extensive glass areas, the boundar-
ies between indoor and exterior dissolve and a blurring of building 
and garden is almost complete. 
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The meanders of the Sonoma River are incorporated into the curves 
of the swimming pool, which is set against the ground-plane of the 
redwood decking. The land for the terrace and decking was cleared 
and was positioned in places above and around the natural land-
form, leaving the native plant life intact and preserving as many of 
the live oaks on the site as possible. Church often quoted Steele’s 
advice “to take the wall around the tree.”9 The wooden deck pro-
trudes out from the hillside, as if floating. 

“To Thomas Church, the swimming pool was a consequential ele-
ment of the post-war Californian garden. The spatial composition of 
the Donnell pool and its accompanying structures is dynamic, with 
its elements perceived in constantly new relationships, like elec-
trons within an atom.”10

 Church wrote: “Being the largest single design element in the com-
position, the pool cannot be hidden or disregarded on properties of 
less than an acre. Its success or failure, aesthetically, will depend on 
where it is placed, what forms are chosen as being the most sympa-
thetic to the site, what materials will do the most to heighten pos-
sible dramatic effects and blend most harmoniously with the house 
and the distant landscapes.”11

Church claimed that the kidney shaped pool was “inspired by the 
winding creeks of the salt marshes below,”12 however it has also 
been said that the shape could also be compared with the biomor-
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phic shapes, or “free forms,”  created by surrealist painters such 
as Joan Miro, Salvador Dali, and Yves Tanguy. These modernists 
discarded standard geometry and invented irregular shapes and 
forms. The biomorphic shape allowed modern landscape architects 
to find a type of equilibrium between designed forms that could 
also be perceived as naturalistic. The kidney shape has also been 
said to have been inspired by the designs of Churches close friend 
Alvar Aalto, the Finnish architect, who produced a series of chairs 
and glassware that relied upon the biomorphic curve.

The kidney shaped pool and a vase designed by Alvar Aalto.

Adaline Kent’s central sculpture is a major factor in the success of 
the pool and adds another layer of modernity to the garden space 
while providing a location for sunbathers as well as aesthetic curios-
ity. To Kent space was “the constant medium of sculpture, as surface 
is of painting.”13 The endlessly winding surfaces and voids give pow-
er and vigor to the Donnell sculpture and captures Kent’s beliefs 
that “Space can be rich in content; its shape can contain the secret 
of the form it embraces.”14 The sculpture is far taller than it appears 
as like an iceberg, the part of the sculpture above the surface is only 
about one third of the total work. 

A strong aspect of the Donnell landscape is the delicate balance 
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between the ‘indigenous ecology’ and ‘horticultural importation’. 
“Church first acknowledged the existing pattern of grass-covered 
hillsides with their stands of California live oaks in structuring the 
layout. To these elements he added a line of Monterey cypresses, 
juniper hedges, bougainvillea, 
festuca, and simple lawns.”15

The composition is dynamic, 
and the planting, while se-
lected for their horticultural 
suitability, are used as well for 
their own sculptural properties. 
The California live oaks that 
already existed on site were 
encircled with brick at their 
bases and incorporated fully 
into the design. This skilful 
understanding and utilization 
of the existing landscape and 
its live Oaks ensured a look 
of completion even when the 
work was still incomplete. The 
Live Oak’s branches could have 
been regarded as ‘sculptural’ 
forms worthy of appreciation 
themselves, and Church never 
underestimated their beauty: 
“The shape of the trunk, the curve of a branch, the texture of the 
foliage, the pattern of the shade, may influence your whole design 
and may determine the shape of your terrace, where you locate 
your house, or whether you even buy the property.”16 “There trunks, 
quirky and irregular, casting long shadows, were transformed into 
abstract sculptures.”17
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The wooden deck area had no formal boundaries’ but rather pro-
vided a liner seat that served both functions. “Permanently built 
seats can accommodate large groups in a garden with a minimum 
amount of movable furniture. Visually the seats become part of 
the overall design, cutting sharp shadows and creating strong pat-
terns,”18

“Much of the modern movement in landscape design discounted 
historical precedent. The routes by which one may travel in the 
Donnell garden are many, a far more modern structuring of garden 
space than the preferred axis of the French baroque or the meander-
ing route of the English landscape garden. Denying the influence of 
historical styles and eschewing the influence of the classical axis, the 
new garden accepts the influence of modern art, not as patterns but 
as parts of a unified space and must reveal these new ideas of space 
and movement, offering an infinite number of views, paths, shapes 
and alignments. “It is fundamentally wrong to begin with axes or 
shapes in plan,” James Rose stated in 1938, “ground forms evolve 
from a division of 
space.” 19

“The complex rela-
tions of elements in 
the Donnell garden, 
bathhouse, lanai, 
swimming pool, 
paving, planting 
beds, and sculpture, 
constituted a near 
perfect balance of 
parts. The curving 
and skewed forms 
visually encouraged 
movement.”20 The space was energetic and fluid as it was no longer 
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controlled by pathways or constrained by circulation.

The garden is a viewing podium as well as a leisure setting. It looks 
out to a succession of panoramic views of the natural and refined 
landscapes. Church expanded the apparent boundaries of the gar-
den, gathering in the distant landscape as part of the experience.
“This is an old Japanese gardening technique called ‘Shakkei’ or 
‘borrowed scenery,’ essentially creating a foreground, middle 
ground, and background that blur the distinction between what is 
possessed and what is visually acquired.” 21

Finally the garden has been designed to be used. It exists for people; 
“it achieves the human scale without artificial contrivances. People 
fit in naturally. They are neither dwarfed to insignificance, nor do 
they seem to crowd the scene. Because they are ‘in scale,’ they feel 
relaxed at ease.” 22 The human and the natural fuse together to make 
the garden a single entity. The garden also “must go to work for us, 
solving our living problems while it also pleases our eyes and our 
emotional psychological needs.” 23Thus the Donnell garden did 
not arise from an artistic impulse; it developed inevitably from the 
needs of the people who used the garden. Garrett Eckbo agreed 
with this mentality in garden design and wrote in 1939; “Gardens 
are settings and backgrounds for the activities of people...more im-
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portant than the enumeration of specific functions is the develop-
ment of three-dimensional volumes of outdoor space, to pleasantly 
environ these wilfully and unpredictably motile beings”23

The Donnell garden in Sonoma stands as the icon of modernity. In 
its design we see a rejection of both the symmetry and axes of the 
formal typologies and contrived naturalism of the English land-
scape garden. Instead, the garden was developed in accordance to 
the site and the family that would utilise it. It drew upon the con-
cept of space within a garden from studies of modern architecture 
and developed biomorphic shapes and forms inspired by contem-
porary painting and sculpture. Finally, the entire garden is unified 
and balanced proving Church’s declaration that “to succeed (the) 
plan must show simplicity of layout, integrity in the use of plant and 
structural materials, and sure sense of proportion and form.”24 In 
no other garden have all of the modernist ideas been used in such a 
complete way.

“Beneath Church’s vital aesthetic experimentation was his Califor-
nian zest for living outdoors and using structures that all but erased 
the boundaries between inside and out. Here would be a garden 
design that maximized the times during which the Donnell family 
and their guests could enjoys patio living, swimming, and spectacu-
lar views over the golden Sonoma hillsides and shimmering waters 
of San Francisco Bay.”25
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Conclusion

Over the last hundred years landscape architecture has produced 
a small collection of designers such as Garrett Eckbo, Thomas 
Church, Lawrence Halprin and Dan Kiley who, using new modern 
theories broke free from the constraints of historical typologies. 
These designers believed that landscape architecture was an art 
form to could be considered as a ‘cultural artefact’, expressive of 
contemporary society through a number of different means includ-
ing modern materials.

Many aspects of modernism such as social equality, use of mod-
ern materials and belief in landscapes design for human use still 
hold promise today for the Irish landscape. To date, however, Irish 
development has not been kind to our landscape. In my opinion the 
is a great divide in the ideals of the modernist landscape architect 
in America and the types of landscapes we, in Ireland are producing 
today. There has been a remarkable lack of interest in issues of col-
lective space in Ireland, almost purely focusing instead on the built 
landscape.  When exterior spaces are in fact designed, I have seen 
very few that try to create a landscape based on modern principles. 
They are all too often designed to be viewed aesthetically rather 
than be physically experienced as a space or be expressive in some 
way of our contemporary culture.

The lack of a modernist vision for our Irish landscape has had a dev-
astating effect on our urban and suburban environments.  Very few 
Irish urban landscapes function environmentally and socially. The 
fact that little to no notable work has been produced in landscape 
design during the booming economic climate of the Celtic Tiger 
reflects the Irish’s disinterest in landscape design ideas.
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I find it uncomprehendable that in recent generations we have dis-
played such a lack of interest with our landscape. As a nation used 
we pride ourselves on our ‘green fields’ and our agricultural roots. 
How have we become so alienated from our landscape? It was only 
in the last hundred years that the majority of Irish people began to 
move away from a mainly agricultural means of living, and within 
that period we seem to have lost our connection to the landscape. 
We need to start living with gardens that we can connect to and 
thus honor our relationship with our landscape. 

In my opinion Irish landscape architecture as a field has barely 
touched upon the wealth of knowledge one could learn form the 
modern principles. Yet we shake our heads in collective disgust at 
the ugliness of our recent urban and suburban environments, never 
fully considering the problem of our landscape or its possible solu-
tion. We need to rediscover a belief in our contemporary situation 
and express it within our landscape.

In conclusion, the modernist architect’s break from the great debate 
of formal or informal was an important event for landscape archi-
tecture. It allowed the landscape designers to shed the old con-
straints and restrictions to develop new typologies to deal with the 
social needs and reflect contemporary culture. We too must strive 
to find our own vocabulary to resolve the issues we face if we are to 
deal with them effectively. Only then will we be able to reconnect 
on a deeper level with our environment and as Catherine Howett
put it “live more fulfilling lives, knowing ourselves and places we 
inhabit more profoundly, more intimately and joyfully.”
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opinion these phenomena go hand in 
ŚĂŶĚ�ĂŶĚ�ŚĂǀĞ�ůĂƌŐĞ�ŝŶŇƵĞŶĐĞƐ�ŽŶ�ĞĂĐŚ�
other.

>ĂŶĚƐĐĂƉĞ� ĂƌĐŚŝƚĞĐƚƵƌĞ� ŝƐ� ƚŚĞ� ĚŝƐ-
ĐŝƉůŝŶĞ� ĚĞǀŽƚĞĚ� ƚŽ� ƵŶĚĞƌƐƚĂŶĚŝŶŐ� ĂŶĚ�
ƐŚĂƉŝŶŐ� ƚŚĞ� ůĂŶĚƐĐĂƉĞ͘� /ŵƉƌŽǀĞŵĞŶƚ�
ŝŶ� ůĂŶĚƐĐĂƉĞ� ƌĞƐƵůƚƐ� ŝŶ� ŚƵŵĂŶ� ďĞŶĞĮƚ͘�
,ŽǁĞǀĞƌ� ŝƐ� ƚŚĞ� ůĂŶĚƐĐĂƉĞ�ƉƵƌĞƐƚ�ǁŚĞŶ�
ƵŶƚŽƵĐŚĞĚ� ĂŶĚ� ŝŶ� ŝƚƐ� ŶĂŬĞĚ� ĨŽƌŵ͍� dŚĞ�
ƉĞƌĨĞĐƚ� ůĂŶĚƐĐĂƉĞ� ĐƌĞĂƚĞƐ� ĂŶĚ� ƐƵƐƚĂŝŶƐ�
ƵƐĞĨƵů͕� ŚĞĂůƚŚĨƵů͕� ĂŶĚ� ĞŶũŽǇĂďůĞ� ƵƌďĂŶ͕�
ƐƵďƵƌďĂŶ� ĂŶĚ� ƌĞŐŝŽŶĂů� ĞŶǀŝƌŽŶŵĞŶƚƐ͘�
/ƚ�ƉƌŽƚĞĐƚƐ�ĂŶĚ�ĞŶŚĂŶĐĞƐ� ƚŚĞŝƌ� ŝŶƚƌŝŶƐŝĐ�
ƉŚǇƐŝĐĂů͕� ĐƵůƚƵƌĂů� ĂŶĚ� ĞĐŽůŽŐŝĐĂů� ƋƵĂůŝ-

DĂŶŬŝŶĚ�ŚĂǀĞ�ĚĞǀĞůŽƉĞĚ�ƚŚĞ�ĂďŝůŝƚǇ�
ƚŽ�ƵŶĚĞƌƐƚĂŶĚ�ĂŶĚ�ƌĞůĂƚĞ�ƚŽ�ƚŚĞ�ĞŶǀŝƌŽŶ-
ŵĞŶƚ�ĂƌŽƵŶĚ� ƚŚĞŵ͘�dŚĞƌĞĨŽƌĞ� ŝŶ�ŵĂŶǇ�
ĐĂƐĞƐ͕� ǁĞ� ĂĚĂƉƚ� ƚŚĞ� ĞŶǀŝƌŽŶŵĞŶƚ� Žƌ�
ůĂŶĚƐĐĂƉĞ�ǁĞ�ůŝǀĞ�ŝŶ͕�ƌĂƚŚĞƌ�ƚŚĂŶ�ĂĚĂƉƚ-
ŝŶŐ� ƚŽ� ŝƚ͘� dŚƌŽƵŐŚ� ŬŶŽǁůĞĚŐĞ� ĂŶĚ� ƚŚĞ�
ŝŶƚĞƌǀĞŶƟŽŶ�ŽĨ�ƚŽŽůƐ�ǁĞ�ŚĂǀĞ�ŐƌĂƐƉĞĚ�Ă�
ǁĂǇ�ƚŽ�ĚĞƐŝŐŶ�ƚŚĞ� ŝŶƚĞƌŝŽƌ�ĂŶĚ�ĞǆƚĞƌŝŽƌ�
ƐƉĂĐĞƐ� ǁĞ� ůŝǀĞ� ŝŶ͘� dŚŝƐ� ŶŽƟŽŶ� ŽĨ� ͚ĚĞ-
ƐŝŐŶ͛� ŝƐ� ŽŌĞŶ� ŬŶŽǁŶ� ĂƐ� ͚ĂƌĐŚŝƚĞĐƚƵƌĞ͛͘ �
>ĂŶĚƐĐĂƉĞ�ĂƌĐŚŝƚĞĐƚƵƌĞ�ŝƐ�ƚŚĞ�ƚĞƌŵ�ƵƐĞĚ�
ƐƉĞĐŝĮĐĂůůǇ�ĨŽƌ�ĞǆƚĞƌŝŽƌ�ƐƉĂĐĞƐ͘�dŚĞ�ƚĞƌŵ�
͚ĂƌĐŚŝƚĞĐƚƵƌĞ͛�ĂůŽŶĞ�ŝƐ�ŵŽƐƚ�ǁŝĚĞůǇ�ƵƐĞĚ�
ǁŚĞŶ�ĚĞƐĐƌŝďŝŶŐ�ĐŽǀĞƌĞĚ�ƐƉĂĐĞƐ͘�/Ŷ�ŵǇ�

Michael Mc Laughlin



ƟĞƐ͘�WƌĂĐƟƟŽŶĞƌƐ�ŶĞĞĚ�ƚŽ�ďĞ�ǁĞůů�ĞĚƵ-
ĐĂƚĞĚ�ƚŽ�ƵŶĚĞƌƐƚĂŶĚ�ƚŚĞ�ůĂŶĚƐĐĂƉĞ�ĂŶĚ�
ƚŚĞ� ǁĂǇƐ� ƉĞŽƉůĞ� ŝŶƚĞƌĂĐƚ� ǁŝƚŚ� ŝƚ͘� dŚĞ�
ŽǀĞƌĂƌĐŚŝŶŐ�ŐŽĂů�ŽĨ� ůĂŶĚƐĐĂƉĞ�ĂƌĐŚŝƚĞĐ-
ƚƵƌĞ� ŝƐ� ƚŽ� ĐƌĞĂƚĞ� ŚĂƌŵŽŶǇ� ŝŶ� ŽƵƌ� ƌĞůĂ-
ƟŽŶƐ� ǁŝƚŚ� ƚŚĞ� ĞŶǀŝƌŽŶŵĞŶƚ͘� tŚĂƚ� ĂĨ-
ĨĞĐƚƐ�ĚŽĞƐ�ƚŚŝƐ�ŚĂǀĞ�ŽŶ�ĂƌĐŚŝƚĞĐƚƵƌĞ͍

�ůƚŚŽƵŐŚ� ĂƌĐŚŝƚĞĐƚƵƌĞ� ĂŶĚ� ůĂŶĚ-
ƐĐĂƉĞ� ĂƌĐŚŝƚĞĐƚƵƌĞ� ĐŽŵďĂƚ� ƚŚĞ� ǁŽƌůĚ�
ƚŚƌŽƵŐŚ� Ă� ĐŽŵŵŽŶ� ĚĞƐŝŐŶ� ƉĂƌĂĚŝŐŵ͕�
ĂŶĚ�ďŽƚŚ�ƚĂĐŬůĞ�ĚĞƐŝŐŶ�ŝŶ�Ă�ƐŝŵŝůĂƌ�ǁĂǇ͕ �
ǁŚĂƚ� ƚŚĞǇ� ĂĐƚƵĂůůǇ� ĚĞƐŝŐŶ͕� ƚŚĞ� ŬŶŽǁů-
ĞĚŐĞ�ƚŚĞǇ�ƵƐĞ�ĂŶĚ�ƚŚĞ�ǀĂůƵĞƐ�ƚŚĞǇ�ŚŽůĚ�
ĂƌĞ�ǀĞƌǇ�ĚŝīĞƌĞŶƚ͘�^ŽŵĞ�ǁŽƵůĚ�ƐĂǇ�ƚŚĂƚ�
ůĂŶĚƐĐĂƉĞ� ĂƌĐŚŝƚĞĐƚƵƌĞ� ŝƐ� ďŽƌƌŽǁĞĚ�
ĨƌŽŵ� ŝƚƐ� ĂŶĐŝĞŶƚ� ŵŽƚŚĞƌ� ͚ĂƌĐŚŝƚĞĐƚƵƌĞ͛͘ �
KƌŝŐŝŶĂůůǇ� ƚŚĞ�ƉƌŽĐĞƐƐ�ĂŶĚ�ƉƌŝŶĐŝƉůĞƐ�ŽĨ�
ĂƌĐŚŝƚĞĐƚƵƌĞ�ǁĞƌĞ�ĂƉƉůŝĞĚ� ƚŽ� ůĂŶĚƐĐĂƉĞ�
ĂƌĐŚŝƚĞĐƚƵƌĞ͕� ďƵƚ� ĂƌĐŚŝƚĞĐƚƵƌĞ� ŝƐ� ƉƌŝŶ-
ĐŝƉĂůůǇ� ĂďŽƵƚ� ƚŚĞ� ĚĞƐŝŐŶ� ŽĨ� ďƵŝůĚŝŶŐƐ͘�
�ƌĐŚŝƚĞĐƚƵƌĞ� ŝƐ� Ă� ĚĞƐŝŐŶ� ĚŝƐĐŝƉůŝŶĞ� ĐŽŶ-
ĐĞƌŶĞĚ� ǁŝƚŚ� ƚŚĞ� ĨŽƌŵĂƟŽŶ� ŽĨ� ƉŚǇƐŝĐĂů�
ƐƚƌƵĐƚƵƌĞƐ� ƚŽ� ƐŚĞůƚĞƌ͕ � ƐŚĂƉĞ� ĂŶĚ� ĨĂĐŝůŝ-
ƚĂƚĞ�ŚƵŵĂŶ�ĂĐƟǀŝƟĞƐ͘� >ĂŶĚƐĐĂƉĞ�ĂƌĐŚŝ-
ƚĞĐƚƵƌĞ� ŝƐ� ůŝŬĞǁŝƐĞ� ĐŽŶĐĞƌŶĞĚ� ǁŝƚŚ� ĨĂ-
ĐŝůŝƚĂƟŶŐ�ŚƵŵĂŶ�ĂĐƟǀŝƟĞƐ͕�ďƵƚ�ŝŶ�Ă�ǁĂǇ͕ �
/� ďĞůŝĞǀĞ͕� ƚŚĂƚ� ƚƌŝĞƐ� ƚŽ� ĐƌĞĂƚĞ� ŚĂƌŵŽŶǇ�
ďĞƚǁĞĞŶ�ƚŚĞ�ďƵŝůƚ�ĞŶǀŝƌŽŶŵĞŶƚ�ĂŶĚ�ƚŚĞ�

ŶĂƚƵƌĂů�ĞŶǀŝƌŽŶŵĞŶƚ͘�
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�Ɛ� ĞǀĞƌǇďŽĚǇ� ŬŶŽǁƐ͕� ƌŽŵĂŶ� ĂƌĐŚŝ-
ƚĞĐƚƵƌĞ� ǁĂƐ� ƉŝŽŶĞĞƌŝŶŐ� ŝŶ� ŵĂŶǇ� ǁĂǇƐ͘�
�ǀĞƌǇďŽĚǇ� ĐĂŶ� ĂĚŚĞƌĞ� ƚŽ� ƚŚĞ� ŐƌĞĂƚ� Ăƌ-
ĐŚŝƚĞĐƚƵƌĞ� ŽĨ� ƚŚĞ� ĂƋƵĞĚƵĐƚƐ͕� ďĂƐŝůŝĐĂƐ�
ĂŶĚ�ǀŝůůĂƐ�ŽĨ�/ƚĂůǇ͘�,ŽǁĞǀĞƌ�ǁŚĂƚ�ĂďŽƵƚ�
ƚŚĞ� ůĂŶĚƐĐĂƉĞ� ĂƌĐŚŝƚĞĐƚƵƌĞ͍� /ƚĂůǇ� ĚĞĮ-
ŶŝƚĞůǇ� ŚĂƐ� Ă� ŐƌĞĂƚ� ĐůŝŵĂƚĞ� ĨŽƌ� ŐƌŽǁŝŶŐ�
Ăůů� ƐŽƌƚƐ� ŝŶ� ƚŚĞ� ŐĂƌĚĞŶ� ďƵƚ� ŚĂƐ� ŝƚ� ďĞĞŶ�
ƵƟůŝƐĞĚ͍�ZŽŵĞ�ĚŝĚŶ͛ƚ�ƌĞĂůůǇ�ďĞŐŝŶ�ƚŽ�ĚĞ-
ǀĞůŽƉ� ŝŶ� ƚŚŝƐ�ǁĂǇ�ƵŶƟů� ƚŚĞ� ƚĞƌŵŝŶĂƟŽŶ�
ŽĨ� ƚŚĞ�WĂƉĂů� ^ĐŚŝƐŵ� ;ϭϰϭϳͿ͘� dŚĞ��ĞůǀĞ-
ĚĞƌĞ��ŽƵƌƚ�ŽĨ� ƚŚĞ�sĂƟĐĂŶ͕�ĚĞƐŝŐŶĞĚ�ďǇ�
�ƌĂŵĂŶƚĞ͕�ǁĂƐ�ƉƌŽďĂďůǇ� ƚŚĞ�ŽŶůǇ�ŐƌĞĂƚ�
ƉŝĞĐĞ� ŽĨ� ůĂŶĚƐĐĂƉĞ� ĂƌĐŚŝƚĞĐƚƵƌĞ� ƵŶƟů�
�ĂƌĚŝŶĂů� 'ŝƵůŝĂŶŽ� ĚĞ�DĞĚŝĐŝ� ďĞŐĂŶ� ƚŚĞ�
sŝůůĂ�DĂĚĂŵĂ͘�

tŚĞŶ�ůŽǀĞ�ŽĨ�Ăŝƌ�ďƌŽƵŐŚƚ�ƚŚĞ�/ƚĂůŝĂŶƐ�
ĨƌŽŵ�ƚŽǁŶ�ƚŽ�ĐŽƵŶƚƌǇ͕ �ƚŚĞǇ�ƌĞĂůŝƐĞĚ�ƚŚĂƚ�
ĐŝǀŝůŝƐĂƟŽŶ�ŚĂĚ�ĚĞƐƚƌŽǇĞĚ�͞ ƚŚĞ�ŐĂƌĚĞŶ�ŽĨ�
�ĚĞŶ͟�ƚŚĂƚ�ŵŝŐŚƚ�ŚĂǀĞ�ďĞĞŶ�ƚŚĞŝƌƐ͘�dŚĞǇ�
ƚŚĞŶ� ƐĞƚ� ŽƵƚ� ƚŽ� ďĞ� ƐǇŵƉĂƚŚĞƟĐ� ƚŽ� ƚŚĞ�
ĐŽƵŶƚƌǇƐŝĚĞ͘�dŚĞǇ͕ �ŚŽǁĞǀĞƌ͕ �ĚŝĚ�ŶŽƚ�ƚƌǇ�
ĂŶĚ� ŶĂƚƵƌĂůŝƐĞ� ƚŚĞŝƌ� ŐĂƌĚĞŶƐ� ůŝŬĞ� ŽƚŚĞƌ�

ƉĂƌƚƐ�ŽĨ�ƚŚĞ�ǁŽƌůĚ͘�dŚĞǇ�ŝŶƐƚĞĂĚ�ƉůĂŶŶĞĚ�
ŝƚ�ŝŶ�Ă�ŵƵĐŚ�ŵŽƌĞ�ĨŽƌŵĂů�ǁĂǇ�ƐŽ�ƚŚĂƚ�ŝƚ�
ǁĂƐŶ͛ƚ�ĐŽŶƐŝĚĞƌĞĚ�ĂƐ�ŵƵĐŚ�Ă�ŐĂƌĚĞŶ�ďƵƚ�
ĂƐ�ĂŶ�ĞǆƚƌĂ� ƌŽŽŵ�ĨŽƌ� ƚŚĞ�ŚŽƵƐĞ͘� /ƚ�ǁĂƐ�
no more than a salon with limited light 
ĂŶĚ�Ăŝƌ͘ �/Ŷ�ZŽŵĞ�ƚŚĞ�ǀĂƐƚ�ŐƌĂŶĚ�ŐĂƌĚĞŶƐ�
ǁĞƌĞ� ĚĞƐŝŐŶĞĚ� ŝŶ� Ă� ĨŽƌŵĂů� ĨĂƐŚŝŽŶ� ƚŽ�
ďƌŝŶŐ� Ă� ĐŽŶƚƌŽůůĞĚ� ĨĞĞůŝŶŐ� ƚŽ� ŶĂƚƵƌĞ� ŝŶ�
ƚŚĞ� ĐŝƚǇ͘� dŚĞ� ŐĂƌĚĞŶƐ�ǁĞƌĞ� ƉůĂŶŶĞĚ� ƐŽ�
ŵĞƟĐƵůŽƵƐůǇ�ƚŚĂƚ�ƐŽŵĞƟŵĞƐ�ƚŚĞ�ŚŽƵƐĞ�
ďĞĐĂŵĞ�ŽĨ�ƐĞĐŽŶĚ�ŝŵƉŽƌƚĂŶĐĞ͘�

͞&ŽƌŵĂůŝƚǇ͟� ǁŚĞŶ� ĂƉƉůŝĞĚ� ƚŽ� ƚŚĞ�
ŐĂƌĚĞŶ� ĐĂŶ� ŽŌĞŶ� ďĞ� ŵŝƐƌĞĂĚ� ĂƐ� ďĞŝŶŐ�
ĐŽůĚ�ĂŶĚ�ƐƟī͘��ǀĞƌǇŽŶĞ�ǁŽƵůĚ�ĂŐƌĞĞ�ƚŚĂƚ�
ƚŚĞ�ŝŶĨŽƌŵĂůŝƚǇ�ŽĨ�ŶĂƚƵƌĞ�ĐĂŶ�ďĞ�ďĞĂƵƟ-
ĨƵů�ĂŶĚ�ƐĞƌĞŶĞ� ŝŶ� ŝƚƐĞůĨ�ĂŶĚ�ƚŚĞ�ĨŽƌŵĂů-
ŝƚǇ�ŽĨ�Ă�ďƵŝůƚ�ƐƚƌƵĐƚƵƌĞ�ĐĂŶ�ĂůƐŽ�ďĞ�ƋƵŝƚĞ�
ƉůĞĂƐŝŶŐ͘��ůƚŚŽƵŐŚ͕�/ƚĂůŝĂŶƐ�ďĞůŝĞǀĞ͕�ƚŚĂƚ�
ŝĨ�ƚŚĞ�ƚǁŽ�ĐŽŵĞ�ŝŶƚŽ�ŝŵŵĞĚŝĂƚĞ�ĐŽŶƚĂĐƚ�
ĂŶĚ� ŶĞŝƚŚĞƌ� ĐŽŵƉƌŽŵŝƐĞ� ƚŚĞŝƌ� ĐŚĂƌĂĐ-
ƚĞƌŝƐƟĐƐ͕�ƚŚĞŶ�ƚŚĞ�ĂƉƉĞĂů�ŽĨ�ďŽƚŚ�ĐŽƵůĚ�
ďĞ� ůŽƐƚ͘� dŚĞƌĞ�ĂƌĞ� ƚǁŽ�ǁĂǇƐ�ŽĨ�ĚĞĂůŝŶŐ�
ǁŝƚŚ� ƚŚŝƐ� ƉƌŽďůĞŵ͘� �ŝƚŚĞƌ� ƚŚĞ� ďƵŝůĚŝŶŐƐ�



ŵƵƐƚ�ďĞĐŽŵĞ�ŵŽƌĞ�ŽƌŐĂŶŝĐ�Žƌ� ƚŚĞ�ŐĂƌ-
ĚĞŶ�ďĞ�ĨŽƌŵĂůŝƐĞĚ͘�tŝƚŚ�ĂƌĐŚŝƚĞĐƚƐ�ƐƵĐŚ�
ĂƐ� WĂůůĂĚŝŽ� ĨŽƌĞƌƵŶŶŝŶŐ� ĂƌĐŚŝƚĞĐƚƵƌĞ� ŝŶ�
/ƚĂůǇ͕ � ŝƚ� ĐĞƌƚĂŝŶůǇ� ǁĂƐŶ͛ƚ� ŽĨ� ĂŶ� ŽƌŐĂŶŝĐ�
ŶĂƚƵƌĞ�ĂŶĚ�ƚŚĞƌĞĨŽƌĞ�ƚŚĞ�ŐĂƌĚĞŶƐ�ŽŌĞŶ�
ǁĞƌĞ�ĚĞƐŝŐŶĞĚ�ŝŶ�Ă�ĨŽƌŵĂů�ĨĂƐŚŝŽŶ͘�dŚĞ�
ŝĚĞĂ�ǁĂƐ�ƚŚĂƚ�ƚŚĞ�ŐĂƌĚĞŶ�ĐŽƵůĚ�ďĞĐŽŵĞ�
ůĞƐƐ� ĨŽƌŵĂů� ƚŚĞ� ĨƵƌƚŚĞƌ� ĂǁĂǇ� ĨƌŽŵ� ƚŚĞ�
ďƵŝůĚŝŶŐ� ŝƚ� ǁĞŶƚ͘� /Ŷ� Ă� ǁĂǇ� ƚŚĞ� ŐĂƌĚĞŶ�
ǁĂƐ�ůŝŬĞ�ƚŚĞ�ƌŝƉƉůĞƐ�ŽĨ�Ă�ƉŽŶĚ�ĚŝƐƐŝƉĂƟŶŐ�
ĂǁĂǇ�ĨƌŽŵ�ƚŚĞ�ďƵŝůĚŝŶŐ͘�dŚĞ�ůŝŶĞƐ�ŽĨ�ƚŚĞ�
ŐĂƌĚĞŶ�ĐŽƵůĚ�ŐƌŽǁ�ůĞƐƐ�ĂŶĚ�ůĞƐƐ�ĂƐ�ƚŚĞǇ�
ĨƵƌƚŚĞƌĞĚ�ĨƌŽŵ�ƚŚĞ�ŚŽƵƐĞ͘

dŚĞ� /ƚĂůŝĂŶ� ŐĂƌĚĞŶ� ǁĂƐ� ŽŌĞŶ� ĚĞ-
ƐŝŐŶĞĚ�ǁŝƚŚ�ƚŚĞ�ƐĂŵĞ�ƉƌĞĐŝƐŝŽŶ�ƵƐĞĚ�ƚŽ�
ĚĞƐŝŐŶ� ƚŚĞŝƌ� ďƵŝůĚŝŶŐƐ͘� dŚĞ� ĞƐƐĞŶĐĞ� ŽĨ�
ƚŚĞƐĞ� ŐĂƌĚĞŶƐ�ǁĂƐ� ĂůůŽǁŝŶŐ� ƚŚĞ� ƵƐĞ� ŽĨ�
ŽŶůǇ�ƚŚƌĞĞ�ĞůĞŵĞŶƚƐ͗�ĞǀĞƌŐƌĞĞŶƐ͕�ƐƚŽŶĞ-
ǁŽƌŬ� ĂŶĚ� ǁĂƚĞƌ͘ � �Ŷ� ƵŶůŝŵŝƚĞĚ� ŶƵŵ-
ďĞƌ� ŽĨ� ĚĞƐŝŐŶƐ� ĐŽƵůĚ� ďĞ� ĐƌĞĂƚĞĚ� ǁŝƚŚ�
ƚŚĞƐĞ� ĞůĞŵĞŶƚƐ͘� dŚĞ� ŐĂƌĚĞŶƐ� ĐŽƵůĚ� ďĞ�
ƚŚŽƵŐŚƚ�ŽĨ�ĂƐ�ďĞŝŶŐ�ƉůĂŶƐ�ĨŽƌ�ƐŵĂůů�ĐŝƟĞƐ�
Žƌ� ůĂƌŐĞ� ŽƉĞŶ� Ăŝƌ� ďƵŝůĚŝŶŐƐ͘� dŚĞǇ�ǁĞƌĞ�
ĚĞǀĞůŽƉĞĚ� ŽŶ� ƚŚĞ� ĐŽŶĐĞƉƚ� ŽĨ� Ă� ƐĞƌŝĞƐ�
ŽĨ� ƌŽŽŵƐ�ŽĨ�ǀĂƌǇŝŶŐ� ƐŚĂƉĞƐ͕� ĐŽŶŶĞĐƚĞĚ�
ďǇ� ǀŝƐƚĂƐ� ĂŶĚ� ĂƉƉƌŽĂĐŚĞƐ͘� dŚĞƌĞ� ǁĞƌĞ�
ůŽŶŐ� ĂǀĞŶƵĞƐ� ĂŶĚ� ǁĂůŬƐ� ŝŶƚĞƌƌƵƉƚĞĚ�
ǁŝƚŚ� ŽƉĞŶ� ƐƋƵĂƌĞƐ� ĂŶĚ� ĐƌŽƐƐ� ĂǀĞŶƵĞƐ�
ůĞĂĚŝŶŐ�ƚŽ�ĐĂƌĞĨƵůůǇ�ƉůĂĐĞƐ�ĐůŝŵĂǆĞƐ͘�dŚĞ�
ĞǀĞƌŐƌĞĞŶƐ�ǁĞƌĞ�ƵƐĞĚ�ƚŽ�ĐƌĞĂƚĞ�ƌŝĐŚ�ĂŶĚ�
ĞůĂďŽƌĂƚĞ� ĨŽƌŵƐ͘� dŚĞǇ� ǁĞƌĞ� ĂůƐŽ� ƵƐĞĚ�
ƚŽ� ĐƌĞĂƚĞ� ƐŚĂĚĞ�ǁŚŝĐŚ�ǁĂƐ� ŽŶĞ� ŽĨ� ƚŚĞ�
ŵŽƐƚ� ŝŵƉŽƌƚĂŶƚ� ŝŶŐƌĞĚŝĞŶƚƐ� ƚŽ� ŵĂŬŝŶŐ�
ƚŚĞŵ� ĞŶũŽǇĂďůĞ� ƐƉĂĐĞƐ͘� �Žǆ͕� ǇĞǁ͕� ŝůĞǆ͕�
ƉƌŝǀĞƚ͕�ďĞĞĐŚ�ĂŶĚ�ůĞŵŽŶ�ƚƌĞĞƐ�ĂŶĚ�ŐƌĂƐƐ�
ǁĞƌĞ�ĂŵŽŶŐ�ƚŚĞ�ƉŽƉƵůĂƌ�ǀĂƌŝĞƟĞƐ�ƵƐĞĚ�
ĨŽƌ� ƚŚĞ� ƚŽƉŝĂƌǇ͘� dŚĞ� ƐƵŶ� ŝŶ� /ƚĂůǇ� ŝƐ� ƐŽ�
ůŝŐŚƚ�ĂŶĚ�ĚĂǌǌůŝŶŐ�ƚŚĂƚ�ƚŚĞ�ůĂĐŬ�ŽĨ�ďƌŝŐŚƚ�
ĐŽůŽƵƌƐ�ĨƌŽŵ�ŇŽǁĞƌƐ�ŝƐŶ͛ƚ�ƌĞĂůůǇ�ŵŝƐƐĞĚ�
ĂŶĚ� ƚŚĞ� ƐŚĂĚĞ� ĨƌŽŵ� ƚƌĞĞƐ� ĂŶĚ� ŚĞĚŐĞƐ�
ŝƐ�ǁĞůĐŽŵĞĚ͘�tĂƚĞƌ�ǁĂƐ� ĂůƐŽ� Ă�ǁĂǇ� ŽĨ�
ƐƵŐŐĞƐƟŶŐ� ĐŽŽůŶĞƐƐ� ďŽƚŚ� ďǇ� ƐŝŐŚƚ� ĂŶĚ�
ƐŽƵŶĚ�ŝŶ�ƚŚĞ�ŐĂƌĚĞŶ͘

KŶĞ�ƐƉĞĐŝĮĐ�ĂƌĞĂ�ŽĨ�/ƚĂůǇ�ǁŚŝĐŚ�ŚĂƐ�
Ă� ǀĞƌǇ� ŝŶƚĞƌĞƐƟŶŐ� ŐĂƌĚĞŶ� ŚŝƐƚŽƌǇ� ĂŶĚ�
ǁŚŝĐŚ� ŚĂƐ� ďĞĞŶ� ƉƌĞƐĞƌǀĞĚ� ƋƵŝƚĞ� ǁĞůů�
ŝƐ� sĞŶŝĐĞ͘�,ĞƌĞ� ĂůƚŚŽƵŐŚ� ĚĞƐŝŐŶĞĚ� ŝŶ� Ă�
ǀĞƌǇ� ĨŽƌŵĂů� ĨĂƐŚŝŽŶ� ƚŽŽ͕� ŝƚƐ� ŵĂŝŶ� Ăŝŵ�
ǁĂƐ� ƚŽ� ďĞ� Ă� ƉƌŽĚƵĐƟǀĞ� ŐĂƌĚĞŶ� ƌĂƚŚĞƌ�
ƚŚĂŶ�Ă�ƉůĞĂƐƵƌĞ�ƐƉĂĐĞ͕�ŝĨ�ŽŶĞ�ĐŽƵůĚ�ďĞ�ƐŽ�
ďŽůĚ�ĂƐ�ƚŽ�ƐĂǇ�ƚŚĞǇ�ĂƌĞ�ĚŝīĞƌĞŶƚ�ƐƉĂĐĞƐ͘�
dŚĞƌĞ�ĂƌĞ�ŽǀĞƌ�ĮǀĞ�ŚƵŶĚƌĞĚ�ƐĞĐƌĞƚ�ŐĂƌ-
ĚĞŶƐ�ŝŶ�sĞŶŝĐĞ͘�dŚĞǇ�ŝŶĐůƵĚĞ�ƚŚĞ�ƐƉůĞŶ-
ĚŝĚ� ŐĂƌĚĞŶƐ�ŽĨ� ƚŚĞ� ĂƌŝƐƚŽĐƌĂƟĐ�ƉĂůĂĐĞƐ͕�
ƚŚĞ�ĐůŽŝƐƚĞƌƐ�ŽĨ�ĂŶĐŝĞŶƚ�ĐŽŶǀĞŶƚƐ͕�ƚŚĞ�Ɛŝ-

The formal plan of The Villa Garzoni, Col-
lodi (1652).



ůĞŶƚ�ǀĞŐĞƚĂďůĞ�ŐĂƌĚĞŶƐ�ŽĨ�ƚŚĞ�ŵŽŶĂƐƚĞƌ-
ŝĞƐ�ĂŶĚ�ŽƌĐŚĂƌĚƐ�ŽĨ�ǀŝŶĞƐ�Žƌ�ĨƌƵŝƚƐ͘�DĂŶǇ�
ŽĨ� ƚŚĞ�ƉƵďůŝĐ�ƐƉĂĐĞƐ� ŝŶ�sĞŶŝĐĞ�ǁĞƌĞ�ŽĨ-
ƚĞŶ�ƵƐĞĚ�ĨŽƌ�ĨĞƐƟǀŝƟĞƐ�ĂŶĚ�ƉĂƌƟĞƐ͘�dŚĞǇ�
ǁĞƌĞ�ĂůƐŽ�ƉƌŽŶĞ�ƚŽ�ĐƌŝŵŝŶĂů�ĂĐƚƐ�ĂƐ�ǁĞůů�
ĂƐ�Ăůů�ŽĨ�ŝƚƐ�ŶŽƌŵĂů�ƉƵďůŝĐ�ĚƵƟĞƐ͘�,ŽǁĞǀ-
Ğƌ�ƚŚĞƐĞ�ƐƉĂĐĞƐ�ǁĞƌĞ�ĂůƐŽ�ƵƐĞĚ�ĨŽƌ�ŐƌŽǁ-
ŝŶŐ�ƌĂƌĞ�ďŽƚĂŶŝĐĂů�ƐƉĞĐŝĞƐ�ĂŶĚ�ƉůĂŶƚƐ�ĨŽƌ�
ŵĞĚŝĐŝŶĂů�ƉƵƌƉŽƐĞƐ͘

�ĞĐĂƵƐĞ� sĞŶŝĐĞ� ŝƐ� ďĂƐŝĐĂůůǇ� Ăƚ� ƐĞĂ�
ůĞǀĞů͕�ƐĞĂ�ǁĂƚĞƌ�ŽŌĞŶ�ƚŚƌĞĂƚĞŶƐ�ƚŚĞ�ůŝĨĞ�
ŽĨ� ŝƚƐ�ƉůĂŶƚƐ�ďƵƚ�ƚŚĞ�ƐĞĂ�ĂůƐŽ�ŚĂƐ�ŵĂŶǇ�
ĂĚǀĂŶƚĂŐĞƐ͘� /ƚ� ƉƌŽǀŝĚĞƐ� ǁĂƌŵ� Ăŝƌ� ĂŶĚ�
ƐŚĞůƚĞƌ� ĨƌŽŵ� ƚŚĞ� ĐŽůĚ͘� dŚŝƐ� ĐƌĞĂƚĞƐ�ŵŝ-
ĐƌŽ� ĐůŝŵĂƚĞƐ�ǁŝƚŚŝŶ� sĞŶĞƟĂŶ�ǁĂůůƐ� ĂŶĚ�
ŵĞĂŶƐ� ƚŚĂƚ�ŵŽƌĞ� ƌĂƌĞ�ďŽƚĂŶŝĐĂů� ǀĂƌŝĞƚ-
ŝĞƐ� ĐŽƵůĚ� ďĞ� ŐƌŽǁŶ͘� tĞ� ŚĂǀĞ� ŐĂƌĚĞŶ�
ĚŽĐƵŵĞŶƚƐ�ŽĨ�sĞŶŝĐĞ�ƚŚĂƚ�ĚĂƚĞƐ�ďĂĐŬ�ƚŽ�
ƚŚĞ� ĨŽƵƌƚĞĞŶƚŚ� ĐĞŶƚƵƌǇ͘� 'ĂƌĚĞŶƐ� ǁĞƌĞ�
ŵŽƌĞ�ƉůĞŶƟĨƵů�ďĂĐŬ�ƚŚĞŶ�ŵĂŝŶůǇ�ďĞĐĂƵƐĞ�
ƚŚĞƌĞ�ǁĂƐ�Ă� ůĂƌŐĞ� ƌĞůŝŐŝŽƵƐ� ĐŽŵŵƵŶŝƚǇ͘�
dŚĞǇ�ǁĞƌĞ�ĂďůĞ�ƚŽ�ŬĞĞƉ�ƚŚĞŵƐĞůǀĞƐ�ƐĞůĨ�
ƐƵĸĐŝĞŶƚ� ŝŶ� ƚĞƌŵƐ�ŽĨ�ǁĂƚĞƌ͕ � ǀĞŐĞƚĂďůĞƐ�
and salt pans.

'ĂƌĚĞŶƐ� ŝŶ� sĞŶŝĐĞ� ǁĞƌĞ� ǀĞƌǇ� ǁĞůů�
ůŽŽŬĞĚ�ĂŌĞƌ�ďĞĐĂƵƐĞ�ƐƉĂĐĞ�ĂŶĚ�ĨƌĞƐŚ�ǁĂ-
ƚĞƌ�ǁĂƐ�ŝŶ�ƐŚŽƌƚ�ƐƵƉƉůǇ͘�dŚĞ�ŽŶůǇ�ƐŽƵƌĐĞ�
ŽĨ� ĨƌĞƐŚ� ǁĂƚĞƌ� ŝŶ� sĞŶŝĐĞ� ǁĂƐ� ƌĂŝŶ� ĂŶĚ�
ƚŚĞƌĞĨŽƌĞ�ŝƚ�ǁĂƐ�Ă�ƉƌĞĐŝŽƵƐ�ĐŽŵŵŽĚŝƚǇ͘�
�ŶǇ�ƉůĂŶƚƐ� ƚŚĂƚ� ƌĞĐĞŝǀĞĚ� ƚŚŝƐ� ĐŽŵŵŽĚ-
ŝƚǇ�ǁĞƌĞ� ƚŚĞŶ� ůŽŽŬĞĚ�ĂŌĞƌ� ƚŽ� ƚŚĞ�ŚŝŐŚ-
ĞƐƚ� ĚĞŐƌĞĞ� ŝŶ� ĞǀĞƌǇ� ŽƚŚĞƌ�ǁĂǇ� ƚŽ� ǇŝĞůĚ�
ƚŚĞ�ŚŝŐŚĞƐƚ�ƌĞƚƵƌŶƐ�ĨƌŽŵ�ŝƚ͘�dŚĞ�ƌĞƚƵƌŶƐ�
ŝŶĐůƵĚĞĚ� ŇŽǁĞƌƐ͕� ĨƌƵŝƚ͕� ǀĞŐĞƚĂďůĞƐ� ĂŶĚ�
ŽŝůƐ�ĂŶĚ� ůĞĂǀĞƐ� ĨŽƌ�ŵĞĚŝĐŝŶĂů�ƉƵƌƉŽƐĞƐ͘�
dŚĞ� ŐĂƌĚĞŶƐ� ƚŽŽŬ� ƚŚĞŝƌ� ƉůĂĐĞƐ� ŝŶ�ŵĂŶǇ�
ĚŝīĞƌĞŶƚ�ƐŚĂƉĞƐ�ĂŶĚ�ĨŽƌŵƐ͘� /ƚ�ĐŽƵůĚ�ďĞ�
Ă�ŶĂƌƌŽǁ�ƐƚƌŝƉ�ŽĨ� ůĂŶĚ͕�Ă�ƟŶǇ�ƐƋƵĂƌĞ͕�Ă�
ƚĞƌƌĂĐĞ�ƐŚĂĚĞĚ�ďǇ�ƉĞƌŐŽůĂ͕�Ă�ƐƵŶŶǇ�ƌŽŽĨ�
ŐĂƌĚĞŶ͕�Ă�ďĂůĐŽŶǇ�ƉƌŽƚĞĐƚĞĚ�ďǇ�Ă�ĐƵƌůŝŶŐ�
ǁƌŽƵŐŚƚͲŝƌŽŶ� ƌĂŝůŝŶŐ� Žƌ� Ă� ŶĂƌƌŽǁ� ǁŝŶ-
ĚŽǁƐŝůů�ŽĨ�/ƐƚƌŝĂŶ�ƐƚŽŶĞ͘�ZŽƐĞƐ͕�:ĂƐŵŝŶĞ͕�

ĂƌŽŵĂƟĐ� ŚĞƌďƐ͕� ĐůĞŵĂƟƐ͕� ŐĞƌĂŶŝƵŵƐ͕�
ǁŝƐƚĞƌŝĂ͕�ŝǀǇ�ĂŶĚ�ŵĂŐŶŽůŝĂƐ�ǁĞƌĞ�ĂŵŽŶŐ�
ƚŚĞ� ŵĂŶǇ� ƐĐĞŶƚĞĚ� ĂŶĚ� ĂĞƐƚŚĞƟĐĂůůǇ�
ƉůĞĂƐŝŶŐ�ǀĂƌŝĞƟĞƐ�ŽŌĞŶ�ĚŝƐƉůĂǇĞĚ�ŝŶ�ƚŚĞ�
ǀĞŶĞƟĂŶ�ŐĂƌĚĞŶƐ͘

�ůƚŚŽƵŐŚ�ƚŚĞƌĞ�ĂƌĞ�ůĂƌŐĞ�ĚŝīĞƌĞŶĐĞƐ�
ďĞƚǁĞĞŶ� ƚŚĞ� ůĂŶĚƐĐĂƉĞ� ĂƌĐŚŝƚĞĐƚƵƌĞ� ŽĨ�
ŵĂŝŶůĂŶĚ�/ƚĂůǇ�ĂŶĚ�sĞŶŝĐĞ͕�ƚŚĞƌĞ�ŝƐ�ŽŶĞ�
ĐŽŵŵŽŶ�ƚŚƌĞĂĚ�ĂŶĚ�ƚŚĂƚ� ŝƐ� ƚŚĞ�ŐĂƌĚĞŶ�
ĚĞƐŝŐŶĞĚ�ŝŶ�Ă�ĨŽƌŵĂů�ǁĂǇ�ĂƐ�ƉĂƌƚ�ŽĨ�ƚŚĞ�
ďƵŝůĚŝŶŐ͘� ,ĞƌĞ� ƚŚĞ� ůĂŶĚƐĐĂƉĞ� ĚĞƐŝŐŶ�
ďĞĐŽŵĞƐ�ƉĂƌƚ� ŽĨ� ƚŚĞ� ĂƌĐŚŝƚĞĐƚƵƌĞ� ŝƚƐĞůĨ�
ĂŶĚ� ŽŶĞ� ĐŽƵůĚ� ƋƵĞƐƟŽŶ� ǁŚĞƚŚĞƌ� ƚŚĞ�
ůĂŶĚƐĐĂƉĞ�ĚĞƐŝŐŶ�ŚĂƐ�ĂŶǇ�ĂīĞĐƚ�ŽŶ�ƚŚĞ�
ĂƌĐŚŝƚĞĐƚƵƌĞ� ŽĨ� ƚŚĞ� ďƵŝůĚŝŶŐƐ͘� /� ďĞůŝĞǀĞ�
ƚŚĂƚ�ƚŚĞ�ƚǁŽ�ĚĞƐŝŐŶ�ƉŚĞŶŽŵĞŶŽŶ�ĐŽŵĞ�
ƚŽŐĞƚŚĞƌ�ƋƵŝƚĞ�ǁĞůů�ŝŶ�/ƚĂůǇ�ĂŶĚ�ƚŚĂƚ�ƚŚĞ�

A formal planned private garden in Venice.



ůĂŶĚƐĐĂƉĞ�ĂƌĐŚŝƚĞĐƚƵƌĞ�ĚŽĞƐ�ŚĂǀĞ�ĂŶ�ĞĨ-
ĨĞĐƚ�ŽŶ�ƚŚĞ�ĂƌĐŚŝƚĞĐƚƵƌĞ�ďƵƚ�ŝŶ�Ă�ǀĞƌǇ�ŝŶƚĞ-
ŐƌĂƚĞĚ�ĂŶĚ�ƐƵďƚůĞ�ĨĂƐŚŝŽŶ͘�dŚĞ�ŝĚĞĂ�ƚŚĂƚ�
ƚŚĞ�ŐĂƌĚĞŶ�ĐŽƵůĚ�ďĞ�Ă�ƌŽŽŵ�Žƌ�Ă�ƐĞƌŝĞƐ�
ŽĨ�ƌŽŽŵƐ͕�ǁŝƚŚŝŶ�ƚŚĞ�ďƵŝůĚŝŶŐ�ŽďǀŝŽƵƐůǇ�
ŚĂƐ�Ă�ŐƌĞĂƚ�ŝŵƉĂĐƚ�ŽŶ�ƚŚĞ�ĚĞƐŝŐŶ�ŽĨ�ƚŚĞ�
ďƵŝůĚŝŶŐ͘�dŚŝƐ�ŝƐ�ĂŶ�ŝĚĞĂ�ƚŚĂƚ�ŝƐ�ŽŶůǇ�ƌĞĂůůǇ�
ĂďůĞ�ƚŽ�ďĞ�ĐŽŶĐĞŝǀĂďůĞ�ŝŶ�ĐůŝŵĂƚĞƐ�ƐƵĐŚ�
ĂƐ�ƚŚĞ�/ƚĂůŝĂŶ�ĐůŝŵĂƚĞ�ďƵƚ�ŝƐ�ǀĞƌǇ�ƵƐĞĨƵů�ŝŶ�
ƚĞƌŵƐ�ŽĨ�ĐƌĞĂƟŶŐ�Ă�ůŝŐŚƚ�ĮůůĞĚ�ŚŽƵƐĞ�ĂŶĚ�
Ă�ŵŽƌĞ�ŶĂƚƵƌĂů�ĂŶĚ�ŽƉĞŶ�ĨĞĞůŝŶŐ�ǁŚŝĐŚ�ŝƐ�
ŽƚŚĞƌǁŝƐĞ�ĚŝĸĐƵůƚ�ƚŽ�ĂĐŚŝĞǀĞ�ŝŶ�Ă�ĨŽƌŵĂů�
ƐƚǇůĞ�ďƵŝůĚŝŶŐ͘
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Chinese private gardens emerged 
ĂŌĞƌ� ƚŚĞ� ŝŵƉĞƌŝĂů� ŐĂƌĚĞŶƐ� ĂŶĚ� ĚƵƌ-
ŝŶŐ� ƚŚĞ�,ĂŶ��ǇŶĂƐƚǇ� ;ϮϬϲ���ʹ�ϮϮϬ��Ϳ͘�
DĂŶǇ� ŽĨ� ƚŚĞ� ŶŽďŝůŝƚǇ� ďĞŐĂŶ� ƚŽ� ŚĂǀĞ�
ƉůĞĂƐƵƌĞ� ŐĂƌĚĞŶƐ� ďƵŝůƚ� ĨŽƌ� ƚŚĞŵ͘� dŚĞǇ�
ǁĞƌĞ�ŵŽĚĞůůĞĚ�ŽŶ�ŝŵƉĞƌŝĂů�ŐĂƌĚĞŶƐ�ďƵƚ�
ƐŵĂůůĞƌ͘ �>ĂƚĞƌ�ŝŶ�ϰϮϬ���ƚŚĞƌĞ�ǁĂƐ�Ă�ƌŝƐĞ�
ŝŶ� ͞ŵŽƵŶƚĂŝŶ� ĂŶĚ�ǁĂƚĞƌ͟� Žƌ� ůĂŶĚƐĐĂƉĞ�
ƉĂŝŶƟŶŐƐ͕� ǁŚŝĐŚ͕� ďĞŐĂŶ� ƚŽ� ĞƌĂĚŝĐĂƚĞ�
ƚŚĞ� ŝŶŇƵĞŶĐĞƐ� ŽĨ� ƚŚĞ� ŝŵƉĞƌŝĂů� ƉĂůĂĐĞƐ�
ĂŶĚ�ŐĂƌĚĞŶƐ͘�WĂŝŶƟŶŐ�ĂŶĚ�ƉŽĞƚƌǇ�ǁĞƌĞ�
ďŽƚŚ�ǀĞƌǇ�ŵƵĐŚ�ŝŶƚĞŐƌĂƚĞĚ�ŝŶƚŽ��ŚŝŶĞƐĞ�
ŐĂƌĚĞŶƐ͘�dŚĞƐĞ�ƉŽĞƚƐ�ĂŶĚ�ƉĂŝŶƚĞƌƐ�ƉƌĂĐ-
ƟƐĞĚ�ƉƵƌĞůǇ�ĨŽƌ�ĞŶũŽǇŵĞŶƚ�ĂŶĚ�ŶĞǀĞƌ�ƚŽ�
show or to sell.

DĂŶǇ� ƉĂŝŶƚĞƌƐ� ƉĂŝŶƚĞĚ� ƚŽ� ƌĞĐŽƌĚ�
ƚŚĞŝƌ� ƚƌĂǀĞůƐ͘� dŚĞƐĞ� ĐŽƵůĚ� ďĞ� ŚƵŶŐ� ŝŶ�
ƚŚĞŝƌ� ƉƌŝǀĂƚĞ� ŚŽƵƐĞƐ� ĂŶĚ� ƚŚƵƐ� ǁŚĞŶ�
ƚŚĞǇ� ǁŽƵůĚ� ŐĞƚ� ƚŽŽ� ŽůĚ� ƚŽ� ƚƌĂǀĞů� ĂŶǇ�
ůŽŶŐĞƌ�ƚŚĞǇ�ǁŝůů�ƐƟůů�ďĞ�ĂďůĞ�ƚŽ�ĞŶũŽǇ�Ăůů�
ƚŚĞ�ďĞĂƵƚǇ�ĂŶĚ�ŶĂƚƵƌĂů� ƐĐĞŶĞƌǇ�ŽĨ��Śŝ-
ŶĂ� ĐŽŶĚĞŶƐĞĚ� ďĞƚǁĞĞŶ� ƚŚĞŝƌ� ĨŽƌ�ǁĂůůƐ͘�
dŚŝƐ�ǁĂǇ� ŽĨ� ƚŚŝŶŬŝŶŐ� ŚĂĚ� ĂŶ� ŝŵƉŽƌƚĂŶƚ�
ŝŵƉĂĐƚ�ŽŶ�ƚŚĞ�ĚĞǀĞůŽƉŵĞŶƚ�ŽĨ��ŚŝŶĞƐĞ�
ĂƌĐŚŝƚĞĐƚƵƌĞ͘

KŶĞ� ŽĨ� ƚŚĞ� ŵŽƐƚ� ĨĂŵŽƵƐ� ƚƌĂǀĞů-
ůŝŶŐ� ŐƌŽƵƉƐ� ƚŚĂƚ� ŝŶŇƵĞŶĐĞĚ� �ŚŝŶĞƐĞ�
ŐĂƌĚĞŶ� ĂƌĐŚŝƚĞĐƚƵƌĞ� ǁĂƐ� Ă� ŐƌŽƵƉ� ŽĨ�
ĨŽƌƚǇͲƚǁŽ͕�ŚĞĂĚĞĚ�ďǇ�tĂŶŐ�yŝǌŚŝ�ŝŶ�ƚŚĞ�
ƚŚŝƌĚ�ĐĞŶƚƵƌǇ͘�dŽ�ĐĞůĞďƌĂƚĞ�Ă�ƚƌĂĚŝƟŽŶĂů�

ŚŽůŝĚĂǇ� ǁŚŝůĞ� ŽŶ� ƚƌĂǀĞůƐ͕� ƚŚĞǇ� ƉůĂĐĞĚ�
ĚĞůŝĐĂƚĞ�ďůƵĞ�ĐŚŝŶĂǁĂƌĞ�ĐƵƉƐ�ŽŶ�Ă�ǁŝŶĚ-
ŝŶŐ� ƐƚƌĞĂŵ�ĂŶĚ� ůĞƚ� ƚŚĞŵ�ŇŽǁ�ǁŝƚŚ� ƚŚĞ�
ĐƵƌƌĞŶƚ͘� tŚŽŵĞǀĞƌ� Ă� ĐƵƉ� ƐŚŽƵůĚ� ƐƚŽƉ�
ŝŶ� ĨƌŽŶƚ� ŽĨ͕ � ƚŚĂƚ� ƉĞƌƐŽŶ�ǁŽƵůĚ� ŚĂǀĞ� ƚŽ�
ĚƌŝŶŬ� ƚŚĞ� ǁŝŶĞ� ĂŶĚ� ĐŽŵƉŽƐĞ� Ă� ƉŽĞŵ͘�
dŚŝƐ� ĂĐƚƵĂůůǇ� ďĞĐĂŵĞ� ŬŶŽǁŶ� ĂƐ� ͞ŇŽǁ-
ŝŶŐ�ĐƵƉƐ�ŽŶ�Ă�ǁŝŶĚŝŶŐ�ƐƚƌĞĂŵ͟�ĂŶĚ�ǁĂƐ�
ŬĞƉƚ� ƵƉ� ĂƐ� Ă� ƚƌĂĚŝƟŽŶ� ŝŶ� ŐĂƌĚĞŶ� ĂƌĐŚŝ-
ƚĞĐƚƵƌĞ�ďǇ�ďƵŝůĚŝŶŐ�͞Ă�ŇŽǁŝŶŐ�ĐƵƉ�ƉĂǀŝů-
ŝŽŶ͘͟ �dŚĞƐĞ�ĐŽŶƐŝƐƚĞĚ�ŽĨ�Ă�ƉĂǀŝůŝŽŶ�ǁŝƚŚ�
ǁĂƚĞƌ�ĐŽŶĚƵĐƚĞĚ�ƚŚƌŽƵŐŚ�ŐƌŽŽǀĞƐ�ŝŶ�ƚŚĞ�
ŇŽŽƌ�ƐůĂďƐ͘�WĞŽƉůĞ�ŐĂƚŚĞƌĞĚ�ĂƌŽƵŶĚ�ƚŚĞ�
ŐƌŽŽǀĞƐ�ƉůĂĐŝŶŐ�ƚŚĞŝƌ�ĐƵƉƐ�ŽŶ�ƚŚĞ�ǁĂƚĞƌ�
ĂŶĚ� ũƵƐƚ� ůŝŬĞ� ƚŚĞ� ŽƌŝŐŝŶĂů� ŝĚĞĂ͕� ŝĨ� Ă� ĐƵƉ�
ƐƚŽƉƉĞĚ�Ăƚ�ǇŽƵ͕�ǇŽƵ�ǁŽƵůĚ�ĚƌŝŶŬ�ŝƚƐ�ĐŽŶ-
ƚĞŶƚƐ�ĂŶĚ�ĐŽŵƉŽƐĞ�Ă�ƉŽĞŵ͘
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DĂŶǇ� ŵĞŶ� ďĞĐĂŵĞ� ŚĞƌŵŝƚƐ� ĂŶĚ�
ǁĞŶƚ� ƚƌĂǀĞůůŝŶŐ� ĂŶĚ� ůŝǀŝŶŐ� ŝŶ� ƚŚĞ� ďĞĂƵ-
ƟĨƵů� ǁŝůĚĞƌŶĞƐƐ� ŽĨ� �ŚŝŶĂ͘� dŚĞǇ� ƵƐƵĂůůǇ�
ĚƌĞǁ�ĨƌŽŵ�ƐŽĐŝĞƚǇ�ďĞĐĂƵƐĞ�ŽĨ�ƐŽĐŝĂů�ĂŶĚ�
ƉŽůŝƟĐĂů�ƵƉŚĞĂǀĂů�ŝŶ�ŽƌĚĞƌ�ƚŽ�ƌĞƚĂŝŶ�ƚŚĞŝƌ�
ŵŽƌĂůƐ͘��Ɛ� ƐĂŝĚ�ďĞĨŽƌĞ͕�ǁŚŝůĞ� ƚƌĂǀĞůůŝŶŐ�
ƚŚĞǇ�ƚƵƌŶĞĚ�ƚŽ�ƉĂŝŶƟŶŐ�ĂŶĚ�ĐŽŵƉŽƐŝŶŐ�
ƉŽĞƚƌǇ� ŽĨ� ŶĂƚƵƌĞ͘� �ƵƌŝŶŐ� ƚŚĞ� ĮŌŚ� ĂŶĚ�
ƐŝǆƚŚ� ĐĞŶƚƵƌŝĞƐ� ƚŚĞ� ŝĚĞĂ� ŽĨ� ŚĞƌŵŝƚĂŐĞ�
ďĞĐĂŵĞ� ƚƌĂŶƐĨŽƌŵĞĚ͘� /ŶƐƚĞĂĚ�ŽĨ�ŚŝĚŝŶŐ�
ĂǁĂǇ� ŝŶ� ƚŚĞ�ǁŝůĚĞƌŶĞƐƐ͕� ƚŚĞǇ� ďĞŐĂŶ� ƚŽ�
ǁŝƚŚĚƌĂǁ� ĨƌŽŵ� ƚŚĞ� ǁŽƌůĚ� ďǇ� ďƵŝůĚŝŶŐ�
ƚŚĞŝƌ�ŽǁŶ�ŚŝůůƐ�ĂŶĚ�ůĂŬĞƐ�ƚŽ�ĐƌĞĂƚĞ�Ă�ƉĞƌ-
ƐŽŶĂů�ĞŶǀŝƌŽŶŵĞŶƚ͕�ƐŝŵŝůĂƌ�ƚŽ�ƚŚĞ�ǁŝůĚĞƌ-
ŶĞƐƐ͕�ǁŚĞƌĞ� ƚŚĞǇ� ĐŽƵůĚ�ďĞ�ĂůŽŶĞ͘�dŚĞǇ�
ŶŽǁ�ŚĂĚ�Ă�ůĂŶĚƐĐĂƉĞ�Žƌ�ŐĂƌĚĞŶ�ƚŚĂƚ�ǁĂƐ�
ŵƵĐŚ�ƐŵĂůůĞƌ�ĂŶĚ�ĞĂƐŝĞƌ� ƚŽ�ǁŽƌŬ�ǁŝƚŚ͘�
dŚŝƐ�ǁĂƐ�ƚŚĞ�ĮƌƐƚ�ŽĨ�ŵĂŶǇ�ƐƚĞƉƐ�ƚŽ�ƐŝŵƵ-
ůĂƚĞ�ŶĂƚƵƌĂů�ƐĐĞŶĞƌǇ�ŝŶ�Ă�ƉƌŝǀĂƚĞ�ŐĂƌĚĞŶ͘�

WƌĂĐƟĐĂůůǇ� Ăůů� ŐĂƌĚĞŶƐ� ŝŶ� ƚŚĞ�ŶŽƌƚŚ�
ŽĨ� �ŚŝŶĂ� ǁĞƌĞ� ŝŶ� �ĞŝũŝŶŐ͘� �ƌŝƐƚŽĐƌĂƟĐ�
ĨĂŵŝůŝĞƐ� ĂŶĚ� ƌŝĐŚ� ŵĞƌĐŚĂŶƚƐ� ŽǁŶĞĚ�
ƚŚĞƐĞ� ŐĂƌĚĞŶƐ͘� dŚĞǇ� ǁĞƌĞ� ƐŵĂůůĞƌ� ŝŶ�
ƐŝǌĞ� ďĞĐĂƵƐĞ� ŽĨ� ƚŚĞ� ůĂƌŐĞ� ƉŽƉƵůĂƟŽŶ�
ďƵƚ� ŶĂƚƵƌĂů� ďĞĂƵƚǇ� ƐƟůů� ƌĞŵĂŝŶĞĚ� ƚŚĞ�
ƚŚĞŵĞ͘�dŚĞ�ŐĂƌĚĞŶƐ�ǁĞƌĞ�ƉůĂŶƚĞĚ�ǁŝƚŚ�
ƚƌĞĞƐ͕�ďĂŵďŽŽƐ͕�ƐŚƌƵďƐ�ĂŶĚ�ŇŽǁĞƌƐ�ĂŶĚ�
ŚĂĚ� ĐŽƵŶƚůĞƐƐ� ƌĂƌĞ� ƐƚŽŶĞƐ͘� dŚĞ� ůĂŬĞƐ�
ĂŶĚ� ƌŽĐŬĞƌŝĞƐ� ǁĞƌĞ� ŵƵĐŚ� ƐŵĂůůĞƌ� ŝŶ�
ĂƌĞĂ� ĐŽŵƉĂƌĞĚ� ǁŝƚŚ� ŐĂƌĚĞŶƐ� ŽĨ� ƉƌĞǀŝ-
ŽƵƐ�ĞƌĂƐ͘�dŚĞ�ůĂǇŽƵƚ�ǁĂƐ�ĞǆƚƌĞŵĞůǇ�ǁĞůů�
ƚŚŽƵŐŚƚ�ŽƵƚ�ĂŶĚ�ďĂƐĞĚ�ŽŶ�ƐŝŵƉůĞ�ĐƌŝƚĞƌŝĂ�
ƚŚĂƚ�ŚĂĚ�ďŝŐ�ŝŶŇƵĞŶĐĞƐ�ŽŶ�ƚŚĞ�ĂƌĐŚŝƚĞĐ-
ƚƵƌĞ͘�dŚĞ� ůĂŬĞ�ǁĂƐ� ƐŝƚƵĂƚĞĚ� ŝŶ� ƚŚĞ�ĐĞŶ-
ƚƌĞ͕�ǁŝƚŚ� ƚŚĞ� ƌŽĐŬĞƌŝĞƐ� ƚŽ� ŝƚƐ�ŶŽƌƚŚ�ĂŶĚ�
ƚŚĞ�ďƵŝůĚŝŶŐƐ�ƚŽ� ŝƚƐ�ƐŽƵƚŚ͘�dŚŝƐ�ĞŶĂďůĞĚ�
Ăůů� ƚŚĞ� ƐĐĞŶĞƌǇ� ƚŽ� ďĞ� ĞŶũŽǇĞĚ� ĂŶĚ� Ăůů�
ƚŚĞ�ƉůĂŶƚƐ�ƚŽ�ƌĞĐĞŝǀĞ�ƐŽƵƚŚĞƌŶ�ůŝŐŚƚ͘�dŚĞ�
ƌŽĐŬĞƌŝĞƐ� ĐŽŶƐŝƐƚĞĚ� ŽĨ� ŐĞŶƚůĞ� ĐŽŶƚŽƵƌƐ�
ďƵŝůƚ�ǁŝƚŚ�Ă�ŵŝǆƚƵƌĞ�ŽĨ�ƐƚŽŶĞƐ�ĂŶĚ�ĞĂƌƚŚ�
ƚŽ�ĨĂĐŝůŝƚĂƚĞ�ƌŝŐŝĚŝƚǇ�ĂŶĚ�ƚŚĞ�ŝŶƐĞƌƟŽŶ�ŽĨ�
ƉůĂŶƚƐ͘�dŚĞ�ƐŵĂůů�ůĂŬĞƐ�ŚĂĚ�ŵĂŶǇ�ŶŽŽŬƐ�

ĂŶĚ�ĐƌĂŶŶŝĞƐ�ƚŽ�ŐŝǀĞ�Žī�ƚŚĞ�ŝŵƉƌĞƐƐŝŽŶ�
ƚŚĂƚ�ƚŚĞǇ�ǁĞƌĞ�ŶĂƚƵƌĂů͘��ůů�ŽĨ�ƚŚŝƐ�ŐƌĞĂƚůǇ�
ŝŶŇƵĞŶĐĞĚ� ĂŶĚ� ĂĚǀĂŶĐĞĚ� ƚŚĞ� ĂƌĐŚŝƚĞĐ-
ƚƵƌĞ�ŽĨ�ƚŚĞ�ďƵŝůĚŝŶŐƐ͘���ŚƵŐĞ�ǀĂƌŝĞƚǇ�ŽĨ�
ďƵŝůĚŝŶŐƐ�ǁĞƌĞ�ŶŽǁ�ďĞŝŶŐ�ďƵŝůƚ�ƐƵĐŚ�ĂƐ�
ǁĂƚĞƌƐŝĚĞ�ƉĂǀŝůŝŽŶƐ͕�ŚĂůůƐ͕�ƐƚƵĚŝŽƐ͕�ŐƵĞƐƚ�
ŚŽƵƐĞƐ͕� ƐƚŽƌŝĞĚ� ďƵŝůĚŝŶŐƐ͕� ƚĞƌƌĂĐĞƐ� ĂŶĚ�
ƌŽŽĨĞĚ� ǁĂůŬǁĂǇƐ͘� dŚĞ� ďŝŶĚŝŶŐ� ŽĨ� ůĂŶĚ-
ƐĐĂƉĞ�ĂƌĐŚŝƚĞĐƚƵƌĞ�ĂŶĚ�ƚŚĞ�ĂƌĐŚŝƚĞĐƚƵƌĞ�
ŽĨ� ƚŚĞ�ďƵŝůĚŝŶŐƐ�ďĞĐĂŵĞ�ǀĞƌǇ�ĂƉƉĂƌĞŶƚ�
ǁŝƚŚ� ƚƌĂŶƐŝƟŽŶĂů� ƐƉĂĐĞƐ�ƐƵĐŚ�ĂƐ� ƌŽŽĨĞĚ�
ǁĂůŬǁĂǇƐ�ĂŶĚ�ĞǆƚĞƌŝŽƌ�ƐƚŽŶĞ�ƚĂďůĞƐ�ĂŶĚ�
stools.

WƌŝǀĂƚĞ�ŐĂƌĚĞŶƐ�ǁĞƌĞ�ĐŽŵŵŽŶůǇ�ůŽ-
ĐĂƚĞĚ�ƚŽ�ƚŚĞ�ƌĞĂƌ�Žƌ�ƚŚĞ�ƐŝĚĞ�ŽĨ�ƚŚĞ�ůŝǀŝŶŐ�
ƋƵĂƌƚĞƌƐ͘� /Ŷ� ĨĞƵĚĂů� ƐŽĐŝĞƚǇ͕ � ƚŚĞ� ĨĞŵĂůĞ�
ůŝǀŝŶŐ�ƋƵĂƌƚĞƌƐ�ǁĞƌĞ�ůŽĐĂƚĞĚ�ŝŶ�ƚŚĞ�ŝŶŶĞƌ�
ŵŽƐƚ� ĐŽƵƌƚǇĂƌĚƐ� ŽĨ� ƚŚĞ� ƌĞƐŝĚĞŶĐĞ� ĂŶĚ�
ƐŽ� ŝƚ�ǁĂƐ�ŵŽƌĞ�ĐŽŶǀĞŶŝĞŶƚ� ƚŽ�ŚĂǀĞ� ƚŚĞ�
ŐĂƌĚĞŶƐ� Ăƚ� ƚŚĞ� ďĂĐŬ͘� /Ŷ� ĂŶĐŝĞŶƚ� ƟŵĞƐ�

Storied Chinese Building.



ƉĞŽƉůĞ� ĚŝĚŶ͛ƚ� ŚĂǀĞ� Ă� ƐĐŝĞŶƟĮĐ� ĐŽŶĐĞƉƚ�
ŽĨ�ƐƉĂĐĞ͕�ďƵƚ�ǁŚĞŶ�ƚŚĞ��ŚŝŶĞƐĞ�ďƵŝůƚ�ŝŶ�
ƚŚĞ�ǁĂǇ�ƚŚĂƚ�ƉĂŝŶƟŶŐƐ�ǁĞƌĞ�ƉĂŝŶƚĞĚ�Žƌ�
ĞƐƐĂǇƐ� ǁƌŝƩĞŶ͕� ƚŚĞ� ƌĞƐƵůƚƐ� ǁĞƌĞ� ƐƉĞĐ-
ƚĂĐƵůĂƌ͘ �WƌŝǀĂƚĞ�ŐĂƌĚĞŶƐ�ǁĞƌĞ�ďƌŽŬĞŶ�ƵƉ�
ŝŶƚŽ�Ă�ƐĞƌŝĞƐ�ŽĨ� ƐƉĂƟĂů�ƵŶŝƚƐ͕�ĞĂĐŚ�ǁŝƚŚ�
ƚŚĞŝƌ�ŽǁŶ�ĨƵŶĐƟŽŶƐ�ĂŶĚ�ĐŚĂƌĂĐƚĞƌŝƐƟĐƐ͘�
dŚĞǇ�ǁĞƌĞ�ĚŝǀŝĚĞĚ�ƵƐŝŶŐ�ƚƌĞĞƐ͕�ŇŽǁĞƌƐ͕�
ƐƚŽŶĞƐ͕� ďƵŝůĚŝŶŐƐ� Žƌ� ǁĂůůƐ͘� KŶ� ƚŚĞ� ŽŶĞ�
ŚĂŶĚ� ƚŚĞƐĞ� ͞ĚŝǀŝĚĞƌƐ͟� ĐƌĞĂƚĞĚ�Ă� ƐƉĂƟĂů�
ĚŝǀŝƐŝŽŶ� ďƵƚ� ŽŶ� ƚŚĞ� ŽƚŚĞƌ� ŚĂŶĚ͕� ƚŚĞǇ�
ƉƌŽǀŝĚĞĚ� Ă� ƐƉĂƟĂů� ůŝŶŬĂŐĞ͘� dŚĞǇ� ĐŽŶ-
ĐĞĂůĞĚ� ĂŶĚ� ŽƉĞŶĞĚ� Ă� ǀĂƌŝĞƚǇ� ŽĨ� ǀŝĞǁƐ�
ƚŚĂƚ�ǁŽƵůĚ�ĞŶƟĐĞ�ĂŶĚ�ŝŶǀŝƚĞ�ƉĞŽƉůĞ�ŝŶƚŽ�
ŽƚŚĞƌ� ƉĂƌƚƐ� ŽĨ� ƚŚĞ� ŐĂƌĚĞŶ͘� dŚŝƐ� ͞Ăƌƚ� ŽĨ�
ĐŽŶĐĞĂůŵĞŶƚ͟� ǁĂƐ� ŽŌĞŶ� ƵƐĞĚ� ŝŶ� ďŽƚŚ�
ƚŚĞ�ĂƌĐŚŝƚĞĐƚƵƌĞ�ĂŶĚ�ůĂŶĚƐĐĂƉĞ�ĂƌĐŚŝƚĞĐ-
ƚƵƌĞ�ŽĨ� ƚŚĞƐĞ�ŐĂƌĚĞŶƐ͘��ĞƚǁĞĞŶ�ƐƉĂĐĞƐ�
ƚŚĞƌĞ�ǁĞƌĞ�ŽŌĞŶ�ŶŽ�ŵŽƌĞ�ƚŚĂŶ�ŐůŝŵƉƐĞƐ�
ŽĨ�ŽƚŚĞƌ�ƐƉĂĐĞƐ͘�dŚŝƐ͕�ŚŽǁĞǀĞƌ͕ �ĂƌŽƐĞ�ƚŚĞ�
ŝŵĂŐŝŶĂƟŽŶ� ĂŶĚ� ĐƵƌŝŽƐŝƚǇ� ŽĨ� ƚŚĞ� ŽĐĐƵ-
ƉŝĞƌ͘ �dŚŝƐ�ĂīĞĐƚ�ǁĂƐ�ŽŌĞŶ�ƌĞĂůŝƐĞĚ�ƵƐŝŶŐ�
ƉĞƌĨŽƌĂƚĞĚ�Žƌ�ŇŽǁĞƌǇ�ǁŝŶĚŽǁƐ͖�ŵĂǇďĞ�
ĚĞĐŽƌĂƚĞĚ�ǁŝƚŚ�ůĂƫĐĞǁŽƌŬ�Žƌ�ƚƌĂĐĞƌǇ�Žƌ�
moon or vase shaped doors.

dŚĞ�ďŽƌƌŽǁŝŶŐ�ŽĨ�ƐĐĞŶĞƌǇ�ŝƐ�ŽŶĞ�ŽĨ�
ƚŚĞ�ŵŽƐƚ� ŝŵƉŽƌƚĂŶƚ� ĂƌƟƐƟĐ� ƚĞĐŚŶŝƋƵĞƐ�
ŝŶ��ŚŝŶĞƐĞ�ŐĂƌĚĞŶƐ͘�sŝĞǁƐ�ĐŽƵůĚ�ďĞ�ďŽƌ-
ƌŽǁĞĚ� ĨƌŽŵ� ĂĨĂƌ͕ � ŶĞĂƌďǇ͕ � ĂďŽǀĞ� Žƌ� ďĞ-
ůŽǁ͘��Ɛ�ǁĞůů�ĂƐ�ƐĐĞŶĞƌǇ�ďĞŝŶŐ�ďŽƌƌŽǁĞĚ͕�
ƐŽƵŶĚƐ�ĐŽůŽƵƌƐ�ĂŶĚ�ĨƌĂŐƌĂŶĐĞƐ�ĐŽƵůĚ�ďĞ�
ƵƐĞĚ� ŝŶ�ŵĂŶǇ�ǁĂǇƐ͘�dŚĞ�ƐŽƵŶĚ�ŽĨ�ďĞůůƐ�
ĨƌŽŵ� ĚŝƐƚĂŶƚ� ƚĞŵƉůĞƐ� ĐŽƵůĚ� ďĞ� ĐŚĂŶ-
ŶĞůůĞĚ�ƚŽ�Ă�ƉĂƌƟĐƵůĂƌ�ƐƉŽƚ�ŝŶ�ƚŚĞ�ŐĂƌĚĞŶ͘�
dŚĞ� ƐŽƵŶĚ� ŽĨ� ƌƵŶŶŝŶŐ� ǁĂƚĞƌ� ĂŶĚ� ƐŝŶŐ-
ŝŶŐ�ďŝƌĚƐ�ĂƌĞ�ďŽƚŚ�ǀĞƌǇ�ƐŽŽƚŚŝŶŐ�ƚŽ�ƚŚĞ�
ŵŝŶĚ͘��ŽůŽƵƌƐ�ĂƌĞ�ĂďƵŶĚĂŶƚ� ŝŶ��ŚŝŶĞƐĞ�
ŐĂƌĚĞŶƐ͘�DŽŽŶůŝŐŚƚ�ĐŽƵůĚ�ďĞ�ďŽƌƌŽǁĞĚ�
ƚŽ�ĞŶŚĂŶĐĞ�Ă�ƐĐĞŶŝĐ�ƐƉŽƚ͘�KƚŚĞƌ͕ �ƐĞĂƐŽŶ-
Ăů�ĐŽůŽƵƌƐ�ŝŶĐůƵĚĞ�ŵĂŶǇ�ƐŚĂĚĞƐ�ŽĨ�ŐƌĞĞŶ�
ĂŶĚ� ĐƌŝŵƐŽŶ� ƚƌĞĞƐ� ĂŶĚ� ƉŝŶŬ� ĂŶĚ�ǁŚŝƚĞ�
ďůŽƐƐŽŵŝŶŐ� ŇŽǁĞƌƐ͘� �ŽƌƌŽǁŝŶŐ� ĨƌĂ-
ŐƌĂŶĐĞƐ�ƚŚƌŽƵŐŚ�ŽƉĞŶŝŶŐƐ�ĂŶĚ�ǁĂůŬǁĂǇƐ�
ŝƐ�Ă�ŐƌĞĂƚ�ǁĂǇ�ŽĨ�ďƌĞĂŬŝŶŐ�ƚŚĞ�ďŽƵŶĚĂƌǇ�
ďĞƚǁĞĞŶ�ŝŶƐŝĚĞ�ĂŶĚ�ŽƵƚƐŝĚĞ͘

�ƵŝůĚŝŶŐƐ�ŝŶ�ƉƌŝǀĂƚĞ��ŚŝŶĞƐĞ�ŐĂƌĚĞŶƐ�
ǁĞƌĞ�ŶŽƚ�ƐƚƌŝĐƚůǇ�ĐŽŶĮŶĞĚ�ƚŽ�ƚƌĂĚŝƟŽŶĂů�
ƌĞŐƵůĂƟŽŶƐ�ůŝŬĞ�ƚŚĞ�ƚƌĂĚŝƟŽŶĂů�ďƵŝůĚŝŶŐƐ�
ĞůƐĞǁŚĞƌĞ�ĂŶĚ�ƚŚĞƌĞĨŽƌĞ�ƚŚĞƌĞ�ŝƐ�Ă�ůĂƌŐĞ�
ǀĂƌŝĞƚǇ� ŽĨ� ĨŽƌŵ� ĂŶĚ� ƐƚǇůĞ͘� dŚĞ� ƌŽŽĨƐ� ŽĨ�
ƚŚĞƐĞ� ďƵŝůĚŝŶŐƐ� ǁĞƌĞ� ƉĂƌƟĐƵůĂƌůǇ� ĨĂƐĐŝ-
ŶĂƟŶŐ͘� dŚĞ� ĐŽƌŶĞƌƐ� ŽĨ� ƚŚĞ� ĞĂǀĞƐ� ǁĞƌĞ�
ŽŌĞŶ� ƚƵƌŶĞĚ�ƵƉ� ƐŽ� ŚŝŐŚ� ƚŚĂƚ͕� ƚŽŐĞƚŚĞƌ�
ǁŝƚŚ�ƚŚĞ�ƚƌĞĞƐ�ƚŚĞǇ�ƉĞƌĨŽƌŵĞĚ�Ă�ďĞĂƵƟ-
ĨƵů�ƐŬǇůŝŶĞ͘�dŚĞ�ďƵŝůĚŝŶŐƐ�ŚĂĚ�ƚǁŽ�ĨƵŶĐ-
ƟŽŶƐ͗� ƚŚĞǇ� ƐĂƟƐĮĞĚ� ƚŚĞ� ŶĞĞĚƐ� ŽĨ� ƚŚĞŝƌ�
ŽĐĐƵƉĂŶƚƐ� ǁŚŝůĞ� ĂůƐŽ� ĂĚĚŝŶŐ� ƚŽ� ƚŚĞ�
ƐĐĞŶĞƌǇ� ŽĨ� ƚŚĞ� ŐĂƌĚĞŶ͘� ͞>ŽƵ͟� Žƌ� ͞ŐĞ͟�
ďƵŝůĚŝŶŐƐ� ǁĞƌĞ� ďƵŝůĚŝŶŐƐ� ŽĨ� ŵŽƌĞ� ƚŚĂŶ�
ŽŶĞ� ƐƚŽƌĞǇ� ŝŶ� ŚĞŝŐŚƚ͘� dŚĞǇ� ĂƌĞ� ŐĞŶĞƌ-
ĂůůǇ� ƉůĂĐĞĚ� Ăƚ� ƚŚĞ� ƉĞƌŝƉŚĞƌǇ� ƐŽ� ĂƐ� ƚŽ�
ŶŽƚ�ŽďƐƚƌƵĐƚ�ƚŚĞ�ƐƉĂƟĂů�ŝŶƚĞŐƌŝƚǇ�ŽĨ�ƚŚĞ�
ŐĂƌĚĞŶ͘� dŚĞǇ� ǁĞƌĞ� ĂůƐŽ� ƵƐĞĚ� ĨŽƌ� ƉĂŶ-
ŽƌĂŵŝĐ�ǀŝĞǁƐ�ĂŶĚ�ĞŶũŽǇŝŶŐ� ƚŚĞ�ƐĐĞŶĞƌǇ�
ŝŶ�ƚŚĞ�ĚŝƐƚĂŶĐĞ͘�dŚĞ�͞ƟŶŐ͟�Žƌ�ƉĂǀŝůŝŽŶ�ŝƐ�
ƚŚĞ�ŵŽƐƚ� ŝŵƉŽƌƚĂŶƚ� ƚǇƉĞ�ŽĨ�ďƵŝůĚŝŶŐ� ŝŶ�
ƚŚĞ��ŚŝŶĞƐĞ�ŐĂƌĚĞŶ͘�dŚĞǇ�ĂƌĞ�ŐĞŶĞƌĂůůǇ�

Flowery windows arousing curiousity.



ŽƉĞŶ�ŽŶ�Ăůů�ƐŝĚĞƐ�ďƵƚ�ĐĂŶ�ďĞ�ĐŽŶƐƚƌƵĐƚĞĚ�
ŽĨ� ƉƌĂĐƟĐĂůůǇ� ĂŶǇ� ƐŚĂƉĞ� ŝŶ� ƉůĂŶ͘� dŚĞǇ�
ďĞĐŽŵĞ� ŐƌĞĂƚ� ͞ǁŝŶĚŽǁƐ͟� ĨƌŽŵ� ǁŚŝĐŚ�
ƚŽ�ǀŝĞǁ�ƚŚĞ�ŐĂƌĚĞŶƐ�ĨƌŽŵ�ďƵƚ�ĂƌĞ�ĂůǁĂǇƐ�
ŝŶ�ƉĞƌĨĞĐƚ�ŚĂƌŵŽŶǇ�ǁŝƚŚ� ƚŚĞ� ƐƵƌƌŽƵŶĚ-
ŝŶŐ� ĞŶǀŝƌŽŶŵĞŶƚ͘� DĂŶǇ� ƉĂǀŝůŝŽŶƐ� ŚĂĚ�
ĨƵůů�ůĞŶŐƚŚ�ĚŽŽƌƐ�Žƌ�ǁŝŶĚŽǁƐ�ƚŚĂƚ�ĐŽƵůĚ�
ďĞ� ĚŝƐŵĂŶƚůĞĚ� ŝŶ� ƚŚĞ� ƐƵŵŵĞƌ� ƟŵĞ͕� ƚŽ�
ďƌĞĂŬ�ƚŚĞ�ďĂƌƌŝĞƌ�ďĞƚǁĞĞŶ�ďƵŝůĚŝŶŐ�ĂŶĚ�
ůĂŶĚƐĐĂƉĞ͕� ĂŶĚ� ƌĞŝŶƐƚĂůůĞĚ� ŝŶ� ƚŚĞ� ĐŽůĚ�
ƐĞĂƐŽŶ�ǁŚĞŶ�ŶĞĐĞƐƐĂƌǇ͘�

�ƵŝůĚŝŶŐƐ�ĂŶĚ�ǁĂůůƐ�ŝŶ�ŐĂƌĚĞŶƐ�ǁĞƌĞ�
ŽŌĞŶ�ƵƐĞĚ�ĂƐ�ďĂĐŬŐƌŽƵŶĚƐ͘�>ŝŬĞ�ƚŚĞ�ƉĂ-
ƉĞƌ�ŝŶ�ůĂŶĚƐĐĂƉĞ�ƉĂŝŶƟŶŐƐ͕�ǁŚŝƚĞǁĂƐŚĞĚ�
ǁĂůůƐ� ŽŌĞŶ� ďĞĐĂŵĞ� Ă� ďĂĐŬŐƌŽƵŶĚ� ĨŽƌ�
ǁŚŝĐŚ�ƚƌĞĞƐ͕�ŇŽǁĞƌƐ�ĂŶĚ�ƌŽĐŬĞƌŝĞƐ�ĐŽƵůĚ�
ďĞ� ĂƌƌĂŶŐĞĚ� ƚŽ� ŵĂŬĞ� ƵƉ� ƉŝĐƚƵƌĞ� ůŝŬĞ�
ƐĐĞŶĞƐ͘�dŚĞ�ǁĂůůƐ�ǁĞƌĞ�ŽŌĞŶ�ƉŝĞƌĐĞĚ�ďǇ�
ŽƉĞŶ�ƚƌĂĐĞƌǇ�ǁŝŶĚŽǁƐ�ĂŶĚ�ĚŽŽƌƐ͘�dŚĞǇ�
ďƌŽŬĞ� ƚŚĞ� ŵŽŶŽƚŽŶǇ� ǁŚŝůĞ� ĂĚĚŝŶŐ� ĂŶ-
ŽƚŚĞƌ�ůĂǇĞƌ�ŽĨ�ŝŶƚĞƌĞƐƚ�ƚŽ�ƚŚĞ�ƐĐĞŶĞƌǇ�ŝŶ�
the garden. 

�ƌŝĚŐĞƐ� ƉůĂǇĞĚ� ĂŶ� ŝŵƉŽƌƚĂŶƚ� ƌŽůĞ�
ŝŶ� �ŚŝŶĞƐĞ� ŐĂƌĚĞŶ� ĂƌĐŚŝƚĞĐƚƵƌĞ͘� dŚĞǇ͕ �
ŽĨ�ĐŽƵƌƐĞ͕�ǁĞƌĞ�ƵƐĞĚ�ƚŽ�ĐƌŽƐƐ�ǁĂƚĞƌ�ďƵƚ�
ŚĂĚ�ŵĂŶǇ� ůĞƐƐ� ŽďǀŝŽƵƐ� ƵƐĞƐ� ƚŽŽ͘� dŚĞǇ�
ĐĂƐƚĞĚ� ĨĂƐĐŝŶĂƟŶŐ� ƌĞŇĞĐƟŽŶƐ� ŽŶƚŽ� ƚŚĞ�
ǁĂƚĞƌ�ĂŶĚ�ŵĂĚĞ�ƚŚĞ�ǁĂƚĞƌ�ůŽŽŬ�ĚĞĞƉĞƌ͘ �

DĂŶǇ�ǌŝŐǌĂŐ�ďƌŝĚŐĞƐ�ǁĞƌĞ�ƵƐĞĚ�ƚŽ�ĨŽƌĐĞ�
ŝƚƐ�ŽĐĐƵƉĂŶƚƐ�ƚŽ�ĐŚĂŶŐĞ�ĚŝƌĞĐƟŽŶ͕�ĐƌĞĂƚ-
ŝŶŐ�ƚŚĞ�ŝůůƵƐŝŽŶ�ƚŚĂƚ�ƚŚĞ�ǁĂƚĞƌ�ƐƵƌĨĂĐĞ�ŝƐ�
ŵƵĐŚ�ůĂƌŐĞƌ�ƚŚĂŶ�ŝƚ�ĂĐƚƵĂůůǇ�ŝƐ͘

WůĂŶƚƐ� ŽďǀŝŽƵƐůǇ� ƉůĂǇ� Ă� ůĂƌŐĞ� ƌŽůĞ�
ŝŶ� ŐĂƌĚĞŶƐ� Ăůů� ŽǀĞƌ� ƚŚĞ� ǁŽƌůĚ͘� /Ŷ� �Śŝ-
ŶĞƐĞ�ŐĂƌĚĞŶƐ�ƚŚĞǇ�ǁĞƌĞ�ŝŵƉŽƌƚĂŶƚ�ƚŽŽ͕�
however not as prominent as one might 
ĞǆƉĞĐƚ͘�dŚĞǇ�ǁĞƌĞ�ŽŌĞŶ�ŝŶƚĞŐƌĂƚĞĚ�ǁŝƚŚ�
ƚŚĞ�ďƵŝůĚŝŶŐƐ� ŝŶƚŽ�ƚŚĞ�͞ƐĐĞŶĞ͟�ŽĨ�Ă��Śŝ-
ŶĞƐĞ� ŐĂƌĚĞŶ͘� �ǁĂƌĨ� ƐŚƌƵďƐ� ĂŶĚ� ƚƌĞĞƐ�
ǁĞƌĞ�ŽŌĞŶ�ƵƐĞĚ� ƚŽ�ŵĂŬĞ� ƚŚĞ� ƌŽĐŬĞƌŝĞƐ�
ĂŶĚ� ŵŽƵŶĚƐ� ĨĞĞů� ďŝŐŐĞƌ͕ � ůŝŬĞ� Ă� ƐĐĞŶĞ�
ĨƌŽŵ�ƚŚĞ�ǁŝůĚ͘�WůĂŶƚƐ�ŚŽǁĞǀĞƌ�ŚĂǀĞ�ƚŚĂƚ�
ƵŶŝƋƵĞ�ƋƵĂůŝƚǇ�ŽĨ�ƌĞŇĞĐƟŶŐ�ƚŚĞ�ƐĞĂƐŽŶƐ�
ƚŚƌŽƵŐŚ�ďůŽƐƐŽŵƐ͕�ĐŽůŽƵƌ�ĐŚĂŶŐĞƐ͕�ĨƌƵŝƚƐ�
ĂŶĚ�ůĞĂǀĞƐ͘��ǀĞŶ�ƚŚŽƵŐŚ��ŚŝŶĞƐĞ�ŐĂƌĚĞŶƐ�
ŚĂĚ�Ă�ůŽƚ�ŽĨ�ďƵŝůƚ�ĞůĞŵĞŶƚƐ�ŝŶ�ƐƵĐŚ�Ă�ƐŵĂůů�
ĂƌĞĂ͕�ƚŚĞǇ�Ăůů�ƚŽŽŬ�ƉƌŝĚĞ�ŝŶ�ŚĂǀŝŶŐ�Ă�ŐƌĞĂƚ�
ǀĂƌŝĞƚǇ�ŽĨ�ƉůĂŶƚƐ͘�dƌĞĞƐ�ƐƵĐŚ�ĂƐ�ůĂĐĞďĂƌŬ�
ƉŝŶĞƐ͕� ƉŝŶĞƐ͕� ĐǇƉƌĞƐƐĞƐ͕� ŵĂƉůĞƐ͕� ƉŚŽĞ-
Ŷŝǆ�ƚƌĞĞƐ�ĂŶĚ�ŐŝŶŬŐŽ�ƚƌĞĞƐ�ǁĞƌĞ�ƉůĂŶƚĞĚ�
ďǇ�ƚŚĞ�ƐŝĚĞ�ŽĨ�ƚŚĞ�ůĂŬĞƐ͕�ŽŶ�ƚŚĞ�ƐůŽƉĞ�ŽĨ�
ƚŚĞ�ŚŝůůƐ�ĂŶĚ� ŝŶ�ƚŚĞ�ĐŽƵƌƚǇĂƌĚƐ͘�&ůŽǁĞƌƐ�
ŽĨ�Ăůů� ƐŽƌƚƐ�ǁĞƌĞ�ƉůĂŶƚĞĚ� ŝŶ� ƚŚĞ� ƌŽĐŬĞƌ-
ŝĞƐ� ĂŶĚ� ƚŚĞ� ƉŽŶĚƐ͘� dŚĞƌĞ� ǁĞƌĞ� ƉůƵŵƐ͕�
ƉĞĂĐŚĞƐ�ĂŶĚ�ƉĞŽŶŝĞƐ�ďůŽƐƐŽŵŝŶŐ�ŝŶ�ƚŚĞ�
ƐƉƌŝŶŐ͕� ůŽƚƵƐ� ŇŽǁĞƌƐ͕� ƉŽŵĞŐƌĂŶĂƚĞƐ͕�
ůŝůŝĞƐ� ĂŶĚ�ŵǇƌƚůĞƐ� ŝŶ� ƚŚĞ� ƐƵŵŵĞƌ͕ � ĐŚƌǇ-
ƐĂŶƚŚĞŵƵŵƐ�ĂŶĚ�ŽƐŵĂŶƚŚƵƐ�ŝŶ�ƚŚĞ�ĂƵ-
ƚƵŵŶ�ĂŶĚ�ǁŝŶƚĞƌ�ũĂƐŵŝŶĞ�ŝŶ�ƚŚĞ�ǁŝŶƚĞƌ͘ �
dŚĞ� ƚƌĞĞƐ� ĂŶĚ�ŇŽǁĞƌƐ�ǁĞƌĞ�ƉůĂŶƚĞĚ� ƚŽ�
ůŽŽŬ�ŶĂƚƵƌĂů�ĂŶĚ�ƚŽ�ŚĂƌŵŽŶŝƐĞ�ǁŝƚŚ�ƚŚĞ�
ƌŽĐŬƐ� ĂŶĚ� ďƵŝůĚŝŶŐƐ͘� �ǀĞŶ� ƚŚŽƵŐŚ� ƚŚĞǇ�
ǁĞƌĞ�ŶĞǀĞƌ�ƉůĂŶƚĞĚ� ŝŶ�Ă�ĨŽƌŵĂů�ĨĂƐŚŝŽŶ�
ƚŚĞǇ� ǁĞƌĞ� ƉůĂŶŶĞĚ͘� tĞĞƉŝŶŐ� ǁŝůůŽǁƐ�
ǁĞƌĞ�ƉůĂŶƚĞĚ�ďǇ�ƚŚĞ�ǁĂƚĞƌ�ďĞĐĂƵƐĞ�ƚŚĞǇ�
ƚŚƌŝǀĞ� ŝŶ� ǁĞƚ� ŐƌŽƵŶĚ� ĂŶĚ� ƚŚĞǇ� ĐŽƵůĚ�
ƚŽƵĐŚ�ƚŚĞ�ǁĂƚĞƌ�ǁĞĞƉŝŶŐ�ŵŽƌĞ�ĚƌĂŵĂƟ-
ĐĂůůǇ͘��ĂŵďŽŽƐ�ǁĞƌĞ�ƉůĂŶƚĞĚ�ŝŶ�ĨƌŽŶƚ�ŽĨ�
the windows to provide shading while 
ƉůƵŵ�ƚƌĞĞƐ�ǁĞƌĞ�ƉůĂŶƚĞĚ�ŝŶ�ƚŚĞ�ŽƵƚƐŬŝƌƚƐ�

Winding Bridge



ŽĨ�ƚŚĞ�ƉůŽƚ�ƚŽ�ŐĂŝŶ�ƚŚĞ�ŵŽƐƚ�ƐƵŶ͘�WůĂŶƚƐ�
ǁĞƌĞ� ĂůƐŽ�ƉůĂŶƚĞĚ� ƚŽŐĞƚŚĞƌ�ďĞĐĂƵƐĞ�ŽĨ�
ƚŚĞŝƌ�ĐŽŶƚƌĂƐƟŶŐ�ƋƵĂůŝƟĞƐ͘�&Žƌ�ĞǆĂŵƉůĞ�

ƚĂůů�ƐƚƵƌĚǇ�ƉŝŶĞƐ�ĐƌĞĂƚĞ�Ă�ŐƌĞĂƚ�ĐŽŶƚƌĂƐƚ�
ǁŝƚŚ�ƐůĞŶĚĞƌ�ďĂŵďŽŽ͕�ǁŚŝůĞ�ƉŝŶŬ�ƉĞĂĐŚ�
ďůŽƐƐŽŵ�ĐŽŶƚƌĂƐƚ�ƚŚĞ�ůĂƌŐĞ�ŐƌĞĞŶ�ůĞĂǀĞƐ�
ŽĨ�ƚŚĞ�ďĂŶĂŶĂ�ƉůĂŶƚƐ͘

/�ƚŚŝŶŬ� ŝƚ� ŝƐ�ĐůĞĂƌ�ƚŚĂƚ��ŚŝŶĞƐĞ�ƉĞŽ-
ƉůĞ�ƚĂŬĞ�ŐƌĞĂƚ�ƉƌŝĚĞ�ŝŶ�ƚŚĞŝƌ�ŐĂƌĚĞŶƐ�ĂŶĚ�
ďĞĐĂƵƐĞ� ŽĨ� ƚŚŝƐ� ƚŚĞŝƌ� ĂƌĐŚŝƚĞĐƚƵƌĞ� ŚĂƐ�
ďĞĞŶ�ĂīĞĐƚĞĚ͘�dŚĞŝƌ�ůŽǀĞ�ŽĨ�ǀŝĞǁŝŶŐ�ƚŚĞ�
ŶĂƚƵƌĂů�ďĞĂƵƚǇ�ŽĨ�ƚŚĞ�ǁŝůĚĞƌŶĞƐƐ�ďĞŐĂŶ�
ǁŝƚŚ� ŚĂŶŐŝŶŐ� ƉĂŝŶƟŶŐƐ� ŝŶ� ƚŚĞŝƌ� ŚŽƵƐĞƐ�
ďƵƚ� ƐŽŽŶ� ƚŚĞǇ� ďĞŐĂŶ� ƚŽ� ďƵŝůĚ� ƉĞƌƐŽŶĂů�
ůĂŶĚƐĐĂƉĞƐ� ƚŽ� ƐŝŵƵůĂƚĞ� ƚŚĞƐĞ� ŶĂƚƵƌĂů�
ƐĐĞŶĞƐ͘� dŚĞ� ĂƌĐŚŝƚĞĐƚƵƌĞ� ƚŚĞŶ� ďĞĐĂŵĞ�
ĂďŽƵƚ�ǀŝĞǁŝŶŐ�ƚŚĞƐĞ�ƐĐĞŶĞƐ�ĂŶĚ�ďƌĞĂŬ-
ŝŶŐ� ĚŽǁŶ� ƚŚĞ� ďĂƌƌŝĞƌƐ� ďĞƚǁĞĞŶ� ŝŶƐŝĚĞ�
ĂŶĚ�ŽƵƚƐŝĚĞ͘��ůƐŽ͕�ďĞĐĂƵƐĞ�ƚŚĞ�ďƵŝůĚŝŶŐƐ�
ǁĞƌĞ�ƐĞĞŶ�ƚŽ�ďĞ�͞ŐĂƌĚĞŶ�ďƵŝůĚŝŶŐƐ͟�ƚŚĞǇ�
ǁĞƌĞŶ͛ƚ� ĐŽŶĮŶĞĚ� ƚŽ� ƚƌĂĚŝƟŽŶĂů� ƌĞŐƵůĂ-
ƟŽŶƐ�ĂŶĚ�ƚŚĞƌĞĨŽƌĞ�ƚŚĞǇ�ǁĞƌĞ�ŵŽƌĞ�Ğǆ-
ƉĞƌŝŵĞŶƚĂů͘�dŚĞ�ƉŽƐŝƟŽŶŝŶŐ�ĂŶĚ�ƐƚǇůĞ�ŽĨ�

Weeping willow over hanging a lake.

ƚŚĞ�ďƵŝůĚŝŶŐƐ�ǁĞƌĞ�ŐƌĞĂƚůǇ�ĐŽŶƚƌŽůůĞĚ�ďǇ�
ƚŚĞ�ĂƌĐŚŝƚĞĐƚƵƌĞ�ŽĨ�ƚŚĞ�ůĂŶĚƐĐĂƉĞ͘�



japanese
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architecture

dŚĞ�:ĂƉĂŶĞƐĞ�ǁŽƌĚ�͞ŶŝǁĂ͟�ŝƐ�ƐƉĞĐŝĂů�
ďĞĐĂƵƐĞ�ŽĨ� ŝƚƐ�ĚŽƵďůĞ�ŵĞĂŶŝŶŐ�ĂƐ�ďŽƚŚ�
͞ŐĂƌĚĞŶ͟� ĂŶĚ� ͞ƉůĂĐĞ͘͟ � dŚŝƐ� ǁŽƵůĚ� ĚĞ-
ŶŽƚĞ� ƚŽ�ŵĞ�ƚŚĂƚ� ƚŚĞ� :ĂƉĂŶĞƐĞ�ĐŽŶƐŝĚĞƌ�
ƚŚĞŝƌ� ŐĂƌĚĞŶ� ƚŽ� ďĞ� ŵŽƌĞ� ƚŚĂŶ� ũƵƐƚ� ĂŶ�
ĂƌĞĂ�ƚŽ�ĐƵůƟǀĂƚĞ�Ă� ĨĞǁ�ŚĞƌďƐ�Žƌ�ŚĂǀĞ�Ă�
ŶŝĐĞ�ŐƌĞĞŶ�ůĂǁŶ͘�dŽ�ƚŚĞŵ�ŝƚ� ŝƐ�Ă�ƐƉĞĐŝĂů�
ƉůĂĐĞ� ĂŶĚ� ĂŶ� ŝŶĚŝŐĞŶŽƵƐ� ƉĂƌƚ� ŽĨ� ƚŚĞŝƌ�
ůŝǀĞƐ͘�dŚĞǇ�ďĞůŝĞǀĞ�ƚŚĂƚ�ƚŚĞ�ŵŽƌĞ�ǇŽƵ�ƉƵƚ�
ŝŶƚŽ�ƚŚĞ�ŐĂƌĚĞŶ͕�ŝŶ�ƚĞƌŵƐ�ŽĨ�ůĂďŽƵƌ�ĂŶĚ�
ŬŶŽǁůĞĚŐĞ͕�ƚŚĞ�ŵŽƌĞ�ƚŚĞ�ŐĂƌĚĞŶ�ǁŝůů�ƌĞ-
ƚƵƌŶ�ƚŽ�ǇŽƵ�ŝŶ�ƉĞƌƐŽŶĂů�ƐĂƟƐĨĂĐƟŽŶ͘

&ĞŶĐĞƐ�ƉůĂǇ�Ă�ůĂƌŐĞ�ƌŽůĞ�ŝŶ�ƚŚĞ�:ĂƉĂ-
ŶĞƐĞ�ŐĂƌĚĞŶ͘�dŚĞǇ�ĐŽŶƚƌŽů�ƚŚĞ�ďŽƵŶĚĂƌ-
ŝĞƐ�ĂŶĚ�ƌŽƵƚĞƐ�ǀŝĂ�ǁŚŝĐŚ�ƚŚĞ�ŽĐĐƵƉĂŶƚƐ�
ŵŽǀĞ͘� dŚĞǇ� ĂƌĞ͕� ŚŽǁĞǀĞƌ͕ � ƵŶŽďƚƌƵƐŝǀĞ�
ŝŶ�ƚŚĞ�ǁĂǇ�ƚŚĞǇ�ĂƌĞ�ƵƐƵĂůůǇ�ůŽǁ͕�ŚƵŐŐĞĚ�
ďǇ�ƉůĂŶƚƐ�ĂŶĚ�ŽŌĞŶ�ŵĂĚĞ�ŽĨ�ƵŶƚƌĞĂƚĞĚ�
ƌĂǁ� ǁŽŽĚ� ĂŶĚ� ďĂŵďŽŽƐ͘� /Ŷ� ƚŚŝƐ� ǁĂǇ͕ �
ƚŚƌŽƵŐŚŽƵƚ� :ĂƉĂŶĞƐĞ� ŐĂƌĚĞŶƐ͕� ƐƚƌŽŶŐ�
ĞīŽƌƚƐ�ĂƌĞ�ŵĂĚĞ�ƚŽ�ŶĂƚƵƌĂůŝƐĞ�ĂŶĚ�ŚĂƌ-
ŵŽŶŝƐĞ� Ăůů� ĂƐƉĞĐƚƐ� ŽĨ� ĐŽŶƐƚƌƵĐƟŽŶ� ĂŶĚ�
ƉůĂŶƚĂƟŽŶ͘��ĞƚĂŝůƐ�ŽĨ�ŚŽǁ�ŵĂƚĞƌŝĂůƐ�ĂƌĞ�
ũŽŝŶĞĚ� ĂƌĞ� ĚŽŶĞ� ŝŶ� Ă� ǀĞƌǇ� ƚƌĂĚŝƟŽŶĂů�
ŵĂŶŶĞƌ͕ �ƚƌǇŝŶŐ�ƚŽ�ŵĂŬĞ�ƐƚƵƌĚǇ�ĐŽŶƐƚƌƵĐ-
ƟŽŶƐ� ǁŝƚŚŽƵƚ� ŽďƐƚƌƵĐƟŶŐ� ǀŝĞǁƐ� ĂŶĚ�
ĐƌĞĂƟŶŐ�ĚŝƐƚƌĂĐƟŽŶƐ͘���ŵŽƌĞ� ƐŽůŝĚ�ǁĂǇ�
ŽĨ�ĞŶĐůŽƐŝŶŐ�Ă�ƐƉĂĐĞ�ŝƐ�ƚŚĞ�ƵƐĞ�ŽĨ�Ă�ǁĂůů͘�
:ĂƉĂŶĞƐĞ�ŐĂƌĚĞŶ�ǁĂůůƐ�ĂƌĞ�ƵƐƵĂůůǇ�ďƵŝůƚ�
ŽƵƚ� ŽĨ� ŶĂƚƵƌĂů� ƐƚŽŶĞ͘� �� ĐŽŵŵŽŶ� ƚƌĂŝƚ�
ƵƐĞĚ�ŝŶ�ƚŚĞ�ďƵŝůĚŝŶŐ�ŽĨ�ƚŚĞƐĞ�ǁĂůůƐ�ŝƐ�ƚŚĞ�
ǁĂǇ�ƚŚĞǇ�ƐůŽƉĞ�ŝŶǁĂƌĚƐ�ƚŚĞ�ŚŝŐŚĞƌ�ƚŚĞǇ�

ŐŽ͘� dŚŝƐ�ŵĂŬĞƐ� ƚŚĞŵ�ŵŽƌĞ� ƐƚƌƵĐƚƵƌĂůůǇ�
ƐƚĂďůĞ� ďƵƚ� ŵŽƌĞ� ŝŵƉŽƌƚĂŶƚůǇ� ŝƚ� ŵĂŬĞƐ�
ƚŚĞ� ŽĐĐƵƉĂŶƚ� ĨĞĞů� ŵƵĐŚ� ƐĂĨĞƌ� ǁŚĞŶ� Ă�
ǁĂůů�ŝƐ�ƐůŽƉŝŶŐ�ĂǁĂǇ�ĨƌŽŵ�ƚŚĞŵ͘

:ĂƉĂŶĞƐĞ�ŚĂǀĞ�ŐƌĞĂƚ�ƌĞƐƉĞĐƚ�ĨŽƌ�ƚŚĞ�
ƉĂƐƐĂŐĞ�ŽĨ�ƟŵĞ�ǁŚŝĐŚ�ŝƐ�ƐŚŽǁŶ�ŝŶ�ƚŚĞŝƌ�
ƉĂƟĞŶƚƐ� ǁĂŝƟŶŐ� ŽŶ� ĐĞƌƚĂŝŶ� ƉůĂŶƚƐ� ƚŽ�
ŐƌŽǁ�ĂŶĚ�ďĞ�ƐŚĂƉĞĚ͘�dŚĞǇ�ďĞůŝĞǀĞ�ƚŚĂƚ�
ƉĂƐƐŝŶŐ� ƚŚƌŽƵŐŚ�Ă�ŐĂƌĚĞŶ�ŐĂƚĞ�ŵĂƌŬƐ�Ă�
ŵŽŵĞŶƚ�ŝŶ�ǇŽƵƌ�ůŝĨĞ�ǁŚĞŶ�ǇŽƵ�ůĞĂǀĞ�ƚŚĞ�
ĐĂƌĞƐ� ŽĨ� ƚŚĞ� ĚĂǇ� ĂŶĚ� ĞŶƚĞƌ� Ă� ƉĞĂĐĞĨƵů�
ƉůĂĐĞ͘� ,ĞƌĞ� ƚŚĞ� ƌŽĐŬƐ� ĂŶĚ� ƐƚŽŶĞƐ� ĨŽƌŵ�
ƚŚĞ�ƐŬĞůĞƚĂů�ƐƚƌƵĐƚƵƌĞ�ŽĨ�ƚŚĞ�ŐĂƌĚĞŶ�ĂŶĚ�
ƚŚĞ� ƐŽŝů� ƉƌŽǀŝĚĞƐ� ƚŚĞ� ďŽĚǇ͘� dŚĞ� ǁĂƚĞƌ͕ �
ŽŶ� ƚŚĞ�ŽƚŚĞƌ�ŚĂŶĚ͕� ŝƐ� ůŝŬĞ� ƚŚĞ� ůŝĨĞďůŽŽĚ�
ŽĨ� ƚŚĞ� :ĂƉĂŶĞƐĞ�ŐĂƌĚĞŶ͘�tŚĞƚŚĞƌ� ŝƚ Ɛ͛�Ă�
ƌŽĂƌŝŶŐ�ǁĂƚĞƌĨĂůů͕�Ă�ƚƌŝĐŬůŝŶŐ�ƐƚƌĞĂŵ�Žƌ�Ă�
ƐƟůů�ƉŽŶĚ͕� ĨŽƌ� ƚŚĞ� :ĂƉĂŶĞƐĞ͕�ǁĂƚĞƌ� ƌĞƉ-
ƌĞƐĞŶƚƐ� ƉƵƌŝƚǇ� ĂŶĚ� ĐůĞĂŶůŝŶĞƐƐ͕� ďŽƚŚ� ŽĨ�
ďŽĚǇ�ĂŶĚ�ƐƉŝƌŝƚ͘�

>ŝŬĞ�ƚŚĞ��ŚŝŶĞƐĞ�ŐĂƌĚĞŶƐ͕�ƚŚĞƌĞ�ĂƌĞ�
ŵĂŶǇ�ďƵŝůĚŝŶŐƐ�ĂŶĚ� ƐƚƌƵĐƚƵƌĞƐ� ƚŚĂƚ�ĂƌĞ�
ďƵŝůƚ� ŝŶ͕� ĂŶĚ� ŝŶŇƵĞŶĐĞĚ� ďǇ͕ � ƚŚĞ� :ĂƉĂ-
ŶĞƐĞ� ŐĂƌĚĞŶ͘�DĂŶǇ�ŽĨ� ƚŚĞƐĞ� ƐƚƌƵĐƚƵƌĞƐ�
ĂƌĞ�ƐƉĞĐŝĮĐĂůůǇ�ďƵŝůƚ�ĨŽƌ�ŝŶƚĞƌĂĐƟŽŶ�ǁŝƚŚ�
ƚŚĞ� ŐĂƌĚĞŶ͘� dŚĞ� ƉĂǀŝůŝŽŶ� ŝƐ� ƚŚĞ� ŵŽƐƚ�
ƉƌŽŵŝŶĞŶƚ�ďƵŝůĚŝŶŐ�ǁŝƚŚŝŶ�ƚŚĞ�:ĂƉĂŶĞƐĞ�
ŐĂƌĚĞŶ͘� /ƚ� ŝƐ� Ă� ŵĞĞƟŶŐ� ŚĂůů͕� Ă� ŐĂƚŚĞƌ-
ŝŶŐ�ƐƉĂĐĞ͕�Ă�ƐŚĞůƚĞƌ�ĂŶĚ�Ă�ƐǇŵďŽů�ŽĨ�ƚŚĞ�
ŐĂƌĚĞŶƐ� ŐƌĂŶĚĞƵƌ͘ � dŚĞǇ� ĂƌĞ� ďƵŝůƚ� ǁŝƚŚ�
ŐƌĞĂƚ�ƐŬŝůů�ĂŶĚ�ƉƌĞĐŝƐŝŽŶ�ďǇ�ƐŽŵĞ�ŽĨ�ƚŚĞ�
ǁŽƌůĚ Ɛ͛� ďĞƐƚ� ĐĂƌƉĞŶƚĞƌƐ͘� dŚĞ� ǀĞƌǇ� ďĞƐƚ�



ƚǇƉĞƐ� ŽĨ� ƟŵďĞƌ� ĂƌĞ� ƐĞůĞĐƚĞĚ͕� ŝŶĐůƵĚŝŶŐ�
ǁĞƐƚĞƌŶ�ƌĞĚ�ĐĞĚĂƌ͕ ��ůĂƐŬĂŶ�ǇĞůůŽǁ�ĐĞĚĂƌ�
Žƌ�ƌĞĚǁŽŽĚ͘�dŚĞƐĞ�Ăůů�ŚĂǀĞ�ŶĂƚƵƌĂů�ƉƌĞ-
ƐĞƌǀĂƟǀĞƐ�ďƵŝůƚ�ŝŶ�ĂŶĚ�ƚŚĞƌĞĨŽƌĞ�ĂƌĞ�ǀĞƌǇ�
ĚƵƌĂďůĞ͘���ůŽƚ�ŽĨ�ƚŚĞ�:ĂƉĂŶĞƐĞ�ƐƚƌƵĐƚƵƌĞƐ�
ĂƌĞ� ƉĂŝŶƚĞĚ� ŝŶ� ďƌŝŐŚƚ� �ŚŝŶĞƐĞ� ĐŽůŽƵƌƐ�
ƐƵĐŚ�ĂƐ�ŵĂƩ�ƌĞĚ�ĂŶĚ�ŵĞƚĂůůŝĐ�ŐŽůĚ͘�

�ƌŝŶŬŝŶŐ�ƚĞĂ�ŝƐ�Ă�ďŝŐ�ƚƌĂĚŝƟŽŶ�ŝŶ�:Ă-
ƉĂŶ͘�̂ Ž�ŵƵĐŚ�ƐŽ͕�ƚŚĂƚ�Ă�ĨƌĞĞ�ƐƚĂŶĚŝŶŐ�ƚĞĂ�
ŚŽƵƐĞ�ŝƐ�ƵƐƵĂůůǇ�ďƵŝůƚ�ŝŶƚŽ�ĂŶĚ�ĚŝƐŐƵŝƐĞĚ�
ďǇ�ƚŚĞ�ŐĂƌĚĞŶ͘�/ƚ�ŽŌĞŶ�ŚĂƐ�ǀĞƌǇ�ĐĂƌĞĨƵůůǇ�
ƉůĂĐĞĚ�ǁŝŶĚŽǁƐ�ƚŽ�ĨƌĂŵĞ�ĐĞƌƚĂŝŶ�ǀŝĞǁƐ�
ŝŶ�ƚŚĞ�ŐĂƌĚĞŶ�ƐƵĐŚ�ĂƐ�Ă�ǁĂƚĞƌĨĂůů͕�ďƌŝĚŐĞ͕�
Žƌ�ƐƉĞĐŝŵĞŶ�ƚƌĞĞ͘��ŶŽƚŚĞƌ�ďƵŝůĚŝŶŐ�ƚŚĂƚ�
ŝƐ� ŽŌĞŶ� ŝŶƚĞŐƌĂƚĞĚ� ŝŶƚŽ� ƚŚĞ� :ĂƉĂŶĞƐĞ�
ŐĂƌĚĞŶ� ŝƐ� ƚŚĞ�ŵŽŽŶ� ǀŝĞǁŝŶŐ� ƐƚƌƵĐƚƵƌĞ͘�
dŚŝƐ�ĐŽŶƐŝƐƚƐ�ŽĨ�Ă�ƉĂǀŝůŝŽŶ�ƚǇƉĞ�ďƵŝůĚŝŶŐ�
ƚŚĂƚ� ůŽŽŬƐ�ŽƵƚ�ŽŶƚŽ�ƐƟůů�ǁĂƚĞƌ͘ ��ƚ�ŶŝŐŚƚ�
ƟŵĞ�ƚŚĞ�ƌĞŇĞĐƟŽŶ�ŽĨ�ƚŚĞ�ŵŽŽŶ�ĐĂŶ�ďĞ�
ĞŶũŽǇĞĚ�ƐŚŝŵŵĞƌŝŶŐ�ŽŶ�ƚŚĞ�ǁĂƚĞƌ͘ �

dŚĞ� :ĂƉĂŶĞƐĞ� ŐĂƌĚĞŶ� ĂďŚŽƌƐ� ƐǇŵ-
ŵĞƚƌǇ� ĂŶĚ� ƉƌĞĨĞƌƐ� ƚŚĞ� ŐĞŶƚůĞ� ƐŬĞǁĞĚ�
ĂƌƌĂŶŐĞŵĞŶƚƐ�ŽĨ�ƌŽĐŬƐ�ĂŶĚ�ƚƌĞĞƐ�ŝŶ�ŽĚĚ�
ŶƵŵďĞƌƐ͘�/ƚ�ƚƌŝĞƐ�ƚŽ�ĐƌĞĂƚĞ�Ă�ŶĂƚƵƌĂů�ŇŽǁ�
Žƌ� ŽƌŐĂŶŝĐ� ĨĞĞůŝŶŐ� ďǇ� ŚĂǀŝŶŐ� ǀĞƌǇ� ůŝƩůĞ�
ƐƚƌĂŝŐŚƚ�ůŝŶĞƐ͘�/ƚ Ɛ͛�ŶŽƚ�ƐŝŵƉůǇ�ũƵƐƚ�ĂŶ�ĂƐ-
ƐŽƌƚŵĞŶƚ�ŽĨ�ĐƵƌǀĞĚ�ƉĂƚŚƐ�ĂŶĚ�ƌĂŶĚŽŵůǇ�
ƉůĂĐĞĚ� ƌŽĐŬƐ� ĂŶĚ� ƉůĂŶƚƐ͘� dŚĞ� ŐĂƌĚĞŶƐ�
ĂƌĞ�ĐĂƌĞĨƵůůǇ�ƉůĂŶŶĞĚ�ǁŝƚŚ�ďŽƚŚ�ƉƌĂĐƟĐĂů�
ĂŶĚ�ƐƉŝƌŝƚƵĂů�ƌĞĂƐŽŶƐ�ďĞŚŝŶĚ�ƚŚĞŵ͘�dŚĞǇ�
ĂƌĞ�ůĂŝĚ�ŽƵƚ�ƚŽ�ĐƌĞĂƚĞ�ŵĂŶǇ�ĂƌĞĂƐ�ŽĨ�ĚŝĨ-
ĨĞƌĞŶƚ�ŝŶƚĞƌĞƐƚƐ͘�dŚĞƌĞ�ŝƐ�Ă�ůŽƚ�ŽĨ�ƐǇŵďŽů-
ŝƐŵ� ƵƐĞĚ� ŝŶ� ƚŚĞƐĞ� ůĂǇŽƵƚƐ͘� dŚĞ� ƐƚŽŶĞƐ�
ŵŝŐŚƚ� ůŽŽŬ� ƌĂŶĚŽŵůǇ� ƉůĂĐĞĚ� ďƵƚ� ŽŌĞŶ�
ƚŚĞǇ�ƚĞůů�ƚŚĞ�ƚĂůĞ�ŽĨ�ĂŶ�ĂŶĐŝĞŶƚ�ďĂƩůĞ�Žƌ�
ƐŵĂůů� ƐƚŽŶĞƐ� ƌĞƉƌĞƐĞŶƟŶŐ� ǁŽƌƐŚŝƉĞƌƐ�
ƚŽ� Ă� ůĂƌŐĞ� ƐƚŽŶĞ� ƌĞƉƌĞƐĞŶƟŶŐ� �ƵĚĚŚĂ͘�
dŚĞ�ƉůĂŶƚƐ�ĂƌĞ�ĐĂƌĞĨƵůůǇ�ƉůĂĐĞĚ�ƚŽŽ͘��ǀĞŶ�
ƚŚŽƵŐŚ� ƚŚĞ�ŐĂƌĚĞŶƐ�ĂƌĞ�ĚĞƐŝŐŶĞĚ� ŝŶ�ĂŶ�
ŽƌŐĂŶŝĐ�ĨĂƐŚŝŽŶ͕�ƵŶůŝŬĞ�ƚŚĞ��ŚŝŶĞƐĞ�ŐĂƌ-
ĚĞŶƐ͕�ŵŽƐƚ�ŽĨ�ƚŚĞ�ƐŚƌƵďƐ�ĂŶĚ�ƚƌĞĞƐ�ĂƌĞ�
trained into shapes and not let grow 
ŶĂƚƵƌĂůůǇ͘�dŚŝƐ�ĐƌĞĂƚĞƐ�Ă�ĐŽŶƚƌŽůůĞĚ�ĨĞĞů-
ŝŶŐ�ƚŽ�ƚŚĞ�ŶĂƚƵƌĂůŶĞƐƐ�ŽĨ�ƚŚĞ�ŐĂƌĚĞŶƐ͘

&DPRXÀDJHG�WHD�GULQNLQJ�SDYLOLRQ

Shaped azalea shrubs



dŚĞƌĞ� ŝƐ� ĂŶ� ŽďǀŝŽƵƐ� ƐƉĞĐŝĂů� ĨĞĞůŝŶŐ�
ĂďŽƵƚ� :ĂƉĂŶĞƐĞ�ŐĂƌĚĞŶƐ͘�dŚĞ�ǁĂǇ� ƚŚĞǇ�
ĂƌĞ� ƚŽƚĂůůǇ� ƉůĂŶŶĞĚ� ďƵƚ� ĨĞĞů� ǀĞƌǇ� ŶĂƚƵ-
ƌĂů� ŝƐ� ƵŶŝƋƵĞ͘� dŚĞ� ƐƉŝƌŝƚƵĂů� ƌĞĂƐŽŶŝŶŐ�
ďĞŚŝŶĚ�ƚŚĞ��ŐĂƌĚĞŶ�ƚŚĂƚ�ŵĂŶŝĨĞƐƚƐ�ŝƚƐĞůĨ�
ŝŶ�Ă�ƉŚǇƐŝĐĂů�ŵĂŶŶĞƌ�ŐŝǀĞƐ�ƚŚĞ�ŐĂƌĚĞŶ�Ă�
ŵƵĐŚ�ĚĞĞƉĞƌ�ŵĞĂŶŝŶŐ�ǁŚŝĐŚ�ŽŌĞŶ�ƌƵďƐ�
Žī�ŽŶ� ƚŚĞ�ďƵŝůĚŝŶŐƐ�ďĂƐĞĚ�ǁŝƚŚŝŶ� ŝƚ͘� /Ŷ�
ŵǇ� ŽƉŝŶŝŽŶ� ƚŚŝƐ� ƐƉŝƌŝƚƵĂů� ĨĞĞůŝŶŐ� ĐŽƵůĚ�
ŶŽƚ�ďĞ�ĂĐŚŝĞǀĞĚ�ǁŝƚŚ�ƚŚĞ�ďƵŝůĚŝŶŐƐ�ĂůŽŶĞ�
Žƌ� ƚŚĞ�ŐĂƌĚĞŶ�ĂůŽŶĞ͘�dŚĞ�ƉĂǀŝůŝŽŶƐ͕� ƚĞĂ�
ŚŽƵƐĞƐ� ĂŶĚ� ŵŽŽŶ� ǀŝĞǁŝŶŐ� ƐƚƌƵĐƚƵƌĞƐ�
ďĞůŽŶŐ�ŝŶ�ƚŚĞ�ŐĂƌĚĞŶ�ĂŶĚ�ĂƌĞ�ŽŌĞŶ�ĚĞ-
ƐŝŐŶĞĚ� ƚŽ� ďĞ� ĐĂŵŽƵŇĂŐĞĚ� ďǇ� ƚŚĞ� ŐĂƌ-
ĚĞŶ͘� /Ŷ� ƚŚŝƐ�ǁĂǇ� ƚŚĞ�ƐƉŝƌŝƚƵĂů� ĨĞĞůŝŶŐ�ŽĨ�
ƚŚĞ�ŐĂƌĚĞŶ�ŚĂƐ�ŐƌĞĂƚ� ŝŶŇƵĞŶĐĞƐ�ŽŶ� ƚŚĞ�
ĂƌĐŚŝƚĞĐƚƵƌĂů�ƐƚƌƵĐƚƵƌĞƐ͘�



french
landscape

architecture

&Žƌ� &ƌĞŶĐŚ� ůĂŶĚƐĐĂƉĞ� ĂƌĐŚŝƚĞĐƚƵƌĞ�
/�ŚĂǀĞ�ĚĞĐŝĚĞĚ�ƚŽ�ůŽŽŬ�Ăƚ�ŽŶĞ�ƉĂƌƟĐƵůĂƌ�
ĞǆĂŵƉůĞ͘�>Ğ��ĠƐĞƌƚ�ĚĞ�ZĞƚǌ�ŝƐ�Ă�ĮŶĞ�Ğǆ-
ĂŵƉůĞ�ŽĨ�ŚŽǁ��ŚŝŶĞƐĞ�ůĂŶĚƐĐĂƉĞ�ĂƌĐŚŝ-
ƚĞĐƚƵƌĞ�ŝŶŇƵĞŶĐĞĚ�&ƌĞŶĐŚ�ůĂŶĚƐĐĂƉĞ�Ăƌ-
ĐŚŝƚĞĐƚƵƌĞ� ŝŶ�ĂŶ� ŝŶĚŝƌĞĐƚ�ǁĂǇ͘�dŚŝƐ�ƐƚǇůĞ�
ŽĨ�&ƌĞŶĐŚ�ŐĂƌĚĞŶ�ǁĂƐ�Ă�ƚĂŬĞ�ŽŶ�ƚŚĞ��ŶŐ-
ůŝƐŚ� ŝƌƌĞŐƵůĂƌ�ŐĂƌĚĞŶ�ǁŚŝĐŚ�ǁĂƐ�ĂŶ�ŚĞŝƌ�
ŽĨ�ƚŚĞ�ĂŶĐŝĞŶƚ��ŚŝŶĞƐĞ�ŐĂƌĚĞŶƐ͘

>Ğ� �ĠƐĞƌƚ� ĚĞ� ZĞƚǌ� ŝƐ� Ă� ůĂƚĞ� ĞŝŐŚ-
ƚĞĞŶƚŚ�ĐĞŶƚƵƌǇ�&ƌĞŶĐŚ�&ŽůůǇ�'ĂƌĚĞŶ͘�/ƚ�ŝƐ�
ĂŶ�ĂƌƞƵů� ůĂŶĚƐĐĂƉĞ�ŽĨ�ĂƌĐŚŝƚĞĐƚƵƌĞ�ĨĂŶ-
ƚĂƐǇ�ĐƌĞĂƚĞĚ�ďǇ�ŝƚƐ�ƉƌŽƉƌŝĞƚŽƌ�DŽŶƐŝĞƵƌ�
ĚĞ�DŽŶǀŝůůĞ͘��Ƶŝůƚ�ĂƐ�Ă�ƉƌŝǀĂƚĞ�ƉůĞĂƐƵƌĞ�
ŐĂƌĚĞŶ� ƐŝƚƵĂƚĞĚ� ƚǁĞůǀĞ�ŵŝůĞƐ� ĨƌŽŵ� ƚŚĞ�
ŚĞĂƌƚ� ŽĨ� WĂƌŝƐ͕� ŝƚ� ŝŶƐƉŝƌĞĚ� ŵĂŶǇ� ĂŌĞƌ�
ŝƚ͕� ŝŶĐůƵĚŝŶŐ� YƵĞĞŶ� DĂƌŝĞ� �ŶƚŽŝŶĞƩĞ Ɛ͛�
�ŶŐůŝƐŚ�ŐĂƌĚĞŶƐ�Ăƚ�sĞƌƐĂŝůůĞƐ͘�dŚĞƌĞ�ĂƌĞ�
Ă�ůŽŶŐ�ŶƵŵďĞƌ�ŽĨ�ĨŽůůǇ�ŐĂƌĚĞŶƐ�ƚŚĂƚ�ƐƟůů�
ĞǆŝƐƚ� ĨƌŽŵ� ĞŝŐŚƚĞĞŶƚŚ� ĐĞŶƚƵƌǇ� &ƌĂŶĐĞ͗�
>ƵŶĠǀŝůůĞ͕��ƌŵĞŶŽŶǀŝůůĞ͕��ĞƐƐĂŶ͕��ŚĂŶƟů-
ůǇ͕ ��ĂŐĂƚĞůůĞ͕�ZĂŝŶĐǇ͕ �ZĂŵďŽƵŝůůĞƚ͕��ŚĂŶ-
ƚĞůŽƵƉ͕��ŽŶŶĞůůĞƐ͕�DĞŶĂƌƐ͕�>Ă�&ŽůŝĞ�̂ ĂŝŶƚ�
:ĂŵĞƐ͕� DŽŶĐĞĂƵ͕� DĠƌĠǀŝůůĞ͕� ĂŶĚ� �Ğƚǌ͘�
,ŽǁĞǀĞƌ͕ �ZĞƚǌ�ŝƐ�ŽŶĞ�ŽĨ�ƚŚĞ�ďĞƐƚ�ĂĚũƵĚŝ-
ĐĂƚŽƌ�ŽĨ�ĂŶ�ŽƌŝŐŝŶĂů�ĨŽůůǇ�ŐĂƌĚĞŶ�ďĞĐĂƵƐĞ�
ŝƚ�ǁĂƐ�ŶĞŐůĞĐƚĞĚ�ďǇ�Ă�ƐĞƌŝĞƐ�ŽĨ�ĂďƐĞŶƚĞĞ�
ŽǁŶĞƌƐ�ĂŌĞƌ�D͘�ĚĞ�DŽŶǀŝůůĞ�ƐŽůĚ�ŝƚ͕�ĂŶĚ�
ƚŚĞƌĞĨŽƌĞ�ǁĂƐ�ƵŶƚŽƵĐŚĞĚ�ĨŽƌ�ŵĂŶǇ�ǇĞĂƌƐ�
ƵŶƟů�ŝƚƐ�ƌĞƐƚŽƌĂƟŽŶ�ŝŶ�ϭϵϴϬ Ɛ͛͘��Ɛ�Ă�ƌĞƐƵůƚ�

ŽĨ�ƚŚŝƐ͕�ƚŚĞ�ĞŝŐŚƚĞĞŶƚŚ�ĐĞŶƚƵƌǇ�ĂƌƟĮĐŝĂů�
ƌƵŝŶ�ďĞĐĂŵĞ�Ă�ƚǁĞŶƟĞƚŚ�ĐĞŶƚƵƌǇ�ůŝƚĞƌĂů�
ƌƵŝŶ͘� /ƚ�ǁĂƐ� ůĞƚ�ŐŽ͕� ůŝŬĞ�ƚŚĞ�ĂƌĐŚŝƚĞĐƚ� ŝŶ-
ƚĞŶĚĞĚ͕�ĂŶĚ�ŶĂƚƵƌĞ�ƚŽŽŬ�ŝƚƐ�ĐŽƵƌƐĞ͘

&ŽůůǇ�ŽƌŝŐŝŶĂůůǇ�ĐĂŵĞ�ĨƌŽŵ�ƚŚĞ�ŵĞĂŶ-
ŝŶŐ�ĂŶǇ�ďƵŝůĚŝŶŐ�ŝŶ�Ă�ƉĂŝŶƟŶŐ͘�dŚĞƌĞ�ĂƌĞ�
ƚǁĞŶƚǇ� ĨŽůůŝĞƐ� ŝŶ� ƚŚĞ� ůĂŶĚƐĐĂƉĞ� ŽĨ� ƚŚĞ�
�ĠƐĞƌƚ�ĚĞ�ZĞƚǌ͗�dǁŽ�ĐůĂƐƐŝĐĂů�ƌƵŝŶƐ�Ͳ�ƚŚĞ�
ƚĞŵƉůĞ�ŽĨ�ƉĂŶ�ĂŶĚ�ƚŚĞ�ďƌŽŬĞŶ�ĐŽůƵŵŶ͕�
��ŵĞĚŝĞǀĂů� ƌƵŝŶ� Ͳ� ƚŚĞ� ŐŽƚŚŝĐ� ĐŚƵƌĐŚ͕� ��
ĐůĂƐƐŝĐĂů�ƚĞŵƉůĞ�Ͳ�ƚŚĞ�ƚĞŵƉůĞ�ŽĨ�ƌĞƉŽƐĞ͕�
���ŚŝŶĞƐĞ�ƉĂǀŝůŝŽŶ͕�Ă�ƚĂƌƚĂƌ�ƚĞŶƚ͕�ĂŶ�ŽďĞ-
ůŝƐŬ͕�Ă�ƉǇƌĂŵŝĚ͕�Ă�ƚŽŵď͕�Ă�ƌƵƐƟĐ�ďƌŝĚŐĞ͕�Ă�
ƚŚĂƚĐŚĞĚ�ƌŽŽĨ�ĐŽƩĂŐĞ͕�Ă�ĚĂŝƌǇ͕ �ĂŶ�ŽƉĞŶ�
Ăŝƌ�ƚŚĞĂƚƌĞ�ĂŶĚ�Ă�ŐƌŽƩŽ͘

The Chinese pavilion (1928)



&ƌĞŶĐŚ�ŐĂƌĚĞŶƐ�ĚŝīĞƌĞĚ� ŝŶ� ƚŚĞ�ǁĂǇ�
ƚŚĂƚ� ƚŚĞǇ�ŵĂĚĞ�ƵƐĞ�ŽĨ� ƚŚĞŝƌ�ŐĂƌĚĞŶ�Ăƌ-
ĐŚŝƚĞĐƚƵƌĞ�ŝŶƐƚĞĂĚ�ŽĨ�ũƵƐƚ�ůŽŽŬŝŶŐ�Ăƚ�ŝƚ�ĂƐ�
Ă�ƌĞĂůŵ�ŽĨ�Ăƌƚ͘�DĂŶǇ�ŽĨ�ƚŚĞ�͚ ƌƵŝŶƐ͛�ŝŶ�ZĞƚǌ�
ĂƌĞ�ďƵŝůƚ� ƚŽ�ĐƌĞĂƚĞ�Ă�ĐĞƌƚĂŝŶ� ŝŵĂŐĞ�ŽĨ�Ă�
ůĂŶĚƐĐĂƉĞ� ƚŚĂƚ� ŝƐ� ŝŶ� ƌƵŝŶ� ĂŶĚ� ĚŝƐƵƐĞĚ͕�
ŚŽǁĞǀĞƌ͕ � ƚŚŝƐ� ŝŵĂŐĞ� ŝƐ� ĚĞĐĞŝǀŝŶŐ� ďĞ-
ĐĂƵƐĞ�ƐŽŵĞ�ŽĨ� ƚŚĞ� ĨŽůůŝĞƐ�ĂƌĞ�ƵƐĞĚ�ĂŶĚ�
ŝŶŚĂďŝƚĞĚ͘

D͘� ĚĞ�DŽŶǀŝůůĞ�ǁĂŶƚĞĚ� ƚŽ� ƵƐĞ� ƚŚĞ�
ůĂŶĚƐĐĂƉĞ� ƚŽ� ŝŶŇƵĞŶĐĞ� ŚŝƐ� ďƵŝůĚŝŶŐƐͬ
ƌƵŝŶƐ�ĂŶĚ�ǀŝƐĂ�ǀĞƌƐĂ͘�&ƌŽŵ�ŚŝƐ�ŝŶŚĂďŝƚĞĚ�
͚ďƌŽŬĞŶ�ĐŽůƵŵŶ͛�ŵƵĐŚ�ŽĨ�ƚŚĞ�ůĂŶĚƐĐĂƉĞ�
ĐŽƵůĚ� ďĞ� ŽďƐĞƌǀĞĚ͘� dŚĞ� ŽǀĂů� ǁŝŶĚŽǁƐ�
ŽĨ�ƚŚĞ�ĐŽůƵŵŶ�ĨƌĂŵĞĚ�ƚŚĞ�ƉǇƌĂŵŝĚ�ĂŶĚ�
ŐŽƚŚŝĐ�ƌƵŝŶ�ĂŶĚ͕�ĂĐƌŽƐƐ�ƚŚĞ�ǀĂůůĞǇ͕ �ƚŚĞ�ůŝƚ-
ƚůĞ�ĂůƚĂƌ�ĂŶĚ�ƚĞŵƉůĞ�ŽĨ�ƉĂŶ͘�dŚĞƐĞ�ǀŝĞǁƐ�
ŽĨ�ƚŚĞ�ůĂŶĚƐĐĂƉĞ�ǁĞƌĞ�ďƌŽƵŐŚƚ�ŝŶƚŽ�ƚŚĞ�
ďƵŝůĚŝŶŐ� ďǇ� ďĞŝŶŐ� ƌĞŇĞĐƚĞĚ� ŝŶ� ƚŚĞ� ŽǀĂů�
mirrors over the mantles. Monville 
ǁĂŶƚĞĚ�ƚŽ�ĐƌĞĂƚĞ�ƚŚĞ�ƉĞƌĨĞĐƚ�ůĂŶĚƐĐĂƉĞ�
ŝŵĂŐĞƐ�ĂŶĚ�͚ŚĂŶŐ͛�ƚŚĞŵ�ŽŶ�ŚŝƐ�ǁĂůůƐ�ƚŽ�
ďĞ�ŽďƐĞƌǀĞĚ͘�,ŽǁĞǀĞƌ�ƵŶůŝŬĞ�ĂŶ��ŶŐůŝƐŚ�
ŐĂƌĚĞŶ͕�ƚŚĞǇ�ǁĞƌĞ�ŵƵĐŚ�ŵŽƌĞ�ƚŚĂŶ�ũƵƐƚ�
ƉƌĞƩǇ�ŝŵĂŐĞƐ͘

DŽŶǀŝůůĞ� ĐƌĞĂƚĞĚ� ŚŝƐ� ĨĂŶƚĂƐǇ� ůĂŶĚ-
ƐĐĂƉĞ� ǁŝƚŚ� ƐŽŵĞ� ŽĨ� ƚŚĞ� ďĞƐƚ� ƐƉĞĐŝĞƐ�
ŽĨ�ƉůĂŶƚƐ�ĨƌŽŵ�Ăůů�ĐŽƌŶĞƌƐ�ŽĨ�ƚŚĞ�ǁŽƌůĚ͘�
,Ğ� ƵƐĞĚ� ŶĂƟǀĞ� ƐǇĐĂŵŽƌĞƐ͕� ĐŚĞƐƚŶƵƚƐ�
ĂŶĚ�ůŝŶĚĞŶƐ�ĂůŽŶŐ�ǁŝƚŚ�ďůƵĞ�ĐĞĚĂƌƐ�ĂŶĚ�
sŝƌŐŝŶŝĂ� ƚƵůŝƉƐ� ŝŵƉŽƌƚĞĚ� ĨƌŽŵ� �ŵĞƌŝĐĂ͘�
,ŽǁĞǀĞƌ͕ � ƚŚĞ� ĐŚŽŝĐĞƐƚ� ŽĨ� ƚŚĞƐĞ� ƐƉĞĐŝ-
ŵĞŶƐ� ǁĞƌĞ� ĐŽŶĮƐĐĂƚĞĚ� ŝŶ� ϭϳϵϮ� ĂŶĚ�
ƉůĂĐĞĚ� ŝŶ� ƚŚĞ� ĨŽƌŵĞƌ� :ĂƌĚŝŶ� ĚƵ� ZŽŝ� ŝŶ�
WĂƌŝƐ͕�ƚŚĞ�ƉƌĞƐĞŶƚ�:ĂƌĚŝŶ�ĚĞƐ�WůĂŶƚĞƐ͘

DŽŶǀŝůůĞ� ŚĂƐ� ďĞĞŶ� Ă� ŵǇƐƚĞƌŝŽƵƐ�
ĮŐƵƌĞ� ŝŶ� ƚŚĞ� ŚŝƐƚŽƌǇ� ŽĨ� ůĂŶĚƐĐĂƉĞ� Ăƌƚ͘�
/Ŷ� ϭϳϴϬ Ɛ͛� ŚĞ� ŝŶŚĞƌŝƚĞĚ� Ă� ĨŽƌƚƵŶĞ� ĨƌŽŵ�
ŚŝƐ� ŐƌĂŶĚĨĂƚŚĞƌ͘ � dŚĞƌĞĨŽƌĞ� ďǇ� ƚŚĞ� ĂŐĞ�
ŽĨ� ƚŚŝƌƚǇ� ŚĞ� ǁĂƐ� ĂďůĞ� ƚŽ� ƌĞůŝŶƋƵŝƐŚ� ŚŝƐ�
ĚƵƟĞƐ� ĨŽƌ� ƚŚĞ� ĨŽƌĞƐƚƐ� ĂŶĚ�ǁĂƚĞƌǁŽƌŬƐ͘�
�Ɛ� ŽŶĞ� ŽĨ� ƚŚĞ�ŵŽƐƚ� ŚĂŶĚƐŽŵĞ�ŵĞŶ� ŝŶ�
WĂƌŝƐ�ŚĞ�ĞŵďĂƌŬĞĚ�ŽŶ�Ă�ŶĞǁ�ĐĂƌĞĞƌ� ĂƐ�
ĂŶ�ŽƌŶĂŵĞŶƚ�ŽĨ�ƐŽĐŝĞƚǇ͕ �ĞŶũŽǇŝŶŐ�ŚŝƐ�ůŝĨĞ�
ǁŝƚŚ�ŵĂŶǇ�ŶŽďůĞ�ĂŶĚ�ďĞĂƵƟĨƵů�ǁŽŵĞŶ�
ďǇ�ŚŝƐ� ƐŝĚĞ͘�tŚĞŶ�ŚĞ� ƐĞƚ�ŽƵƚ� ƚŽ� ĐƌĞĂƚĞ�
dŚĞ� �ĠƐĞƌƚ� ĚĞ� ZĞƚǌ� ŚĞ� ďŽƵŐŚƚ� ƐĞǀĞƌĂů�
ĨĂƌŵƐ� ĞŶĐŝƌĐůŝŶŐ� Ă� ǀĂůůĞǇ� ŽƵƚƐŝĚĞ� WĂƌŝƐ͕�
ǁŚŝĐŚ� ĨŽƌŵĞĚ� ůŝŬĞ� Ă� ŶĂƚƵƌĂů� ĂŵƉŚŝƚŚĞ-
ĂƚƌĞ� ůŽŽŬŝŶŐ�ŽƵƚ� ƚŽǁĂƌĚƐ� ƚŚĞ�ŵĞĂĚŽǁƐ�
ĂŶĚ�ƚŚĞ�ĨŽƌĞƐƚƐ͘

DŽŶǀŝůůĞ�ŚĂĚ�ŚŝƐ�ƌĞĂƐŽŶƐ�ĨŽƌ�ĐĂůůŝŶŐ�
ƚŚĞ�ůĂŶĚƐĐĂƉĞ�Ă�ĚĠƐĞƌƚ͘��ĠƐĞƌƚ�ŝƐ�ĂŶŽƚŚ-
Ğƌ�ƚĞƌŵ�ƵƐĞĚ�ĨŽƌ�ǁŝůĚĞƌŶĞƐƐ͘�dŚĞƌĞ�ŝƐ�ŝƌŽ-
ŶǇ�ŝŶ�ƚŚŝƐ�ďĞĐĂƵƐĞ�ŚŝƐ�ůĂŶĚƐĐĂƉĞ�ǁĂƐŶ͛ƚ�
͚ǁŝůĚ͛�ďƵƚ�ĂĐƚƵĂůůǇ�Ă�ƉƌĞĐŝƐĞ�ĐƌĞĂƟŽŶ�ŽĨ�
Ăƌƚ͘�,ŽǁĞǀĞƌ͕ � ƚŚĞƌĞ� ŝƐ�ĂůƐŽ� ƚƌƵƚŚ� ŝŶ� ƚŚĞ�
ƵƐĞ�ŽĨ�ƚŚŝƐ�ƚĞƌŵ�ďĞĐĂƵƐĞ�ĂůƚŚŽƵŐŚ�ŝƚ�ǁĂƐ�
ƉƌĞĐŝƐĞůǇ�ƉůĂŶŶĞĚ͕�ŝƚ�ǁĂƐ�ƉůĂŶŶĞĚ�ƚŽ�ĨĞĞů�
ŶĂƚƵƌĂů�ĂŶĚ�ǁŝůĚ͘��ƚ�ƚŚĂƚ�ƟŵĞ�ŝƚ�ǁĂƐ�ĂůƐŽ�
ĐƵƐƚŽŵĂƌǇ� ƚŽ� ŚĂǀĞ� Ă� ĚĠƐĞƌƚ� ĂƐ� ƉĂƌƚ� ŽĨ�
ĂŶǇ�ŐƌĂŶĚ�&ƌĞŶĐŚ�ƉĂƌŬ͘�dŚĞƌĞĨŽƌĞ�DŽŶ-
ǀŝůůĞ� ǁĂƐ� ŝŵƉůǇŝŶŐ� ƚŚĂƚ� ŚŝƐ� ŐĂƌĚĞŶ� ǁĂƐ�
ƉĂƌƚ� ŽĨ� Ă� ůĂƌŐĞƌ� &ƌĞŶĐŚ� ůĂŶĚƐĐĂƉĞ� ĂŶĚ�
ŵĂǇďĞ� ŝŵƉůǇŝŶŐ� ƚŚĂƚ� ƚŚĞ� ŶĞŝŐŚďŽƵƌŝŶŐ�
ƉĂƌƚ�ŽĨ�DĂƌůǇ�ĂŶĚ�sĞƌƐĂŝůůĞƐ�ǁĞƌĞ�ƉĂƌƚ�ŽĨ�
his garden.

The Broken Column



/Ŷ�ƚŚĞ�ϭϳϯϬ Ɛ͛�ƚŚĞƌĞ�ǁĂƐ�Ă�ŚŝƐƚŽƌŝĐ�ƌĞ-
ǀŽůƚ�ĂŐĂŝŶƐƚ�ĨŽƌŵĂů�ůĂŶĚƐĐĂƉŝŶŐ�ŝŶ�&ƌĂŶĐĞ͘�
dŚŝƐ�ƌĞǀŽůƵƟŽŶ�ďĂŶŝƐŚĞƐ�ƚŚĞ�ƵƐĞ�ŽĨ�ƌŝŐŚƚ�
ĂŶŐůĞƐ�ĂŶĚ�ƐƚƌĂŝŐŚƚ�ůŝŶĞƐ�ŝŶ�ůĂŶĚƐĐĂƉŝŶŐ͘�
&ƌĞŶĐŚ� ĂƌĐŚŝƚĞĐƚƐ� ďĞŐĂŶ� ƚŽ� ƚƵƌŶ� ƚŽ� ƚŚĞ�
ŵŽƌĞ� ĨƌĞĞ� ƐƚǇůĞ� ŽĨ� ƚŚĞ� �ŶŐůŝƐŚ� ŐĂƌĚĞŶ͘�
DĂŶǇ�ĞƐƚĂƚĞƐ�ŽǁŶĞĚ�ďǇ�ŝŶƚĞůůĞĐƚƵĂů�ŵŝ-
ůŝĞƵ�ƐƵĐŚ�ĂƐ�ĂƌŝƐƚŽĐƌĂƟĐ�ůĂŶĚŽǁŶĞƌƐ͕�Ăƌ-
ĐŚŝƚĞĐƚƐ͕� ŚŽƌƟĐƵůƚƵƌĂůŝƐƚƐ͕� ƉŚŝůŽƐŽƉŚĞƌƐ�
ĂŶĚ�ƉĂŝŶƚĞƌƐ͕�ƚŽŽŬ�ƵƉ�ŐĂƌĚĞŶ�ďƵŝůĚŝŶŐ�ŝŶ�
ƚŚĞ�ϭϳϲϬ Ɛ͛�ĂŶĚ�ϭϳϳϬ Ɛ͛͘�KŶĞ�ŽĨ�ƚŚĞ�ŵŽƐƚ�
ƉƌŽŵŝŶĞŶƚ� ƉƌŽďůĞŵƐ� ǁŝƚŚ� ƚŚŝƐ� ĐŚĂŶŐĞ�
ǁĂƐ�ŚŽǁ�ƚŽ�ĂƌĐŚŝƚĞĐƚƵƌĂůůǇ�Įƚ�Ă�ĐƵƌǀǇ�Žƌ-
ŐĂŶŝĐ� �ŶŐůŝƐŚ� ŐĂƌĚĞŶ�ĂƌŽƵŶĚ� ƚŚĞ�ĂƐǇŵ-
ŵĞƚƌŝĐĂů� ƐƚƌĂŝŐŚƚͲůŝŶĞĚ� ƐƋƵĂƌĞ� Žƌ� ƌĞĐƚ-
ĂŶŐůĞ� ŽĨ� ƚŚĞ� &ƌĞŶĐŚ� ŚŽƵƐĞ� Žƌ� ĐŚĂƚĞĂƵ͘�
dŚŝƐ� ƐƉĂĐĞ͕� ƚŚĞ� ƚŚĞŽƌĞƟĐĂů� ŵĞĞƟŶŐ� ŽĨ�
ĂƌĐŚŝƚĞĐƚƵƌĞ� ƚŽ� ůĂŶĚƐĐĂƉĞ� ĂƌĐŚŝƚĞĐƚƵƌĞ͕�
ǁĂƐ�ƌĂƌĞůǇ�ŚĂŶĚůĞĚ�ƐƵĐĐĞƐƐĨƵůůǇ͘

DŽŶǀŝůůĞ� ĐŽƌƌĞĐƚĞĚ� ƚŚĞ� ŇĂǁ�ŽĨ� ƚŚĞ�
ŽƌŐĂŶŝĐ� ŵĞĞƟŶŐ� ƚŚĞ� ƌŝŐŝĚ� ďǇ� ĐƌĞĂƟŶŐ�
ŚŝƐ� ŵĂŝŶ� ƌĞƐŝĚĞŶĐĞ� ǁŝƚŚŝŶ� Ă� ƌƵŝŶ� ŽĨ� Ă�
ƌŽƵŶĚ� ƐƚƌƵĐƚƵƌĞ͘� dŚŝƐ� ͚ďƌŽŬĞŶ� ĐŽůƵŵŶ͛�
ŝƐ�ƚŚĞ�ĂƌĐŚŝƚĞĐƚƵƌĂů�ĨŽĐƵƐ�ŽĨ�ƚŚĞ�ŐĂƌĚĞŶƐ͘�
�ŽŶƐƚƌƵĐƚĞĚ�ĂƌŽƵŶĚ�ϭϳϴϭ͕�ŝƚ�ǁĂƐ�ďƵŝůƚ�ŽĨ�
ƐƚŽŶĞ͕�ǁŝƚŚ�Ă�ƌĂŐŐĞĚ�ƌŽŽĨ�ůŝŶĞ�ƚŽ�ĐƌĞĂƚĞ�
ƚŚĞ�ŝůůƵƐŝŽŶ�ŽĨ�ĂŶ�ŽůĚ�ĂŶĚ�ďƌŽŬĞŶ�ďƵŝůĚ-
ŝŶŐ͘� /ƚƐ� ƉƌŽƉŽƌƟŽŶƐ� ;ϱϱŌ� ŚŝŐŚ� ďǇϱϬŌ�
ŝŶ�ĚŝĂŵĞƚĞƌͿ͕�ĂůŽŶŐ�ǁŝƚŚ� ƚŚĞ� ƌŚǇƚŚŵ�ŽĨ�
ƚŚĞ�ĞǆƚĞƌŝŽƌ�ďĂǇƐ͕�ŐĂǀĞ�ƚŚĞ�ďƵŝůĚŝŶŐ�ƚŚĞ�
ƌĞƐĞŵďůĂŶĐĞ� ŽĨ� Ă� ŚƵŐĞ� ƐĞǀĞƌĞĚ͕� ŇƵƚĞĚ�
ĐůĂƐƐŝĐĂů� ĐŽůƵŵŶ͘� dŚĞ� ĐŽůƵŵŶ� ǁĂƐ� ŝŶ�
ƐĐĂůĞ�ǁŝƚŚ�ƚŚĞ�ĐŽƵŶƚƌǇƐŝĚĞ�ĂƐ�Ă�ƐŝƚĞ�ƌĂƚŚ-
Ğƌ� ƚŚĂŶ� Ăƚ� ŚƵŵĂŶ� ƐĐĂůĞ͘� dŚĞ� ďƵŝůĚŝŶŐ�
ĐŽŶƐŝƐƚĞĚ�ŽĨ�ĮǀĞ�ƐƚŽƌĞǇƐ͕�ǁŚŝĐŚ�ǁĂƐ�D͘�
ĚĞ�DŽŶǀŝůůĞƐ�ŵĂŝŶ�ƌĞƐŝĚĞŶĐĞ͖�ďĂƐĞŵĞŶƚ͕�
ŐƌŽƵŶĚ�ŇŽŽƌ�ǁŝƚŚ�ƌĞĐƚĂŶŐƵůĂƌ�ǁŝŶĚŽǁƐ͕�
ĮƌƐƚ�ŇŽŽƌ�ǁŝƚŚ�ƐƋƵĂƌĞ�ǁŝŶĚŽǁƐ͕�ƐĞĐŽŶĚ�
ŇŽŽƌ� ǁŝƚŚ� ƌŽƵŶĚ� ǁŝŶĚŽǁƐ� ĂŶĚ� ĨŽƌƚŚ�
ŇŽŽƌ�ůŝƚ�ďǇ�ƐĞĐƌĞƚ�ǁŝŶĚŽǁƐ�ŝŶ�ĐƌĂĐŬƐ�ĂŶĚ�
Ă� ƐŬǇůŝŐŚƚ͘� dŚĞ� ŇŽŽƌƐ� ǁĞƌĞ� ĐŽŶŶĞĐƚĞĚ�
ďǇ� Ă� ƐƉŝƌĂů� ƐƚĂŝƌĐĂƐĞ� ŝŶ� ƚŚĞ� ĐĞŶƚƌĞ� ŽĨ�
ƚŚĞ�ŚŽƵƐĞ�ǁŝƚŚ�ŐĞƌĂŶŝƵŵƐ͕�ŚĞůŝŽƚƌŽƉĞƐ͕�
ĂƌƵŵ� ůŝůŝĞƐ͕� ĐĂƌŶĂƟŽŶƐ� ĂŶĚ� ƉĞƌŝǁŝŶŬůĞƐ�
ůŝŶŝŶŐ�ŝƚ͘��ůŽŶŐ�ǁŝƚŚ�ƚŚĞ�ŵŝƌƌŽƌƐ�ƌĞŇĞĐƚ-
ŝŶŐ�ƚŚĞ�ǀŝĞǁƐ͕�ƚŚĞ�ƉůĂŶƚƐ�ŚĞůƉ�ƚŽ�ŵĞƌŐĞ�
ƚŚĞ� ůĂŶĚƐĐĂƉĞ�ĂƌĐŚŝƚĞĐƚƵƌĞ�ǁŝƚŚ�ƚŚĞ�Ăƌ-
ĐŚŝƚĞĐƚƵƌĞ�ŽĨ�ƚŚĞ�ďƵŝůĚŝŶŐ͘

dŚĞ�ĐŽůƵŵŶ�ĂĐƚĞĚ�ĂƐ�Ă�ǀŝĞǁŝŶŐ�ĚĞ-
ǀŝĐĞ͘�DŽŶǀŝůůĞ�ĚŝĚ�ŶŽƚ�ĚĞƉĞŶĚ�ŽŶ�ǀŝƐƵĂů�
ƚƌŝĐŬƐ� ĨŽƌ� ŚŝƐ� ůĂŶĚƐĐĂƉĞ͘� dŚĞƌĞ� ǁĂƐ� ŶŽ�
ĨŽƌĐĞĚ�ƉĞƌƐƉĞĐƟǀĞƐ͕�ŶŽ�ƉĂƚŚƐ�ĐŽŶĐĞĂůĞĚ�
ĂƐ� ŚĂͲŚĂƐ͕� ŶŽ� ďƵŝůĚŝŶŐƐ� ƐĐƌĞĞŶĞĚ� ǁŝƚŚ�
ƐŚƌƵďƐ� Žƌ� ŵĂƐƋƵĞƌĂĚĞĚ� ǁŝƚŚ� ǁŽŽĚƐ͘�
dŚĞ� ŚĂƌŵŽŶŝŽƵƐ� ĂƚŵŽƐƉŚĞƌĞ� ŽĨ� ƚŚĞ�
ǀĂůůĞǇ� ǁĂƐŶ͛ƚ� ĚŝƐƚƵƌďĞĚ� ďǇ� ƚŚĞ� ĨŽůůŝĞƐ�
ďƵƚ�ŵĂǇďĞ�ĞǀĞŶ�ŝŵƉƌŽǀĞĚ͘�,ŝƐ��ŚŝŶĞƐĞ�
ƉĂǀŝůŝŽŶ� ǁĂƐ� ĚĞƐŝŐŶĞĚ� ďǇ� ŽďƐĞƌǀŝŶŐ�
ĚƌĂǁŝŶŐƐ� ŽĨ� ƚŚĞ� �ŚŝŶĞƐĞ� ŽƌŶĂƚĞ� ƐƚǇůĞ͘�
/ƚ� ĐŽůůĂƉƐĞĚ� ŝŶƚŽ� ƚŚĞ� ůĂŬĞ� ũƵƐƚ� ďĞĨŽƌĞ�
ƌĞŶŽǀĂƟŽŶ� ďĞŐĂŶ͘� ,ŽǁĞǀĞƌ͕ � ƚŚĞƌĞ�ǁĂƐ�Broken Column section and plans.



ĞŶŽƵŐŚ� ĞǀŝĚĞŶĐĞ� ƐĂůǀĂŐĞĚ� ƚŽ� ƌĞĐƌĞĂƚĞ�
ŝƚ�ĚƵƌŝŶŐ�ƚŚĞ�ƌĞŶŽǀĂƟŽŶ͘�dŚĞ�ŵŽĚĞů�ĨŽƌ�
DŽŶǀŝůůĞƐ� ƉǇƌĂŵŝĚ�ǁĂƐ� Ă� ƌŽŵĂŶ� ďƵŝůĚ-
ŝŶŐ͕�ǁĞůů� ŬŶŽǁŶ� Ăƚ� ƚŚĞ� ƟŵĞ͕� ƚŚĞ�ŵĂƵ-
ƐŽůĞƵŵ�ŽĨ��ĂŝƵƐ��ĞƐƟƵƐ�ŽŶ� ƚŚĞ��ƉƉŝĂŶ�
tĂǇ͘�DŽŶǀŝůůĞ�ƵƐĞĚ�ŚŝƐ�ƉǇƌĂŵŝĚ�ƚŽ�ƐƚŽƌĞ�
ŝĐĞ�ƚŚĂƚ�ǁĂƐ�ƚĂŬĞŶ�ĚŽǁŶ�ĨƌŽŵ�ƚŚĞ��ůƉƐ�
ĚƵƌŝŶŐ�ƚŚĞ�ǁŝŶƚĞƌ�ĞǀĞƌǇ�ǇĞĂƌ͘

DŽŶǀŝůůĞ� ƐŽůĚ� ƚŚĞ� ƉƌŽƉĞƌƚǇ� ƚŽ� ĂŶ�
�ŶŐůŝƐŚŵĂŶ� ĂŌĞƌ� ďĞŝŶŐ� ŝŶĨŽƌŵĞĚ� ŽĨ�
ƐŚŝŌƐ�ŝŶ�ƚŚĞ�ƉŽůŝƟĐĂů�ǁĞĂƚŚĞƌ͘ �^ŚŽƌƚůǇ�ĂĨ-
ƚĞƌǁĂƌĚƐ�ŝƚ�ǁĂƐ�ŝŶǀĂĚĞĚ�ďǇ�ƚŚĞ�ĚƵŬĞ�ŽĨ�
�ƌƵŶƐǁŝĐŬ͘��Ɛ�ƚŚĞ�ƉƌŽƉĞƌƚǇ�ŽĨ�Ă�ĨŽƌĞŝŐŶĞƌ�
ŝƚ�ǁĂƐ�ƐƚƌŝƉƉĞĚ�ŽĨ�ĨƵƌŶŝƚƵƌĞ�ĂŶĚ�ǀĂůƵĂďůĞ�
ƉůĂŶƚƐ͘��ǀĞŶƚƵĂůůǇ�ŝƚ�ǁĂƐ�ŚĂŶĚĞĚ�ďĂĐŬ�ƚŽ�
ƚŚĞ��ŶŐůŝƐŚŵĂŶ�ĂŶĚ�ƐŽůĚ�ŽŶ�Ă�ŶƵŵďĞƌ�ŽĨ�
ƟŵĞƐ�ǁŝƚŚ�ŽŶůǇ�Ă�ŚĂŶĚĨƵů�ŽĨ�ƉĞŽƉůĞ�ůŝǀ-
ŝŶŐ�ŝŶ�ŝƚ͘�/ƚ�ǁĂƐ�ƚŚĞŶ�ůĞŌ�ƚŽ�ĚĞĐĂǇ�ďĞĨŽƌĞ�
Ă� &ƌĞŶĐŚ� ĂƌĐŚŝƚĞĐƚƵƌĂů� ƐƚƵĚĞŶƚ� ĐĂŵĞ�
ƵƉŽŶ�ŝƚ�ĂŶĚ�ďĞŐĂŶ�Ă�ĐĂŵƉĂŝŐŶ�ƚŽ�ƌĞƐƚŽƌĞ�
ŝƚ͘�DƵĐŚ�ŽĨ�ŝƚ�ŚĂƐ�ďĞĞŶ�ƐĂǀĞĚ�ďƵƚ�ŝƚ Ɛ͛�ƐƟůů�
ƵŶĚĞƌŐŽŝŶŐ� ƌĞŶŽǀĂƟŽŶ� ƐŽ� ŝƚ� ĐĂŶ� ƌĞƚƵƌŶ�
ƚŽ� ŝƚƐ� ĨŽƌŵĞƌ�ŐůŽƌǇ͘� dŚĞ��ĠƐĞƌƚ�ĚĞ�ZĞƚǌ�
ŝƐ�Ă�ĮŶĞ�ĞǆĂŵƉůĞ�ŽĨ�ŚŽǁ�ďƵŝůƚ�ƐƚƌƵĐƚƵƌĞƐ�
ĐĂŶ�ďĞ�ŝŶƚĞŐƌĂƚĞĚ�ŝŶƚŽ�Ă�ǁŝůĚ�ǀĂůůĞǇ�ƵƐŝŶŐ�
ůĂŶĚƐĐĂƉĞ�ĂƌĐŚŝƚĞĐƚƵƌĞ͘



Conclusion

'ŽĚ�ŐĂǀĞ�ƵƐ�ƚŚĞ�͞'ĂƌĚĞŶ�ŽĨ��ĚĞŶ͕͟ �
ŶŽƚ�ƚŚĞ�ŚŽƵƐĞ�ŽĨ��ĚĞŶ͕�ƚŽ�ůŝǀĞ�ŝŶ͘�/Ŷ�ŵǇ�
ŽƉŝŶŝŽŶ� ƚŚŝƐ� ŵĂƌŬƐ� ŽŶĞ� ŽĨ� ƚŚĞ� ĨƵŶĚĂ-
ŵĞŶƚĂů� ƐŚŽƌƚĐŽŵŝŶŐƐ� ŽĨ� ŵƵĐŚ� ŽĨ� ƚŚĞ�
ĂƌĐŚŝƚĞĐƚƵƌĞ�ďƵŝůƚ�ƚŽĚĂǇ͘��ŽŶƚĞǆƚ�ŝƐ�ŽŌĞŶ�
ŶŽƚ�ƚĂŬĞŶ�ŝŶƚŽ�ĐŽŶĐĞƌŶ͕�ůĞĂǀŝŶŐ�ƌĂŶĚŽŵ�
ƐŚĂƉĞƐ�ĂŶĚ�ĨŽƌŵƐ�ŝƐŽůĂƚĞĚ�ŝŶ�ŽƵƌ�ĐŽƵŶ-
ƚƌǇƐŝĚĞ͘�/�ďĞůŝĞǀĞ�ƚŚĂƚ�ůĂŶĚƐĐĂƉĞ�ĂƌĐŚŝƚĞĐ-
ƚƵƌĞ�ŝƐ�ƚŚĞ�ŬĞǇ�ƚŽ�ŐƌŽƵŶĚŝŶŐ�ƌĞǀŽůƵƟŽŶ-
ĂƌǇ� ĚĞƐŝŐŶƐ� ŝŶƚŽ� ƚŚĞ� ͞'ĂƌĚĞŶ� ŽĨ� �ĚĞŶ͟�
ƚŚĂƚ�ǁĞ�ŚĂǀĞ�ďĞĞŶ�ŐŝǀĞŶ͘�/Ĩ�ǁĞ�ĞŵďƌĂĐĞ�
ůĂŶĚƐĐĂƉĞ� ĂƌĐŚŝƚĞĐƚƵƌĞ� ǁŝƚŚ� ĂƌĐŚŝƚĞĐ-
ƚƵƌĞ�ƚŚĞŶ�/�ďĞůŝĞǀĞ�Ă�ůŽƚ�ŵŽƌĞ�ƐƚƌƵĐƚƵƌĞƐ�
ǁŽƵůĚ� ďĞ� ŝŶƚĞŐƌĂƚĞĚ� ĞůŽƋƵĞŶƚůǇ� ŝŶƚŽ�
ƚŚĞŝƌ�ĐŽŶƚĞǆƚ�ĂŶĚ�ƚŚĞ�ĨĂĐŝůŝƚĂƟŶŐ�ŽĨ�ŽƵƌ�
ŚƵŵĂŶ� ĂĐƟǀŝƟĞƐ� ĐŽƵůĚ� ďĞ� ŚĂƌŵŽŶŝƐĞĚ�
ŝŶƚŽ�ŽƵƌ�ŐŝǀĞŶ�ůĂŶĚƐĐĂƉĞ͘

dŚĞ�/ƚĂůŝĂŶ�ůĂŶĚƐĐĂƉĞ�ĂƌĐŚŝƚĞĐƚƵƌĞ�ŝƐ�
Ă�ƉĞƌĨĞĐƚ�ĞǆĂŵƉůĞ�ŽĨ�ŚŽǁ�Ă� ƐƚƌŝĐƚ� ƐƚǇůĞ�
ŽĨ�ĂƌĐŚŝƚĞĐƚƵƌĞ�ĐĂŶ�ďĞ�ŝŶƚĞŐƌĂƚĞĚ�ŝŶƚŽ�ŝƚƐ�
ƐƵƌƌŽƵŶĚŝŶŐƐ� ƵƐŝŶŐ� ƚŚĞ�ŵĞƚŚŽĚ� ŽĨ� ƚŚĞ�
ĨŽƌŵĂů�ƐƚǇůĞ�ĚŝƐƐŝƉĂƟŶŐ�ƚŚĞ�ĨƵƌƚŚĞƌ�ĨƌŽŵ�
ƚŚĞ�ďƵŝůĚŝŶŐ�ŽŶĞ�ŐŽĞƐ͘�dŚŝƐ�ŐĂƌĚĞŶ�ŝƐ�ůŝŬĞ�
Ă� ƚƌĂŶƐŝƟŽŶĂů� ƐƉĂĐĞ� ďĞƚǁĞĞŶ� ƚŚĞ� ƌŝŐŝĚ�
ďƵŝůƚ� ĞŶǀŝƌŽŶŵĞŶƚ� ĂŶĚ� ƚŚĞ� ŶĂƚƵƌĂů� ĞŶ-
ǀŝƌŽŶŵĞŶƚ�ƚŚĂƚ�ǁĂƐ�ŐŝǀĞŶ�ƚŽ�ƵƐ͘� /� ƚŚŝŶŬ�
ŵĂŶǇ�ŽĨ�ƚŚĞƐĞ�ŐĂƌĚĞŶƐ�ǁĞƌĞ�ŐƌĞĂƚ�ƐƵĐ-
ĐĞƐƐĞƐ�ďĞĐĂƵƐĞ� ƚŚĞǇ�ĂĐƚƵĂůůǇ�ĚŽŶ͛ƚ� ĨĞĞů�
ůŝŬĞ� ƚŚĞ�ŐĂƌĚĞŶ� ŝƐ�ĮůƚĞƌŝŶŐ� ŝŶƚŽ� ƚŚĞ� ƐƵƌ-
ƌŽƵŶĚŝŶŐƐ� ďƵƚ� ƌĂƚŚĞƌ� ƚŚĞ� ƐƵƌƌŽƵŶĚŝŶŐƐ�
ĂƌĞ� ĐŽŶǀĞƌŐŝŶŐ� ŝŶƚŽ� ƚŚĞ� ŐĂƌĚĞŶ͕�ǁŚĞƌĞ�
ƚŚĞ�ƚƌĂŶƐŝƟŽŶ�ŽĐĐƵƌƐ�ƐŽ�ƚŚĂƚ�ĨŽƌŵĂů�ĂŶĚ�
ŽƌŐĂŶŝĐ�ĚŽ�ŶŽƚ�ĐŽŶŇŝĐƚ͘

�ŽƚŚ�ŽĨ�ƚŚĞ��ƐŝĂŶ�ĐŽƵŶƚƌŝĞƐ�ƐƚƵĚŝĞĚ�
ĚĞĂů�ǁŝƚŚ�ƚŚŝƐ�ĐŽŶŇŝĐƚ�ŝŶ�Ă�ĚŝīĞƌĞŶƚ�ŵĂŶ-
ŶĞƌ͘ �dŚĞǇ�ďƌŝŶŐ�ƚŚĞŝƌ�ďƵŝůĚŝŶŐƐ�ƌŝŐŚƚ�ŝŶƚŽ�
ƚŚĞŝƌ�ŐĂƌĚĞŶƐ�ĂŶĚ�ŵĂŶĂŐĞ�ƚŽ�ŶĂƚƵƌĂůŝƐĞ�
ƚŚĞŝƌ� ďƵŝůĚŝŶŐƐ� ƐŽ� ƚŚĂƚ� ƚŚĞǇ� Įƚ� ŝŶ͘� dŚĞ�

ŵĂŝŶ� Ăŝŵ� ŽĨ�ŵĂŶǇ� ŽĨ� ƚŚĞŝƌ� ďƵŝůĚŝŶŐƐ� ŝƐ�
ƚŽ� ƚĂŬĞ�ĂĚǀĂŶƚĂŐĞ�ŽĨ� ƚŚĞ�ŐƌĞĂƚ�ƐĐĞŶĞƌǇ�
ƉƌŽĚƵĐĞĚ�ŝŶ�ƚŚĞŝƌ�ŐĂƌĚĞŶ͘�dŚĞǇ�ĂƌĞ�ĂďůĞ�
ƚŽ�ŝŶƚĞŐƌĂƚĞ�ƚŚĞŝƌ�ďƵŝůĚŝŶŐƐ�ďǇ�ŶĂƚƵƌĂůŝƐ-
ŝŶŐ� ƚŚĞŝƌ� ƐŚĂƉĞƐ�ĂŶĚ�ƵƐŝŶŐ�ŶĂƚƵƌĂů�ŵĂ-
ƚĞƌŝĂůƐ͘�dŚĞǇ�ĂƌĞ�ĂůŵŽƐƚ�ĞŶƟƌĞůǇ�ďƵŝůƚ�ŽĨ�
ǁŽŽĚ�ǁŚŝĐŚ�ŝƐ͕�ŽĨ�ĐŽƵƌƐĞ͕�Ă�ŵĂƚĞƌŝĂů�ŶĂƚ-
ƵƌĂůůǇ�ŐƌŽǁŶ�ŝŶ�Ăůů�ŽĨ�ƚŚĞŝƌ�ŐĂƌĚĞŶƐ͘�dŚĞ�
�ŚŝŶĞƐĞ�ĂƌĞ�Ă�ďŝƚ�ŵŽƌĞ�ĞǆƚƌĞŵĞ�ƚŚĂŶ�ƚŚĞ�
:ĂƉĂŶĞƐĞ� ŝŶ� ƚŚĞ�ǁĂǇ�ƚŚĂƚ� ƚŚĞŝƌ�ŐĂƌĚĞŶƐ�
ĂƌĞ�ůĞƚ�ŐŽ�ƚŽƚĂůůǇ�ǁŝůĚ͘�/Ŷ�ŵǇ�ŽƉŝŶŝŽŶ�ƚŚĞ�
:ĂƉĂŶĞƐĞ� ƐƚǇůĞ� ǁŽƵůĚ� ďĞ� Ă� ǀĞƌǇ� ǀĞƌƐĂ-
ƟůĞ�ƐƚǇůĞ�ĂŶĚ�ǀĞƌǇ�ƵƐĞĨƵů�ŝŶ�ƚŚĞ�ǁĂǇ�ŝƚ�ŝƐ�
ƉůĂŶƚĞĚ�ŝŶ�Ă�ŶĂƚƵƌĂů�ǁĂǇ�ďƵƚ�ŵĂŝŶƚĂŝŶĞĚ�
ŝŶ�Ă�ŵŽƌĞ�ĨŽƌŵĂů�ĨĂƐŚŝŽŶ͘

/Ŷ� ƚŚĞ� ĐŚŽƐĞŶ� &ƌĞŶĐŚ� ĨŽůůǇ� ŐĂƌĚĞŶ͕�
>Ğ� �ĠƐĞƌƚ� ĚƵ� ZĞƚǌ͕� /� ƚŚŝŶŬ� ƚŚĞ� ŝŶƚĞŐƌĂ-
ƟŽŶ� ŽĨ� ŵĂŶǇ� ƚǇƉĞƐ� ŽĨ� ƐƚƌƵĐƚƵƌĞƐ͕� ŝŶƚŽ�
ƚŚĞ� ĐŚŽƐĞŶ� ǀĂůůĞǇ͕ � ŝƐ� ƐƵĐĐĞƐƐĨƵůůǇ� ĚĞĂůƚ�
ǁŝƚŚ� ďǇ� ƵƐŝŶŐ� ƚŚĞ� ĂďŝůŝƚǇ� ŽĨ� ůĂŶĚƐĐĂƉĞ�
ĂƌĐŚŝƚĞĐƚƵƌĞ͘� dŚĞ�ŶĂƚƵƌĂů� ĂŵƉŚŝƚŚĞĂƚƌĞ�
ŝƐ�ƚƌĂŶƐĨŽƌŵĞĚ�ŝŶƚŽ�Ă�ŶĂƚƵƌĂů�ǁŝůĚĞƌŶĞƐƐ�
ŽĨ�ďƵŝůƚ� ƐƚƌƵĐƚƵƌĞƐ͘� dŚĞǇ�ĂƌĞ� ŝŶƚĞŐƌĂƚĞĚ�
ƵƐŝŶŐ� ƉůĂŶƟŶŐ� ĂƌƌĂŶŐĞŵĞŶƚƐ� ĂŶĚ� ƉůĂŶƚ�
ƚǇƉĞƐ�ƚŚĂƚ�ǁĞƌĞ�ƐǇŵƉĂƚŚĞƟĐ�ƚŽ�ĞĂĐŚ�ĨŽů-
ůǇ�ǁŚŝůĞ�ĂůƐŽ�ŶĂƚƵƌĂůůǇ�ĐŽŵŝŶŐ� ƚŽŐĞƚŚĞƌ�
ĂŶĚ�ĚŝƐƉĞƌƐŝŶŐ�ŝŶƚŽ�ƚŚĞ�ĐŽƵŶƚƌǇƐŝĚĞ͘�

/Ŷ�ƚŚĞ�ůĂƐƚ�ĐĞŶƚƵƌǇ�ŵĂŶǇ�ŚĂǀĞ�ĨŽƌŐŽƚ-
ƚĞŶ�ĂďŽƵƚ�ƚŚĞ�ŝŵƉŽƌƚĂŶĐĞ�ŽĨ� ůĂŶĚƐĐĂƉĞ�
ĂƌĐŚŝƚĞĐƚƵƌĞ͘� hŶƟů� ƚŚĞ� ŵŝĚ� ŶŝŶĞƟĞƐ�
ƐŽŵĞ� ĂƌĐŚŝƚĞĐƚƐ� ƚŚŽƵŐŚƚ� ŽĨ� ůĂŶĚƐĐĂƉĞ�
ĂƌĐŚŝƚĞĐƚƵƌĞ�ĂƐ�Ă�ĚǇŝŶŐ�ĚŝƐĐŝƉůŝŶĞ͘�>ĂŶĚ-
ƐĐĂƉĞ�ŝƐ�ŶŽǁ͕�ŚŽǁĞǀĞƌ͕ �ƐůŽǁůǇ�ďĞĐŽŵŝŶŐ�
Ă�ůĞĂĚŝŶŐ�ƚŚĞŵĞ�ŝŶ�ĂƌĐŚŝƚĞĐƚƵƌĞ�ĂŶĚ�Ƶƌ-
ďĂŶŝƐŵ�ĂŶĚ�ƚŚĞƌĞ�ŝƐ�ŚŽƉĞ�ĨŽƌ� ŝƚ�ƚŽ�ĐŽŶ-
ƟŶƵĞ� ƚŽ� ĚŽ� ƐŽ͘� /Ŷ� ŵǇ� ŽƉŝŶŝŽŶ� ĐŽŶƚĞǆƚ�
ƐŚŽƵůĚ� ƚƌƵŵƉ� ŽďũĞĐƚƐ͘� &Žƌ� ďƵŝůĚŝŶŐƐ� ƚŽ�
ďĞĐŽŵĞ� ŵŽƌĞ� ƚŚĂŶ� ŽďũĞĐƚƐ͕� ĂƌĐŚŝƚĞĐƚƐ�



ǁŝůů� ŚĂǀĞ� ƚŽ� ƌĞĐĂůŝďƌĂƚĞ� ƚŚĞŝƌ� ĐŽŶƐŝĚĞƌ-
ĂƟŽŶƐ� ďĞǇŽŶĚ� ƚŚĞ� ůŝŵŝƚƐ� ŽĨ� ƚŚĞ� ǁĂůůƐ�
ŽĨ� ƚŚĞ�ďƵŝůĚŝŶŐ�ĂŶĚ� ŝŶƚŽ� ƚŚĞ� ĐŽŶƚĞǆƚ�ŽĨ�
ƚŚĞŝƌ�ƉƌŽƉŽƐĂů͘�/�ďĞůŝĞǀĞ�ƚŚĂƚ�ŝŶ�ƚŚĞ�ƐĂŵĞ�
ǁĂǇ� ĨƵƌŶŝƚƵƌĞ� ŝƐ� ĚĞƐŝŐŶĞĚ� ĂůŽŶŐ� ǁŝƚŚ�
ŝƚƐ� ƌŽŽŵ͕�ďƵŝůĚŝŶŐƐ� ƐŚŽƵůĚ�ďĞ�ĚĞƐŝŐŶĞĚ�
ĂůŽŶŐ�ǁŝƚŚ�ƚŚĞŝƌ�ůĂŶĚƐĐĂƉĞ͘

tŝƚŚ�ƚŚĞ�ƌŝƐĞ� ŝŶ� ŝŶƚĞƌĞƐƚ� ŝŶ�ĞĐŽůŽŐǇ�
ĂŶĚ�ĞŶǀŝƌŽŶŵĞŶƚ�ĂŶĚ�ƚŚĞ�ƌĞĐĞŶƚ�ĚŽǁŶ-
ƚƵƌŶ�ŝŶ�ƚŚĞ�ĞĐŽŶŽŵǇ�/�ŚŽƉĞ�ƚŚĂƚ�ƉĞŽƉůĞ�
ǁŝůů�ďĞŐŝŶ�ƚŽ�ƐůŽǁ�ĚŽǁŶ�ŵŽƌĞ�ĂŶĚ�ŝŶƚĞ-
ŐƌĂƚĞ�ŽƵƌ� ĂƌĐŚŝƚĞĐƚƵƌĞ� ƚŚƌŽƵŐŚ� ƚŚĞ�ƵƐĞ�
ŽĨ�ůĂŶĚƐĐĂƉĞ�ĂƌĐŚŝƚĞĐƚƵƌĞ͘
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I am in an Internet café in an Indonesian town. There are only 
a few computers so I am sitting there waiting. There is a small 
round coffee table with various magazines and books scattered 
on it. I pick up the book with a space ship on it. It is an old picture 
ERRN�IURP�WKH�HLJKW\·V�ÀOOHG�ZLWK�LPDJHV�RI�VSDFH�KRXVHV��FLWLHV�
ZLWK�EXLOGLQJV�PHHWLQJ�WKH�HDUWK�OLNH�RFWRSXVHV��FDUV�SXOVDWLQJ�
around. New drilling machines to create tunnels across the world 
FRQQHFWLQJ�VRFLHWLHV��QR�FRQÁLFWV�RU�ERUGHUV�LQ�WKLV�ZRUOG��7KH�PRRQ�
ZDV�D�SODFH�IRU�IDQWDV\�IRU�PDQ\��ZKDW�ZRXOG�OLIH�EH�OLNH�ORRNLQJ�
GRZQ�RQ�HDUWK��7KH�DUWLVW�WULHV�WR�YLVLRQ�WKLV��JLYLQJ�XV�WKH�LGHD�
ZKDW�LW�ZRXOG�EH�OLNH��$V�D�ER\�,�DP�VLWWLQJ�LQ�WKH�6DYR\��WKH�ELJJHVW�
FLQHPD�LQ�WKH�FLW\��ZDWFKLQJ�¶%DFN�7R�7KH�)XWXUH��·��0DUW\�DQG�
Dock travel to the future in a De Lorean to save Marty’s kids. The 
FDU�UXQV�RQ�JDUEDJH��WKH�ZKHHOV�IROG�XS�DQG�ÁLHV�WR�WKH�UHTXLUHG�
VSHHG�RI����PLOHV�SHU�KRXU�WR�WUDYHO�LQWR�WKH�IXWXUH��,Q�WKLV�IXWXUH��
������WKHUH�DUH�Á\LQJ�FDUV��VHOI�GU\LQJ�MDFNHWV��SL]]D�ZKLFK�H[SDQGV�
in a microwave to feed the family and of course the hover-board: 
D�Á\LQJ�VNDWH�ERDUG��7KH�SRLQW�WKDW�,�DP�JHWWLQJ�DW�LV�,�ZDV�H[-
FLWHG�DERXW�WKLV�IXWXUH��P\�IULHQGV�ZHUH��LQ�RXU�FKLOGLVK�PLQGV�LW�
DOO�VHHPHG�SHUIHFWO\�SODXVLEOH��ZK\�ZRXOGQ·W�WKHUH�EH�Á\LQJ�FDUV"�
Images are in my mind. I am still waiting for my hover-board.

I have all these images in my mind. Why do these images 
H[LVW"�$UH�WKH\�WKHUH�MXVW�IRU�YLVXDO�SOHDVXUH�WR�VWLPXODWH�WKH�PLQG"�
,V�WKHUH�DQ\�ELW�RI�WUXWK�LQ�WKHP�DW�DOO"�6XUHO\�WKH\�KDG�WR�EH�FUH-
DWHG�IURP�VRPH�LQIRUPDWLRQ��ZLWK�VRPH�EDFNLQJ�EHKLQG�WKHP��
)LOP�VHWV�RI�WKH�IXWXUH�IXOO�RI�IDQWDV\��ZKRVH�IXWXUH�LV�WKLV"�1RZ�
that I am studying architecture I have been introduced to a whole 
QHZ�ZRUOG�RI�IDQWDV\��GHVLUH�RU�WKHRU\��'HVLUH�IRU�D�EHWWHU�IXWXUH��
D�UDGLFDOO\�GLIIHUHQW�RQH��7KHVH�QHZ�ZRUOGV�VKDOO�ZH�FDOO�WKHP��
ZKDW�GR�WKH\�PHDQ"� ,Q� WKHVH�WKHRUHWLFDO�DUFKLWHFWXUDO�ZRUOGV��

Introduction



“Perceptions of the Future/Where is my HoverBoard”

285

Back To The Future 2 Poster 
1989

Crysler Building New York 
1930



286

ZKHUH�GR�WKH�FUHDWRUV�JHW�WKHLU�LGHDV"�+DYH�WKH\�LQÁXHQFHG�WKH�
ZRUOGV�FUHDWHG�LQ�FLQHPD��RQ�79�DQG�FRPLFV�RU�YLFH�YHUVD��$UH�
WKHVH�DUFKLWHFWV�WU\LQJ�WR�UHDOLVH�VRPHRQH�HOVH·V�IDQWDV\��PD\EH�
WKH�RQHV�WKH\�VDZ�DV�D�NLG"�,�NQRZ�WKHUH�DUH�VFLHQWLVWV�WU\LQJ�WR�
create the hover-board. I want to see if any of these people have 
LQÁXHQFHG�HDFK�RWKHU��7R�PH�WKHVH�LGHDV�VHHP�ULGLFXORXV��PRYLQJ�
VWUHHWV��FLWLHV�WKDW�PRYH��HQGOHVV�VXUIDFHV��<HV�WKH�WKHRU\�VRXQGV�
good but surely they knew that their ideas were impossible. Were 
WKHVH�JX\V�WU\LQJ�WR�IXOÀO�RQH�RI�WKHLU�FKLOGKRRG�IDQWDVLHV"

+HUH�,�DP�WKH�\HDU�������%RUQ�LQ�WKH�HLJKWLHV��,�KDYH�VHHQ�
DQG�KHDUG�SOHQW\�RI�SRVVLELOLWLHV�IRU�������QRQH�RI�ZKLFK�KDYH�
EHHQ�UHDOLVHG��1HZ�\HDU�������<�N��7KLV�FRXOG�EH�WKH�FKDQJH�ZKHQ�
WKH�WHFKQRORJ\�IDLOV�WKH�KXPDQ��'UXQN�DW�D�SDUW\��VHDUFKLQJ�WKH�
skies to see if there are any falling planes. NO. Back to the party. 
7KH�ZRUOG�NHHSV�WXUQLQJ��WKH�FRPSXWHUV�NHHS�RQ�FRPSXWLQJ��

:KDW�DUH�WKH�YLVLRQV�RI�WKH�IXWXUH�WKH�NLGV�WRGD\�DUH�VHHLQJ"�
$�ZRUOG�RI�ÁRRGV��LFH�DQG�GLVDVWHU"�$P�,�ZURQJ"�,�KRSH�VR��.LGV�
don’t need to be bogged down with reality. I hope they still see 
WKH�IXWXUH�DV�D�IDQWDV\�ZRUOG��)RU�XV��WKH�DGXOWV��RXU�PLQGV�DUH�
being tormented with these global warming affairs. Is this the real 
IXWXUH"�1R�Á\LQJ�FDUV�RU�PHJD�PHWURSROLVHV�EHFDXVH�WKHLU�¶JOREDO�
IRRWSULQW�LV�WRR�GDPDJLQJ·��:KDW�DUH�P\�SHUFHSWLRQV�RI�WKH�IXWXUH"�
,�ZRXOG�OLNH�WR�VD\�WKDW�WKHUH�DUH�JRLQJ�WR�EH�WHOHSRUW�PDFKLQHV��D�
ZRUOG�ZLWK�QR�ERDUGHUV��EHLQJ�DEOH�WR�ZDNH�XS�LQ�6SDLQ��JRLQJ�WR�
college in Ireland and having your morning coffee and croissant in 
)UDQFH��%XW�,�NQRZ�WKDW�ZRQ·W�KDSSHQ��DQG�WKDW�LI�WKH\�GLG�LQYHQW�D�
WHOHSRUW�PDFKLQH��SROLWLFV�ZRXOG�JHW�LQ�WKH�ZD\��6R�ZKDW�DUH�WKH�UH-
DOLVWLF�SHUFHSWLRQV�RI�WKH�IXWXUH"�&RPSXWHUV�ZLOO�JHW�PRUH�SRZHUIXO�
DQG�VPDOOHU��3HWURO�SULFHV�ZLOO�ULVH��WKHQ�ZKHQ�GU\��D�QHZ�SHWURO�WR�
propel our precious vehicles will be released. Buildings will become 
¶JUHHQHU·��7KH�FORFN�ZLOO�NHHS�RQ�WLFNLQJ��'RHV�RXU�JHQHUDWLRQ�NQRZ�
WRR�PXFK��LQIRUPDWLRQ�LV�DW�LWV�HDVLHVW�WR�JHW��$P�,�MXVW�EHLQJ�SHVVL-
PLVWLF"�$UH�WKHUH�SHRSOH�RXW�WKHUH�WU\LQJ�WR�PDNH�D�FKDQJH�WR�PDNH�
WKH�OHDS�LQWR�D�QHZ�IXWXUH"�)RU�ZKDW�LV�WKH�IXWXUH��SUHVHQW����         
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7DNH�\RXUVHOI�EDFN�LQ�WLPH�WR�WKH�����·V�DW�D�WLPH�ZKHQ�
industry was booming. People were fascinated with the machine 
and how it would change their lives. Inventors were inventing new 
ZD\V�WR�UHYROXWLRQLVH�\RXU�OLIH��7KH�VSHFXODWLRQV�RI�WKH�IXWXUH�ZHUH�
ZLOG�DQG�RXWUDJHRXV��¶,I�WKH�PDFKLQH�KDV�HYROYHG�VR�PXFK�LQ�WKLV�
GHFDGH��LPDJLQH�ZKDW�WKH�ZRUOG�ZLOO�EH�OLNH�LQ�WKH�HLJKWLHV�·��

Of course there are many ideas or perceptions of the fu-
WXUH�� HDFK� FRPLQJ� IURP�D�GLIIHUHQW�EUDLQ�� D�GLIIHUHQW�DQDO\VLV�
RI� OLIH�� <HV� WKHUH� DUH� SUDFWLFDO� LGHDV� DQG� RXWUDJHRXV� LGHDV��
EXW� WKH\� GR� VKDUH� VLPLODU� TXDOLWLHV�� WKHVH� TXDOLWLHV� EHLQJ� WKH�
problems that were foreseen in the future of metropolis.

In the words of writer Myron M. Sterns “The population 
SUREOHPV�RI�HYHU\�JUHDW�FLW\�IDOO�LQWR�WKUHH�ÀHOGV��KRXVLQJ��IHHG-
ing and transportation.”1��7KHUH� LV�DOVR�ZRUN�DQG� LQGXVWU\�� WKH�
EDODQFH�RI�OLYLQJ��ZRUNLQJ�DQG�PRYLQJ�LQ�D�FLW\��<RX�FDQ�VHH�ZK\�
WKHVH�ZHUH�H[FLWLQJ� WLPHV� WR� OLYH� LQ�� 7KH�VN\OLQH�RI� FLWHV�ZHUH�
FKDQJLQJ�GUDPDWLFDOO\��µE\������0DQKDWWDQ�ERDVWHG�QHDUO\�RQH�
WKRXVDQG�EXLOGLQJV�RI�HOHYHQ�WR�WZHQW\�VWRULHV��DQG�ÀIW\�RQH�RI�
EHWZHHQ�WZHQW\�RQH�DQG�VL[W\�VWRULHVµ2  New skyscrapers each 
RQH�VXUSDVVLQJ�WKH�QH[W��1HZ�<RUN�EHLQJ�WKH�XOWLPDWH�FRQWHQGHU�
LQ�WKLV�UDFH��´%HWZHHQ������WR����1HZ�<RUN�VDZ�ÀYH�QHZ�VN\-
VFUDSHUV� EHWZHHQ� VL[W\� VHYHQ� DQG� HLJKW\� VHYHQ� ÁRRUV�µ3 

          The curious European architects  were invading America 
to see and learn for themselves what was happening there. Adolphe 
Bocage wrote a review in L’Architecture commenting on the indus-
trialism of the American people highlighted “the very real results 
DFKLHYHG�E\�WKLV�QHZ��YLJRURXV�SHRSOH��HPDQFLSDWHG�IURP�VHUYLWXGH�

Chapter 1

The Future Perceptions of the 
1920s
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DQG�SUHMXGLFH�DOLNH��D�SHRSOH�WKDW�FRXOG�DIIRUG�WR�LQGXOJH�LQ�IHUWLOH�
H[SHULPHQWµ4�7KLV�ZDV�WKH�ORRN�RI�$PHULFD��D�SODFH�RI�GUHDPV�DQG�
LQQRYDWLRQ��%XW�IURP�WKHVH�QHZ�PHWURSROLVHV�SUREOHPV�DURVH��WKH�
ELJJHVW�EHLQJ�KRZ�WR�WUDQVSRUW�WKH�SHRSOH�DQG�JRRGV��$������LVVXH�
RI�6FLHQWLÀF�$PHULFD��KDG�DQ�LPDJH�RI�D�VHFWLRQ�GUDZLQJ�RI��WK�
DYHQXH�VKRZLQJ�WKH�ÀYH�GLIIHUHQW�OHYHOV�RI�WUDQVSRUW��ZKLFK�ZDV�
UHSULQWHG�LQ������LQ�WKH�*HUPDQ�PDJD]LQH�:HUQHU�+HJHPDQQ��,�
WKLQN�WKDW�WKLV�OHG�WR�+DYH\�:LOH\·V�GUDZLQJ�RI�¶7KH�FLW\�RI�WKH�IXWXUH��
D�VROXWLRQ�WR�WKH�WUDIÀF�SUREOHP·�ZKLFK�ZDV�SULQWHG�LQ�6FLHQWLÀF�
$PHULFD�LQ�������,W�ZDV�DERXW�VHSDUDWLQJ�WUDIÀF�´IRU�SHGHVWULDQV��
VSHFLDO�RYHUKHDG�VLGHZDONV��+HDY\�WUDQVSRUW�WUDYHO�XQGHUJURXQG��
even below the level of the “metro” or “tubes”.5 This image I think 
ZDV�D�ELJ�LQÁXHQFH�WR�RWKHU�SHUFHSWLRQV�RI�WKH�)XWXUH���

         There were many people putting down their ideas on pa-
per from different backgrounds and professions. Let’s take a look 
DW�VRPH�RI�WKHVH�SURMHFWV��:H�ZLOO�VWDUW�RII�ZLWK�D�VHQVLEOH�VROXWLRQ��
usually created by people who are materialistic. It is these peoples 
need to create a practical solid idea and get paid for it. As Peter 
+DOO�VD\V��´%XW�HTXDOO\��KXPDQ�EHLQJV��HVSHFLDOO\�WKH�PRVW�LQWHO-
OLJHQW�DQG�PRVW�RULJLQDO�DPRQJ�WKHP�²�DUH�DOPRVW�LQÀQLWHO\�TXLUNV\�
DQG�FUHDWLYH�DQG�VXUSULVLQJ��WKHUHIRUH��WKH�UHDO�LQWHUHVW�LQ�KLVWRU\��
EH\RQG�WKH�VWDJJHULQJO\�VHOI�HYLGHQW��OLHV�LQ�WKH�FRPSOH[LW\�DQG�
the variability of the human reaction”6���0DGPDQ�RU�JHQLXV"�

��������$PHULFD�LQ�WKH�WZHQWLHV�ZDV�ERRP�WLPH��DQG�ZLWK�D�ULVLQJ�
SRSXODWLRQ�D�VROXWLRQ��D�SODQ�KDG�WR�EH�GHYLVHG��0DQ\�SHRSOH�RI�
different disciplines had the solution. A group of concerned pro-
fessionals came together and called themselves the RPAA (The 
5HJLRQDO�3ODQQLQJ�$VVRFLDWLRQ�RI�$PHULFD���&ODUHQFH�6WHLQ��%HQWRQ�
0DF.D\H��/HZLV�0XPIRUG��$OH[DQGHU�%LQJ��DQG�+HQU\�:ULJKW�ZHUH�
WKH�SULPDU\�PRYHUV�LQ�WKLV�JURXS��DOO�ZLWK�GLIIHUHQW�EDFNJURXQGV�
and skills. They had to deal with the very real problem of the future 
growth and urban spiral of America. What formation will America 



“Perceptions of the Future/Where is my HoverBoard”

291

1HZ�<RUN�ÀYH�VXSHULPSRVHG�
WUDIÀF�ODQHV��6FLHQWLÀF�
America 1908 

The city of the future: an in-
QRYDWLYH�VROXWLRQ�WR�WKH�WUDIÀF�
SUREOHP��6FLHQWLÀF�$PHULFD�����



292

WDNH"�$W�WKH�VDPH�WLPH�/H�&RUEXVLHU·V�VROXWLRQ�IRU�XUEDQ�JURZWK�
ZDV�WR�ZLSH�WKH�VODWH�FOHDQ�DQG�LQVHUW�KLV�¶&LW\�IRU�WKUHH�PLOOLRQ·��D�
W\SH�RI�JDUGHQ�FLW\��FRQFHLYHG�IRU�3DULV�EXW�FRXOG�EH�XVHG�DQ\ZKHUH�
GXH�WR�LWV�GLVUHJDUG�IRU�FRQWH[W��7KLV�FLW\�ZDV�NQRZQ�IRU�LWV����XQL-
IRUP�����IRRW�KLJK�FUXFLIRUP�WRZHUV��,W��KDG�KLHUDUFK\�RI�ZRUNHUV��
WKH�LPSRUWDQW�SHRSOH�OLYHG�LQ�OX[XU\�KRPHV��WKH\�ZRUNHG�LQ�WKH�
VN\VFUDSHUV��WKH�PRVW�LPSRUWDQW�EHLQJ�RQ�WKH�WRS�ÁRRU��WKH�ZRUN-
HUV�OLYHG�LQ�FUDPSHG�ZRUNHUV�KRXVLQJ��VHW�DZD\�IURP�WKH�EXVLQHVV�
KXE�ZLWK�LWV�¶LPSRUWDQW�SHRSOH·��7KLV�ZDV�QRW�UHFHLYHG�ZHOO�IURP�
WKH�3DULVLDQ�SHRSOH��:LWK�DOO�LWV�EDG�SRLQWV��WKH�LPDJHV�RI�WKLV�FLW\�
UHPDLQ�VWURQJ�DQG�LQÁXHQWLDO��WKLV�LV�ZKDW�ZH�DUH�LQWHUHVWHG�LQ�

� )LOP�GLUHFWRU�)ULW]�/DQJ�WUDYHOOHG�WR�1HZ�<RUN�DFFRPSDQLHG�
by architect Erich Mendelsohn who where surly discussing the vari-
RXV�WRSLFV�RI�WKH�PHWURSROLV�H[FKDQJLQJ�YLHZV�DQG�LGHDV��´7KH�ÀUVW�
HYHQLQJ�ZKHQ�ZH�DUULYHG��ZH�ZHUH�VWLOO�HQHP\�DOLHQV�VR�ZH�FRXOGQ·W�
leave the ship. It was docked somewhere on the West Side of New 
<RUN��,�ORRNHG�DW�WKH�VWUHHWV��WKH�JODULQJ�OLJKWV�DQG�WDOO�EXLOGLQJV��DQG�
there I conceived Metropolis.”7�7KH�ÀOP�0HWURSROLV8��LV�VHW�LQ�D�IX-
ture where humans are divided in two groups: the workers and the 
WKLQNHUV��7KH�WKLQNHUV�OLYH�LQ�OX[XU\�VN\VFUDSHUV�ZKLOH�WKH�ZRUNHUV�
live below the ground in dingy cramped house’s. Sound’s a lot like 
/H�&RUEXVLHU�¶&LW\�IRU�WKUHH�PLOOLRQ�·�9LVXDOO\�WKLV�ÀOP�LV�VWXQQLQJ��
*RWKLF�VN\VFUDSHUV�WRZHULQJ�DERYH�WKH�KLJK�VSHHG�LQWHUFRQQHFWHG�
KLJKZD\��ZLWK�]HSSHOLQ·V�GULIWLQJ�DERYH�WKH�PHWURSROLV��7KLV�ZRUOG�
LV�KHDYLO\�LQÁXHQFHG�E\�WKH�LPDJHV�RI�WKH�WLPH��OLNH�+DUYH\�:LOH\V�
¶FLW\�RI�WKH�IXWXUH·��7KH�IXWXULVW�PRYHPHQW�LQ�,WDO\�ZDV�KDSSHQLQJ�
DW�WKH�VDPH�WLPH��7KH�IXWXULVWV�EHOLHYHG�LQ�WHFKQRORJ\��VSHHG��ZDU��
´/LNH�PDQ\�DUWLVWV�DW�WKH�WLPH��WKH�)XWXULVWV�EHOLHYHG�WKH\�ZHUH�
ZLWQHVVLQJ�WKH�GDZQLQJ�RI�D�QHZ�DJH�RI�SRZHU��G\QDPLVP��DQG�
H[FLWHPHQW��7HFKQRORJ\�ZDV�FHQWUDO�DQG�VKRXOG�QRW�EH�REVHUYHG�
ZLWK�WKH�GHWDFKHG�DLU�RI�DFDGHPLF��EXW�H[SHULHQFHG�IRU�DOO�LWV�FRP-
pulsive sensations. Jettisoning the aesthetic and cultural conven-
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WLRQV�RI�WKH�SDVW��WKH�)XWXULVWV�HPEUDFHG�WKH�UDGLFDOO\�QHZ�EHDXW\�
RI�WKH�WZHQWLHWK�FHQWXU\��WKH�EHDXW\�RI�VSHHG��$�UDFLQJ�FDU�ZKRVH�
KRRG�LV�DGRUQHG�ZLWK�JUHDW�SLSHV��OLNH�VHUSHQWV�RI�H[SORVLYH�EUHDWK��
a roaring car that seems to ride on grapeshot is more beautiful 
WKDQ�WKH�9LFWRU\�RI�6DPRWKUDFHµ9���7KHLU�LPDJHV��YHU\�SRZHUIXO�DQG�
SURYRFDWLYH�ZRXOG�KDYH�DQG�VWLOO�DUH�LQVSLULQJ�DQG�LQÁXHQWLDO��

����������)LOP��PDJD]LQHV�DQG�DGYHUWLVLQJ�ZDV�KRZ�WKH�PDMRULW\�
RI�JHQHUDO�VRFLHW\�JRW�H[SRVHG�WR�WKH�H[FLWLQJ�SRVVLELOLWLHV�RI�WKH�
IXWXUH��$GYHUWLVHPHQWV�UHÁHFW�WKH�GHVLUHV�RI�D�SODFH�DQG�D�WLPH��,Q�
WKLV�*UH\V�FLJDUHWWH�DGG�RI�WKH�����V�LW�LV�FOHDU�WKDW�*UH\V�FLJDUHWWHV�
DUH�JRLQJ�WR�EH�DURXQG�LQ�WKH�IXWXUH��EXW�WKH\�FRXOGQ·W�SUHGLFW�WKDW�
cigarette advertising would not. This is one of the typical worlds por-
WUD\HG�RI�WKLV�WLPH��7KHVH�LPDJHV�UHÁHFW�WKH�VLWXDWLRQ�RI�WKH�WLPH�
DQG�PXOWLSOLHG�WKHP�E\�WHQ�IRU�WKH�IXWXUH�RXWORRN��,Q�WKLV�*UH\V�&LJ-
DUHWWHV�DGG��WKH�LPDJH�IURP�¶0HWURSROLV·�DQG�WKH�FRYHU�IRU�6FLHQFH�
DQG�0HFKDQLFV��LW�LV�YHU\�FOHDU�KRZ�WKH\�VROYHG�WKH�SUREOHPV�RI�WKH�
WLPH��WKH�SUREOHPV�EHLQJ�WKH�H[SDQGLQJ�SRSXODWLRQ�RI�WKH�FLWLHV��
the invention of the motor car and the desire/need for speed.

� $QDO\VLQJ�WKH�*UH\V�DGYHUWLVHPHQW��KRZ�GLG�WKLV�LPDJH�
HPDQDWH"�7KLV�LV�PHDQW�WR�EH�D�)XWXUH�/RQGRQ��KRZ�GLG�WKH�DUWLVW�
SHUFHLYH�WKLV�IXWXUH"�,Q�P\�RSLQLRQ�WKH�DUWLVW�ZDV�QRW�D�IDPRXV�
YLVLRQDU\��LI�KH�ZDV�KH��RU�VKH�EXW�SUREDEO\�KH��ZRXOG�KDYH�SXW�KLV�
QDPH�WR�LW��+H�ZDV�SUREDEO\�D�XQGHU�DSSUHFLDWHG�XQGHU�SDLG�PDJD-
]LQH�DUWLVW�JHWWLQJ�KLV�QH[W�EXFN��1RZ�WKLV�PDQ�JRHV�WR�ZRUN��+LV�
DVVLJQPHQW�IRU�WKH�ZHHN�LV�WR�FUHDWH�DQ�DGYHUW�IRU�*UH\V�FLJDUHWWHV��
+H�GHFLGHV�WR�VHW�LW�LQ�WKH�IXWXUH�EHFDXVH�WKDW�ZDV�SRSXODU�DW�WKH�
WLPH��0D\EH�KH�VDZ�0HWURSROLV�RU�UHDG�DQ�DUWLFOH�RQ�WKH�1HZ�<RUN�
VN\VFUDSHUV��)URP�WKLV�NQRZOHGJH�KH�FRXOG�RQO\�DVVXPH�WKDW�VN\-
VFUDSHUV�ZLOO�EH�HYHU\ZKHUH��(YHU\�FLW\�QHHGV�WUDQVSRUW�VR�WKH�DUWLVW��
DZDUH�RI�WKH�DGYDQFHV�LQ�WUDQVSRUW�WHFKQRORJ\�OLNHG�WKH�¶:XSSHUWDO�
6FKZHEHEDKQ��D�KDQJLQJ�PRQRUDLO��WKLV�ZDV�KLV�IDYRXULWH�VR�KH�GLG�
D�YHUVLRQ�RI�WKLV��$�IDVWHU�PRUH�VWUHDPOLQHG�IRUP��DV�WKLV�ZDV�WKH�



“Perceptions of the Future/Where is my HoverBoard”

295

Greys cigarettes adver-
tisement 1920s

Futurists  ‘La Citta 
Nuova’ 1914



296

direction that the aeroplanes were going and they were the fastest 
WUDQVSRUW�PDFKLQH�RQ�HDUWK��+H�ZDV�QHDUO\�ÀQLVKHG�EXW�VRPHWKLQJ�
ZDV�PLVVLQJ��´DKD�,�ZLOO�SXW�D�URRI�RQ�WKH�FLW\µ��.QRZLQJ�DERXW�
&U\VWDO�3DODFH�KH�GUDZV�D�OLJKW�GRPH�VWUXFWXUH�DQG�LQVHUWV�DQRWKHU�
monorail on it for good measure. I know this may be a cynical view 
EXW�ZK\�GRHV�WKHUH�KDYH�WR�EH�D�KLJKHU�SKLORVRSKLFDO�PHDQLQJ��
for the artist is a creator interpreting what is happening around 
KLP��)RU�KLP��WKH�IXWXUH�LV�DQ�H[DJJHUDWHG�YLHZ�RI�QRZ��KH�ZDVQ·W�
DQ�DUFKLWHFW��KH�GLGQ·W�KDYH�WR�EH�VHQVLEOH�DERXW�KLV�LPDJHV�

          The same could be said about the cover for Sci-
HQFH�DQG�0HFKDQLFV��D�YLVLRQ�RI�1HZ�<RUN�D�KXQGUHG�\HDUV�RQ��
The Empire State building in the foreground is miniaturized. 
7KH�FRYHU�ZDV�GHVLJQHG�LQ�HDUO\��������7KH�DUWLVW��PD\EH�ZRUN-
ing in Manhattan was seeing how fast skyscrapers were being 
HUHFWHG��HDFK�RQH�VXUSDVVLQJ�WKH�QH[W��´9HUWLFDO�H[SUHVVLRQV�RI�
corporate power”10 was the phrase historian Oliver Zanz used 
to describe the skyline. The artist must have been aware of this 
MXGJLQJ�IURP�WKH�VN\VFUDSHU�GLVSOD\LQJ�QDPHV�¶0HWURSROLWDQ�OLIH·�
¶6LQJHU·�WR�QDPH�D�IHZ�RQ�WKH�FDSV�RI�WKHVH�VN\VFUDSHUV��+H�ZDV�
H[SHULHQFLQJ�WKH�HIIHFWV�RI�WKH�GHSUHVVLRQ�KDSSHQLQJ�DW�WKH�WLPH��
Maybe fearful of the failure of the Democratic system perhaps 
KH�WKRXJKW����&RPPXQLVP�ZRXOG�WDNH�RYHU��KHQFH�WKH�&RPPX-
QLVWLF�VW\OH�RI�DUFKLWHFWXUH�LQ�WKH�LPDJH��WKH�QHZ�SRZHU��$ZDUH�RI�
WKH�QHZ�IRUP�RI�VN\VFUDSHUV�IURP�WKH�¶]RQLQJ�HQYHORSH·11 a law 
SDVVHG�WR�SURWHFW�WKH�PHDVXUH�RI�OLJKW�DQG�DLU�RI�0DQKDWWDQ��KH�
kept this wedding cake characteristic in his vision of the future.            

� &RUEXVLHU�VWDWHV�WKDW�´$UFKLWHFWXUH�LV�LQ�GLVRUGHU�QRZ�EXW�
LWV�HVVHQWLDO�ODZV�RI�&ODVVLFDO�JHRPHWU\�UHPDLQ��0HFKDQL]DWLRQ�
GRHV�QRW�WKUHDWHQ�WKHVH�ODZV�EXW�UHLQIRUFHV�WKHP��DQG�ZKHQ�DU-
FKLWHFWXUH�KDV�UHFRYHUHG�WKHVH�&ODVVLFDO�ODZV�DQG�PDGH�LWV�SHDFH�
ZLWK�PDFKLQHU\��LW�ZLOO�EH�LQ�D�SRVLWLRQ�WR�UHGUHVV�WKH�ZURQJV�RI�
society.”12���7KH�UHDVRQ�ZK\�,�LQFOXGH�WKLV�VWDWHPHQW�LV�WKDW�&RU-
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EXVLHU�ZDV�RQH�RI�WKH�OHDGLQJ�DUFKLWHFWV�DW�WKH�WLPH��VR�WKH�DUWLVWV�
ZKR�ZRXOG�KDYH�PDGH�WKHVH�DGYHUWLVHPHQWV��PDJD]LQH�FRYHUV�
DQG�VHW�GHVLJQV�REYLRXVO\�GLGQ·W�MXVW�SXOO�WKHVH�LGHDV�RXW�RI�D�KDW��
they would have done some research. Are these perceptions a 
UHVSRQVH�WR�WKLV"�7KH�EXLOGLQJV�LQ�DOO�RI�WKHP�DUH�KLJKO\�RUGHUHG�LQ�
WKHLU�JHRPHWU\��LQFRUSRUDWLQJ�WKH�PDFKLQH�LQWR�WKHP��7KH�JURXQG�
LV�FOHDU�RI�WKH�SHGHVWULDQ��GHGLFDWLQJ�LWVHOI�WR�WKH�VSHHGLQJ�WUDLQV�
DQG�FDUV��,Q�WKH������3RSXODU�6FLHQFH�0RQWKO\�PDJD]LQH�LW�ZDV�
VDLG��´$V�WR�WKH�SUHVHQW�OHYHO�VWUHHWV��WKH�VLGHZDONV�ZLOO�SUREDEO\�
be raised to the second story level to permit a full stream of one 
ZD\�WUDIÀF��XWLOL]LQJ�DOO�WKH�VSDFH�EHWZHHQ�WKH�EXLOGLQJV«�$�3RUWLRQ�
RI�WKH�ZKROH�FLW\�ZLOO�KDYH�´GXJ�LQµ�RU�JRQH�XQGHUJURXQG��MXVW�DV�
is already the case in parts of the Wall Street district”. So you can 
see why these perceptions seemed reasonable. It goes on: “Streets 
RQ�ÀYH�OHYHOV�KDYH�EHHQ�SURSRVHG��$W�ÀUVW�WKLV�VHHPV�YHU\�XQOLNHO\�
EXW�LI�ZH�VWRS�WR�WKLQN�IRU�D�PRPHQW�ZH�ÀQG�WKDW�WR�D�VXUSULVLQJ�
H[WHQW�WKH�FRQGLWLRQ�KDV�DOUHDG\�FRPH�WR�H[LVWHQFH��,I�\RX�VWDQG�LQ�
IRUW\�VHFRQG�VWUHHW��1HZ�<RUN��IRU�LQVWDQFH��LQ�IURQW�RI�\RX�LV�*UDQG�
&HQWUDO�6WDWLRQ��WKHUH�LV�D�YLDGXFW�RYHU�\RX��7KDW�LV�RQH�OHYHO��)RUW\�
6HFRQG�VWUHHW�LWVHOI�LV�RQ�WKH�VHFRQG�OHYHO��*R�GRZQ�LQWR�*UDQG�
&HQWUDO�6WDWLRQ��DQG�\RX�ÀQG�WUDLQV�EHORZ��WKH�SUHVHQW�OHYHO�RI�3DUN�
Avenue”. So you can see that these wild and outrageous images of 
WKH�IXWXUH�IURP�WKH�����V�WKDW�ZH�DUH�VR�IDPLOLDU�ZLWK�DUH�QRW�WKDW�
RXWUDJHRXV��WKH\�DUH�MXVW�PRUH�RI�WKH�ZD\�WKLQJV�ZHUH�JRLQJ�
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1  Popular Science Monthly p21 October 1927
2 Carol Willis Form Follows Function p9 citing Report of the 
heights of building commission 1913
3  Jean-Louis Cohen Scenes of the world to come p22
4  Ibid p32
5  Ibid p167
6  Peter Hall  Cites of Imagination p4
7  Jean-Louis Cohen Scenes of the world to come p86
8  Fritz Lang 1927
9  Nigel Whiteley,  Reyner Banham, Historian of the Immediate 
Future. P.47 citing F.T Marinetti, “The Founding and Manifesto of  
Futurism 1909
10  Carol Willis Form Follows Funtion p146
11  ibid. p67
12  Nigel Whitely Reyner Banham Historian of the Immediate Fu-
ture p.60 citing Theory and Design p245
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 Our Future Perceptions.

�7KH�\HDU�QRZ�������:KDW�LV�RXU�QHZ�JHQHUDWLRQV�KRSH�IRU�WKH�
IXWXUH"�+RZ�GR�ZH�VHH�RXUVHOYHV�OLYLQJ�LQ�����"�,V�WKHUH�DQ�H[FLWH-
PHQW�IRU�WKH�IXWXUH"�,Q�WKH�SDVW�LW�VHHPV�WKDW�WKH�IXWXUH�RXWORRNV�
ZDV�D�SODFH�RI�ZRQGHU�DQG�MR\�ZKHUH�DQ\WKLQJ�FRXOG�KDSSHQ��WKHUH�
was no limit to what it could be. There was little sensibility to the 
LPDJHV�WKDW�ZHUH�EHLQJ�SURGXFHG��)RU�H[DPSOH�WKH�����V�LPDJHV�
like that of the sliding pavements pedestrians been moved around 
RQ�FRQYH\RU�V\VWHPV�DUH�DOO�YHU\�ZHOO�EXW�ZKDW�DERXW�WKHLU�VDIHW\"�
,Q�WKH�¶6FLHQFH�DQG�0HFKDQLFV·��PDJD]LQH�WKH�VN\VFUDSHUV�ZHUH�
chunky monsters at least twice the size of the empire state build-
ing. Did the people of the time laugh at this or look at it in awe. 

   What kind of images of the future are the general public 
EHLQJ�H[SRVHG�WR�LQ�WKLV�WLPH"�7R�VWDUW�LGHDV��DUH�EHLQJ�FRQYH\HG�
through new media mainly the Internet and television. Things have 
EHHQ�GLJLWDOL]HG��1RZ�ZH�FDQ�ÀQG�DQVZHUV�WR�D�TXHVWLRQ�IURP�RXU�
OLYLQJ�URRP�RU�WRLOHW�IRU�WKDW�PDWWHU��SUHWW\�PXFK�DQ\ZKHUH��6R�
ZKDWHYHU�\RXU�LQWHUHVWV��\RX�FDQ�SXUVXH�WKHP�DW�HDVH��:KDW�GRHV�
WKLV�PHDQ"�:HOO�ZH�DUH�EHLQJ�H[SRVHG�WR�PRUH�DQG�PRUH�GLJLWDO�
YLVXDOL]DWLRQV��SHRSOH�FDQ�XQGHUVWDQG�WKHP�WKH\�DUH�YHU\�FOHDU�LQ�
ZKDW�WKH\�DUH�WU\LQJ�WR�FRQYH\�WR�WKH�YLHZHU��:H�ORRNHG�DW�WKH�¶EX]]·�
RI�WKH�����V�LW�ZDV�DERXW�PDVV�FRUSRUDWH�SRZHU��LQGXVWULHV�DQG�WKH�
skyline changed because of this. Now the one thing we can not get 
DZD\�IURP�LV�WKLV�WHUP�¶FOLPDWH�FKDQJH·��7KLV�VHHPV�WR�EH�WKH�¶EX]]·�
RI�WKH�SUHVHQW��)URP�ZKDW�,�FDQ�WHOO�WR�ORRN�DW�WKH�SHUFHSWLRQV�RI�WKH�
future you must look at the time the perceptions were made. What 
HYHU�WKH�KRW�WRSLF�LV�LW�LV�DPSOLÀHG�IRU�WKH�IXWXUH�SHUFHSWLRQV��

&OLPDWH�FKDQJH�WKH�¶EX]]·�RI�QRZ��:H�VHH�LW�LQ�WKH�SDSHUV��
PDJD]LQHV��7�9��ÀOP�DQG�LI�\RXU�LQWHUHVWHG�WKH�,QWHUQHW��2XU�NLGV�DUH�
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EHLQJ�H[SRVHG�WR�WKLV��LW�LV�TXLWH�IULJKWHQLQJ��7KH�SDVW�SHUFHSWLRQV�
RI�WKH�IXWXUH�ZHUH�IDU�PRUH�SOHDVDQW��EHLQJ�ZKL]]HG�DURXQG�LQ�D�
PRQRUDLO�RI�WKH�����V�PHWURSROLV��OLYLQJ�RQ�WKH�FRORQLVHG�PRRQ�RI�
WKH�����V��%XW�QRZ�ZH�DUH�JRLQJ�WR�EH�OLYLQJ�RQ�D�FROG�ZHW�ÁRRGHG�
HDUWK��QRW�VRPHWKLQJ�WR�ORRN�IRUZDUG�WR��)LOPV�DUH�UHVSRQGLQJ�WR�
WKLV�WKH�EHVW��RU�ZRUVW��ZLWK�VXFK�QDWXUDO�GLVDVWHU�ÀOPV�OLNH�¶7KH�
GD\�DIWHU�WRPRUURZ·�DQG�¶0LQRULW\�UHSRUW·��<RX�FDQ�LPDJLQH�WKH�
PRYLH�SURGXFHU�PDNLQJ�WKH�SLWFK��´2.�\RX·YH�VHHQ�WKH�QHZV��UHDG�
WKH�SDSHUV��7KH�HDUWK�LV�FKDQJLQJ�ULJKW��WKH�LFH�FDSV�DUH�PHOWLQJ��
WKH�VFLHQWLVWV�DUH�VD\LQJ�WKDW�WKH�VHD�OHYHOV�ZLOO�ULVH��WHPSHUDWXUHV�
PLJKW�GURS��/LVWHQ�WR�WKLV��1HZ�<RUN��LWV�WRGD\��D�WLGDO�ZDYH�KLWV��WKH�
VWUHHWV�DUH�ÁRRGHG��SHRSOH�DUH�SDQLFNLQJ��WKHQ�WKH�WHPSHUDWXUH�
drops. Its the dawn of a new ice age. We have shots of people trying 
WR�FRSH�GRLQJ�ZKDW�WKH\�FDQ�WR�VXUYLYH��WKH�VSHFLDO�HIIHFWV�DUH�JRLQJ�
WR�EH�RXW�RI�WKLV�ZRUOGµ��´<HDK��VRXQGV�OLNH�D�EORFN�EXVWHU��ZH�QHHG�
a love story though and some heroes - the audience loves heroes. 
,�ZLOO�JLYH�\RX����PLOOLRQ��,�ZDQW�WKH�UHHO�LQ�P\�KDQGV�LQ�VL[�PRQWKV�
. This is going to be the summer blockbuster”. This is what we are 
EHLQJ�H[SRVHG�WR�QRZ��WKH�K\SH�RI�FOLPDWH�FKDQJH��6R�KRZ�GRHV�
WKLV�HIIHFW�RXU�DUFKLWHFWXUH"�7KH�SK\VLFDO�PDNHXS�RI�WKH�ZRUOG��

7KH� ¶JUHHQ·�DJHQGD� LV�GHÀQLWHO\�D� VWURQJ� IRUFH�� WKLV� LV� WR�
WDFNOH�¶FOLPDWH�FKDQJH·�WKDW�¶JOREDO�ZDUPLQJ·�LV�DOOHGJHGO\�JRLQJ�
WR�EULQJ��*RQH�DUH�WKH�GD\V�RI�PDVVLYH�FRQFUHWH�VWUXFWXUHV��WKHLU�
carbon footprint is too damaging. In Team Zoo’s theories about 
the principal of design they state “It is our aim to create harmony 
between architecture and the environment”� I think this sums up 
¶JUHHQ·�DUFKLWHFWXUH�VLPSO\�DQG�EHDXWLIXOO\��,I�ZH�ORRN�DW�VSHFXODWLYH�
SURMHFWV�RI�WRGD\�WKH\�DOO�DUH�DERXW�WKH�JUHHQ�LVVXH��)RU�H[DPSOH�
OHWV�WDNH�D�ORRN�DW�WKH�$EX�'KDEL�¶]HUR�FDUERQ�]HUR�ZDVWH·�FLW\��
0DVWHU�SODQQHG�E\�1RUPDQ�	�)RVWHU��WKLV�GHYHORSPHQW�ZDV�WKH�

1 Charles Jencks & Karl Kropf Theories and Mani-
festoes Of Contemporary Architecture p155
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FRYHU�VWRU\�RQ�¶)RFXV·�PDJD]LQH��WKH�PRGHUQ�YHUVLRQ�RI�¶6FLHQFH�
DQG�0HFKDQLFV·��7KLV�GHYHORSPHQW�LV�D�ZDOOHG�FLW\���PLOOLRQ�PHWHUV�
VTXDUH��,W�LQFRUSRUDWHV�D�VRODU�HQHUJ\�IDUP�DQG�D�ZLQG�IDUP�WR�
SURGXFH�HQHUJ\��&DUV�DUH�IRUELGGHQ�LQ�WKH�FLW\��,QVWHDG�WKHUH�ZLOO�
be a personal transport system which is electric and will take up to 
VL[�SHRSOH��WKLV�UHVHPEOLQJ�WKH�WUDQVSRUW�RI�(UQVW�6WDYUR�%ORIHOG·V�
XQGHUJURXQG�OD\HU�LQ�WKH�-DPHV�%RQG�PRYLH�¶<RX�RQO\�OLYH�WZLFH·�
�7KH�GHVLJQHUV�WRGD\�ZRXOG�KDYH�JURZQ�XS�ZDWFKLQJ�-DPHV�%RQG��
WKH�ÀOPV�PD\�KDYH�EHHQ�DQ�LQÁXHQFH�RQ�WKHLU�DUFKLWHFWXUH��7KH�
WUDQVSRUW�V\VWHP�SURPRWHV��SHGHVWULDQLVDWLRQ��D�WUDQVSRUW�OLQN�
QRW�IXUWKHU�WKDQ�����PHWHUV�DZD\�IURP�\RX��7KH�VWUHHWV�DUH�FORVH�
WRJHWKHU�WR�FUHDWH�VKDGH�IURP�WKH�KRW�GHVHUW�VXQ��WKH�ROG�WHFKQRO-
ogy of the Arab cooling towers are being applied to create a cool 
breeze along the streets�. Take a look at this computer generated 
LPDJH��WKH�VXQ�JOLVWHQV�LQ�WKURXJK�WKH�FDQRS\�RI�VRODU�SDQHOV��WKHUH�
DUH�SRQGV�IRU�FRROLQJ��SHRSOH�DUH�WDONLQJ��IDPLOLHV�ZDONLQJ��WKH�
mysterious personal transport system dominating the background; 
ORRNV�OLNH�D�SOHDVDQW�SODFH�GRHV�LW�QRW"��LW�OHDYHV�QRWKLQJ�XS�IRU�
the imagination though. These new computer renderings are the 
way that we will all be seeing architecture now and who knows 
in the future you might be able to stroll through the streets in a 
YLUWXDO�PRGHO��0\�SRLQW�EHLQJ��SHRSOH�FDQ�HDVLO\�GHFLSKHU�WKHVH�
LPDJHV��QRW�PXFK�H[SODLQLQJ�QHHGHG�KHUH��:KDW�,�WKLQN�WKLV�ZLOO�
do is promote interest in architecture now and in the future. Peo-
SOH�FDQ�UHODWH�WR�WKH�LPDJHV��HDVLO\�GHFLSKHU�WKHP�DQG�FDQ�HYHQ�
talk to the rest of the world about them on an Internet forum.

��7KLV�LV�WKH�ZD\�WKH�)XWXUH�LV�ORRNLQJ��$EX�'KDEL�LV�D�JRRG�
WHVW� RI� WHFKQRORJ\� DQG� SHRSOH� EXW�ZKDW� DERXW� H[LVWLQJ� FLWHV"�
What are the future perceptions for suburbia that ungreen gas 
JX]]OLQJ� ZD\� RI� OLYLQJ�� ,Q� -�*� %DOODUGV� QRYHO� ¶.LQJGRP� &RPH·��

2 Matthias Schuler of Trans Solar Lecture on Zero 
Carbon Zero waste city
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FOLPDWH�FKDQJH�LV�QRW�KLV�FRQFHUQ�IRU�WKH�IXWXUH��+H�IHDUV�ZKDW�
VXEXUELD�KDV�EHFRPH��D�ERUHG�FRQVXPHU�GULYHQ�VRFLHW\�ZDLWLQJ�
WR�H[SORGH��VSRUW��YLROHQFH�DQG�WKH�PHWUR�GRPH�WKH�RQO\�WKLQJV�
to keep people entertained. Everyone drives in this world of 
VXEXUELD��,I�WKH�VKRS�LV�RQO\�D����PLQXWH�ZDON��WR�GULYH�LV�PRUH�
often the choice. Maybe because of the dry boring surround-
ings that make up suburbia the will to walk is not there. 

����2QO\�WKH�RWKHU�GD\�,�ZDV�EURZVLQJ�WKURXJK�WKH�*XDUGLDQ�
RQOLQH�QHZVSDSHU��$�WLWOH�UHDG�¶7KH�(PSLUH�6WDWH�%XLOGLQJ�JHWV�
D�JUHHQ�PDNHRYHU·��$V�SDUW�RI�WKH�UHWUR�ÀW�FRVWLQJ������PLOOLRQ�
WKH\�DUH� LQYHVWLQJ�DQ�H[WUD�����PLOOLRQ�IRU�D�JUHHQ�PDNHRYHU��
7KLV�PDNHRYHU�ZLOO�PDLQO\�FRQVLVW�RI�UHSODFLQJ�WKH������ZLQGRZV�
ZLWK�WULSOH�JOD]HG�ZLQGRZV�ÀOOHG�ZLWK�DUJRQ�JDV��ZKLFK�ZLOO�UHGXFH�
the heat loss in winter and decrease the heat gain in the sum-
mer mounths. The radiators will have insulation behind them to 
UHÁHFW�WKH�KHDW�RXW�PRUH�HIÀFLHQWO\��7KH�FRROLQJ�V\VWHP�ZLOO�EH�
RYHUKDXOHG�PDNLQJ� LW�PRUH�HQHUJ\�HIÀFLHQW��)RU�PH� WKH�PRVW�
innovative energy saver will be the new computer system which 
ZLOO�EH�LQ�HYHU\�RIÀFH�GLVSOD\LQJ�WKH�DPRXQW�RI�HQHUJ\�\RX�DUH�
using. This will make people more aware of what uses and how 
PXFK�HQHUJ\�VR�WKH\�FDQ�DGMXVW�WKHLU�ZD\�RI� OLYLQJ��7KH�JUHHQ�
UHWUR�ÀW� LV� SODQQHG� WR� VDYH�����RQ�HQHUJ\� FRQVXPSWLRQ�� 

,V�WKLV�WKH�ZD\�WKH�IXWXUH�LV�ORRNLQJ�IRU�RXU�FLWHV"��%XLOGLQJV�UHWUR�
ÀWWHG�WKH�JUHHQ�ZD\��LQYLVLEOH�WR�WKH�SXEOLF�EXW�SUHYHQWLQJ�RU�SURORQJ-
ing the natural disasters of climate change perceived by so many. 
1HZ�EXLOGLQJV�KDYH�HYHU\�SRVVLEOH�¶JUHHQ·�DFFHVVRU\�EXLOW�LQWR�WKHP��
,V�WKLV�MXVW�WR�JHW�D�KLJKHU�UHQW"�$�JUHHQ�EXLOGLQJ�LV�D�PRUH�SURGXF-
WLYH�EXLOGLQJ��D�PRUH�UHQWDEOH�EXLOGLQJ��$UH�WKH�FRUSRUDWH�SRZHUV�DF-
WXDOO\�LQWHUHVWHG�LQ�WKLV�RU�MXVW�JRLQJ�ZLWK�WKH�¶EX]]·�RI�WKH�WLPH"

$�JURXS�KDV�EHHQ�VHW�XS�NQRZQ�DV�¶7KH������FKDOOHQJH·��
This organization of Architects and Scientists has been set up to 

3 The Guardian.co.uk 7th April 2009
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SUHYHQW�´FDWDVWURSKLF�FOLPDWH�FKDQJHµ��6LQFH�EXLOGLQJV�XVH�����RI�
the worlds carbon it an obvious place to start to reach zero carbon. 
This group intends to make sure every new build or renovation has 
DW�OHDVW�����OHVV�HQHUJ\�XVHG�WKDQ�WKH�SUHVHQW�VWDQGDUG�LQFUHDVLQJ�
HYHU\�ÀYH�\HDUV�E\������%XVLQHVV�DQG�LQGLYLGXDOV�FDQ�SXUFKDVH�
offset carbon credits with the money going towards carbon neu-
WUDO�SURMHFWV��VR�LI�\RXU�IHHOLQJ�JXLOW\�IRU�FORFNLQJ�XS�DOO�WKRVH�DLU�
miles you can buy these credits to put your mind at ease.� 

7KLV�LV�GHÀQLWHO\�WKH�ZD\�LQ�ZKLFK�SHRSOH�DUH�SHUFHLYLQJ�WKH�
IXWXUH��-XVW�WR�UHLQVWDWH�¶JOREDO�ZDUPLQJ·�WR�WKH�SXEOLF�3�%�6�KDYH�
GRQH�D�WKUHH�VHDVRQ�VHULHV�¶GHVLJQ�H�·�RQ�RXU�HQYLURQPHQW�DQG�HFR-
QRPLFV��DQG�MXVW�WR�PDNH�VXUH�WKDW�WKH�SXEOLF�ZLOO�ZDWFK�LW�WKH\�KDYH�
%UDG�3LWW�QDUUDWLQJ��,WV�ÀUVW�HSLVRGH�¶7KH�*UHHQ�$SSOH·�VKRZHG�KRZ�
FLWLHV�DUH�WKH�PRVW�JUHHQ�ZD\�RI�OLYLQJ��$�UHSRUW�RQ�1HZ�<RUN�GLV-
played how everything is convenient and walking is the biggest form 
of transport. It showcases the new green skyscrapers being built.  
)URP�FRQYHUVDWLRQV�ZLWK�SHRSOH�WKH\�FRPÀUPHG�WKLV�¶JUHHQ·�IXWXUH��
*RQH�DUH�WKH�SHUVHSWLRQV�RI�Á\LQJ�FDUV�DQG�PRRQ�OLYLQJ�SHRSOH��QRZ�
people say things like “organic architecture” and “zero carbon”.  

The images that are being produced now are far more re-
alistic than the twenties. There is less for the viewer to specu-
ODWH�DERXW��%XW�GRHV� WKDW�PHDQ� WKH\�DUH� WUXWKIXO"� ,� WKLQN�QRW��
)RU� H[DPSOH� LI� \RX� WDNH�DQ\�RI� WKHVH� FRPSXWHU� UHQGHULQJV�RI�
DQ\�SURMHFW��7KH�QHZ�GHVLJQ�LV�QRUPDOO\�GUDSHG�RYHU�D�IDFDGH�RU�
VFDIIROGLQJ�RI�DQ�H[LVWLQJ�EXLOGLQJ��%XW�LI�\RX�FRPSDUH�WKH�DFWXDO�
EXLOG�QH[W�WR�LW�\RX�ZLOO�VHH�WKH�GLIIHUHQFH�IURP�WKH�FRPSXWHU�UHQ-
dered image. The future of compromise after compromise.     

4 www.architecture2030.org
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C o n c l u s i o n

,W�VHHPV�WKDW�SHUFHSWLRQV�RI�WKH�IXWXUH�DUH�D�UHÁHFWLRQ�RI�
WKH�WLPH�LQ�ZKLFK�WKH\�ZKHUH�SURGXFHG��7KH\�VHHP�WR�UHÁHFW�WR�
PDLQ�FRQFHUQ�RI�WKH�WLPH��)RU�H[DPSOH�WKH�LFRQLF�LPDJHV�RI�WKH�
IXWXUH�LQ�WKH�����V��$UH�SRZHUIXO��H[FLWLQJ�LPDJHV��7KHVH�LPDJHV�
all had a mega metropolis with huge skyscrapers. What was the 
UHDVRQ�IRU�WKLV"�1HZ�<RUN�DORQH�KDG�RYHU�D�WKRXVDQG�WRZHUV�E\�
�����EHWZHHQ�HOHYHQ�DQG�WZHQW\�VWRUH\V�DQG�ÀIW\�RQH�EHWZHHQ�
WZHQW\�RQH�DQG�VL[W\�VWRULHV�. By the end of the twenties normal 
QHZ�EXLOGLQJV�ZHUH�IRUW\�WR�IRUW\�ÀYH�VWRULHV�KLJK�. Not to men-
WLRQ�WKH�VN\VFUDSHUV��LQ�WKUHH�\HDUV�EHWZHHQ���������ÀYH�ZHUH�
EXLOW�DERYH�VL[W\�VHYHQ�ÁRRUV��:KR�ZDV�SD\LQJ�IRU�DOO�WKLV"�7KH�
corporate companies  motivated by the obvious money making 
IDFWRU�RI�PRUH�ÁRRUV�HTXDOV�PRUH�UHQW��DQG�E\�WKH�V\PEROLF�IDF-
WRU���WKH�WDOOHU�\RXU�KHDGTXDUWHUV�WKH�PRUH�SRZHUIXO�WKH�EXVLQHVV��
,QYHQWRUV�ZHUH�SOD\LQJ�ZLWK�YDULRXV�PRGHV�RI�WUDQVSRUW��=HSSHOLQV��
0RQRUDLOV��6XEZD\V��3ODQHV��DQG�RI�FRXUVH�WKH�$XWRPRELOH��7KH�
architect and artist are not scientists so they could have any or 
DOO�RI�WKHP�LQ�WKHLU�YLVLRQ��+LVWRULDQV�7KRPDV�%HQGHU�DQG��:LO-
liam Taylor contrasted the “civic horizontalism” of  the earlier 
period with the “corporate verticality of the modern metropolis. 

�6NLS�IRUZDUG�WR�WKH�VL[WLHV��DQRWKHU�WLPH�RI�LFRQLF�SHUFHSWLRQV�
RI�WKH�IXWXUH��:KDW�ZDV�WKH�GULYLQJ�IRUFH�WKLV�WLPH"�7KH�VSDFH�UDFH��
This captured the imagination of the public. The Magazines were re-
OHDVLQJ�DUWLFOHV�OLNH�¶���\HDUV�LQ�WKH�IXWXUH·�ZKLFK�IHDWXUHG�LQ�¶0RG-
HUQ�PHFKDQLF·V��7KLV�GHSLFWHG�D�ZRUOG�ZHUH�DOO�FLWLHV�ZHUH�LQ�GRPHV��
DLU�FXVKLRQHG�FDUV�ZRXOG�VHOI�SURSHOOHG�RYHU�����PLOHV�DQ�KRXU��7KH�
SRSXODWLRQ�RI�$PHULFD�LV�RYHU�����PLOOLRQ��5HDGHUV�'LJHVW�KDG�D�LV-
sue dedicated to what life would be like on the moon. The cover im-

1  UHSRUW�RI�EXLOGLQJ�KHLJKWV�FRPPLVVLRQ����� 
2 S����&DURO�:LOOLV�)RUP�)ROORZV�)XQFWLRQ
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DJH�DOVR�KDG�HYHU\WKLQJ�LQ�D�GRPH��SHRSOH�ÁRDWLQJ�DURXQG�LQ�WKHLU�
VSDFH�VXLWV��KLJK�VSHHG�WUDLQV�FRQQHFWLQJ�GRPHG�FLW\�WR�GRPHG�
city. The space race also created new materials which captured 
the imagination of the architects. They were creating new ways of 
OLYLQJ��7KH�SODVWLF�KRXVH�ZDV�PRVW�QRWDEOH�IRU�WKLV��D�VKRZSLHFH�LQ�
'LVQH\ODQG�EHWZHHQ������WR�����D�KRXVH�ZKHUH�HYHU\�WKLQJ�ZDV�
PDGH�RI�SODVWLF�IURP�WKH�ZDOOV�WR�IXUQLVKLQJV��,Q�WKH�ERRN�¶HFVWDFLW\·�
D�KDOI�UHDO�KDOI�LPDJLQDU\�FLW\��D�VWDWHPHQW�IURP�9LULOLR��WKH�FXOWXUDO�
WKHRULVW�DQG�XUEDQLVW�VWDWHV�´$UFKLWHFWXUH�LV�PHDQW�WR�VWDELOL]H��WR�
EH�VROLG��DQG�WR�XQGHUZULWH�WKH�IXWXUH���&RQVFLRXVO\�RU�QRW��LW�DOZD\V�
WHQGV�WR�EH�D�PLUURU��DQG�WR�UHÁHFW�WKH�ZD\�VRFLHW\�LV�JRLQJµ���

� $V�IRU�WKH�SUHVHQW�SHUFHSWLRQV��WKH�¶EX]]·�QRZ�LV�QRW�PDVV�
EXLOGLQJ�DQG�WUDQVSRUW��DQG�QRW�D�PHQWLRQ�RI�Á\LQJ�FDUV��1R��,W�LV�
DOO�DERXW�WKH�JUHHQ�ZD\�RI�OLYLQJ��+RZ�FDQ�ZH�VWRS�WKH�ZRUOG�IURP�
D�FDWDVWURSKLF�FKDQJH�ZKLFK�ZLOO�HTXDO�GLVDVWHU�RQ�D�JOREDO�VFDOH��
so we are warned. Architecture is changing its ways for this hence 
the look of the world is changing. The Internet is creating one linked 
ZRUOG��ZHOO�LQ�WKH�ZHVWHUQ�ZRUOG�DQ\ZD\��EXW�WKDW�LV�DOVR�FKDQJLQJ��
'R�ZH�KDYH�WRR�PXFK�LQIRUPDWLRQ�DW�RXU�ÀQJHU�WLSV�WR�EH�DEOH�WR�
VSHFXODWH"�+DYH�RXU�LPDJLQDWLRQV�EHHQ�GXOOHG�E\�NQRZOHGJH"�

��������+RZ�DUH�WKH�SHUFHSWLRQV�RI�WKH�IXWXUH�PDGH�FUHDWHG"�
)URP�P\�UHVHDUFK�LW�VHHPV�WR�EUHDN�GRZQ�OLNH�WKLV��7KH�VWDUWLQJ�
point would be the time and place. The twenties America corporate 
SRZHU�LV�WKH�SOD\HU�LQ�WKH�PDUNHW��)URP�WKLV�WKH�PHWURSROLV�LV�ERRP-
LQJ��VN\VFUDSHUV�DUH�JRLQJ�XS�DW�DQ�LQFUHGLEOH�UDWH��7KLV�FUHDWHV�D�
buzz. The news would be reporting on how one tower has surpassed 
the previous tower. If you were from the country and you heard that 
WKH�QHZ�WDOOHVW�VN\VFUDSHU�DW�����ÁRRUV�KDV�SDVVHG�LWV�SUHGHFHVVRU�
RI����ÁRRUV��\RXU�LPDJLQDWLRQ�ZRXOG�EH�JRLQJ�ZLOG��7KLV�LQ�WXUQ�
ZRXOG�WULJJHU�PRUH�LPDJLQDWLRQV��$�ÀOP�PDNHU�LQ�,WDO\�VHHV�1HZ�
<RUN��KH�WKLQNV�WKLV�LV�KRZ�WKH�IXWXUH�ZLOO�ORRN��+H�OLYHV�LQ�D�IDVFLVW�
VRFLHW\��7KH�VWRU\�HYROYHV��$�+ROO\ZRRG�PRYLH�SURGXFHU�VHHV�WKH�
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,WDOLDQ·V�ÀOP��+H�ZDQWV�WR�GR�KLV�RZQ�$PHULFDQ�YHUVLRQ�DQG�FUHDWHV�
¶-XVW�LPDJLQH·��D�ÀOP�VHW�LQ�1HZ�<RUN�LQ�WKH�����V��7KH�VHW�GHVLJQHU�
LV�WROG�WR�EXLOG�1HZ�<RUN�LQ�WKH�IXWXUH�VR�KH�EXLOGV�D�FLW\�ZKLFK�ZLOO�
be seen by hundreds of thousands of people. Pulp magazines are 
SRUWUD\LQJ�ZKDW�WKH\�WKLQN�WKH�IXWXUH�ZLOO�KROG��DUWLVWV�DUH�GHSLFWLQJ�
WKHLU�YHUVLRQV�RI�WKH�IXWXUH��$OO�WKHVH�YDULRXV�PHGLD��EDVLFDOO\�WKH�
same perception which are variations of each other. What was 
WKH�UROH�RI�WKH�DUFKLWHFW�LQ�DOO�WKLV"�:HOO�WKH\�ZHUH�QRW�WKH�PDLQ�
concern in the conception of the skyscraper for they were hired 
after the decision was made to build the skyscraper. The amount 
RI�ÁRRUV�DQG�VL]H�ZDV�GHWHUPLQHG�E\�WKH�VSHFXODWRUV�MXGJLQJ�WKH�
EHVW�UHWXUQ�IRU�WKH�FRVW���WKH�KLJKHU�WKH\�EXLOW�WKH�FKHDSHU�WKH�FRVWV��
WKH�PRUH�UHQWDEOH�ÁRRU�DUHD�WKH�EHWWHU�WKH�UHWXUQ��,�WKLQN�WKDW�DOO�
RI�WKH�PHGLD�ZRXOG�KDYH�LQÁXHQFHG�WKH�DUFKLWHFWXUH�DQG�DUFKLWHF-
WXUH�LQÁXHQFHG�WKH�PHGLD�DW�WKH�WLPH��0D\EH�LW�ZDV�WKH�SHRSOH�
JURZLQJ�XS�LQ�WKLV�WLPH�ZKR�ZRXOG�KDYH�EHHQ�LQÁXHQFHG�WKH�PRVW�
thus affecting the design of the future in all aspects of life.

If our present perception is green and cities are the most envi-
URQPHQWDOO\�IULHQGO\�ZD\�RI�OLYLQJ��DUH�ZH�JRLQJ�WR�EH�OLYLQJ�LQ�D�ZRUOG�
of old cities and new super eco cities side by side the only thing sep-
DUDWLQJ�WKHP�EHQLJ�WKH�ODQG�IRU�XVH�IRU�RXU�UHVRXUFHV��ZLQG�IDUPV��
VRODU�IDUPV��QDWXUDO�IRRG��,�WKLQN�WKDW�WKLV�LPDJH�RI�¶&DUERQ�QHXWUDO�
FLW\�IRU�RQH�PLOOLRQ·�LQ�$EX�'DXEL�VXJJHVWV�WKDW��$�PDVV�LGHQWLW\��D�
QRGH��FRQQHFWHG�E\�URDG�RU�UDLO�WR�WKH�QH[W�QRGH�SDVVLQJ�WKURXJK�WKH�
OXVK�XWLOL]HG�ODQGVFDSH��*RQH�DUH�WKH�GD\V�RI�WKH�JDV�JX]]OLQJ�VXE-
XUELD�LQ�WKH�IXWXUH��7KH\�DUH�QRZ�D�PXVHXP�ZKLFK�VFKRRO�WRXUV�YLVLW��
to learn lessons about the way we nearly murdered the earth.   
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 It’s easy to say with hindsight, but who really 
thought postmodernism was a good idea?

Eugene O’ Callaghan

A Student’s Guide to Venturi and Eisenman
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 They spoke of “the building” and “the city” and “what it wants 
to be”. But really, what does that even mean? When objects are 
abstracted like that, can their meaning continue to be applied when 
the specific context from which they were taken changes? Buildings 
can’t move and think for themselves, it is us that attach significance 
to them. The person who does the attaching of this meaning is com-
plicated by the intentions of the designer and the random experi-
ences of the subjects. And then further complicated by the record-
ing and interpretation of these phenomena.

 In this crowd of possible significances, amongst a crowd 
of other buildings, what gets noticed?

 The modernists came armed with arguably naive but 
honest conviction. They were followed by a pervading sense 
of general confusion. Neo-classical post-modernism in name 
itself shows a lack of coherent identity, and in practice blindly 
copied literature by going back to ancient forms of expression, 
but without a new understanding of the more complex world in 
which these forms would be situated.

 This is a starting point of half-informed assumptions, but 
the lack of conviction is easy to sense. What I want to know is; 
who really cared?
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Context (Globalisation)

 As you go further back in history, time seems to become 
less specific. The Renaissance covered a period of a couple of 
hundred years and spanned several countries, yet a building by 
Michelangelo, which may have been considered outrageously 
flamboyant and revolutionary at the time, now falls into the cat-
egory of “old building” alongside Gothic cathedrals. Complexity 
and context are filtered and boiled down to the point of mean-
inglessness.

 Conversely, when comparing popular music from today 
with music fifty years ago, the levels of perceived difference are 
much greater. The tree of musical genres and sub-genres con-
tinues to expand and we are able to mark differences in relation 
to our personal path through time, rather than as a couple of 
dots on the horizon, nearly indistinguishable in terms of dis-
tance.

 The first half of the twentieth century in architecture is 
a bookended “genre” the way swing music is, it will spawn no 
more didactic or reactionary ways of building. The works of its 
greatest proponents are part of architecture school tours, and 
are safely tucked away in books to be referenced and learned 
from, but rarely disputed.

 Yet at the time, functionalism was a clean break from his-
tory. It used to be more like punk than swing, taking only what 
it found to be irreducible elements and reinventing everything 
else in the spirit of the times.

 In the post-war period, there was a similar moment of 
change. The economic boom was represented by the American 
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veteran living in a newly built garden suburb with his family, qui-
etly enjoying the peace. Through the sixties he would consume 
greater quantities of American goods and services produced by 
men like him. He would watch man land on the moon on televi-
sion, his children would dress funny, listen to dangerous music, 
and generally display questionable taste and judgement in cul-
tural matters.

 The seventies brought political and economic change 
like the cultural uplift of the sixties. America fought a new kind 
of war in Vietnam. They used to fight in defence of their own 
territory and freedom. Now a war was being fought so that 
their idea of progress and prosperity survived in someone else’s 
territory. During the oil crisis, masses of consumers violently 
encountered something as abstract and uncontrollable as com-
modity market forces. What began as a cultural exchange now 
hit people where it mattered most to them, in the pocket.

 A generation on, the 1970s have obtained a level of his-
torical objectivity. Its events have been represented in popular 
culture, definitive biographies and judgements-in-print have 
been written and put away in the library. Yet the single genera-
tion gap allows everyone to have quite a personal understand-
ing of the time, at the very least through the stories, photos and 
records of a parent.

 In this context, the architecture of the seventies can also 
be bookended, it has been made and will never be repeated but 
is not yet a couple of dots on the horizon. Some of the names in 
the books are still producing buildings and have employed, edu-
cated, or generally influenced the “starchitects” of today. Some 
other names, like Graves, Moore or Krier, didn’t survive post-
modernism.
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 The specific set of circumstances and the contemporary 
global challenges should have lead to a vibrant and revolution-
ary brand of architecture. Functionalist architecture emerged 
as a response to the social forces that resulted from the fall of 
empires, Industrial Revolution population movement and the 
emergence of the alternative government theories of Marx-
ism. In times of similar population movement and under the 
influence of scary and abstract global forces, post-functionalist 
architecture must have responded with something. There must 
be something exciting to learn. 

 A few architects made it through a dramatic part of his-
tory. The two that seem to me to have the most potential for 
revelation and epiphany are Peter Eisenman and Robert Venturi.
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Theory (Branding)

 “ A brand is an idea in the minds of constituents (custom-
ers, employees, etc.) ... and that idea is created by what a com-
pany says (marketing) and does (operations)”
  http://brand.blogs.com/mantra/2005/12/madi-
son_avenue_.html

 A brand is, in other words, an idea about a product in the 
mind of anyone who affects or is affected by it.

 Both Eisenman and Venturi were faced with the problem 
of a global, rapidly expanding city and the collapse of the func-
tionalist paradigm. The culture of architecture had taken off in 
American schools, and in doing so took Modernism away from 
its German functionalist origins (where the translations, Sach-
lichkeit and Zweckcharacter,  had overtones of social collectivity) 
and turned it into the more politically acceptable International 
Style. The mandatory coat of whitewash was no longer a protec-
tor of an idea but a uniform for the old boys club.

 Eisenman was taught and  mentored by Colin Rowe. 
Rowe’s analyses of Le Corbusier’s buildings looked at the per-
ceived spatial forces set up by their forms. This intellectual 
space, between what is physically experienced and what the 
mind knows from studying drawings, greatly interested Eisen-
man. Where Rowe looked to link these spatial forces across his-
tory by comparing Le Corbusier with Palladio in order to search 
for base typological forms of architecture, Eisenman was more 
interested in considering this intellectual space as the language 
specific to architecture and defining its structures. All political, 
social, and therefore urbanist aspects of architecture are sup-
pressed so that it can stand alone as a discipline. On this footing 
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Peter Eisenman Colin Rowe

Robert Venturi and Denise Scott Brown
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architecture can then engage with the world on its own terms.

 The personification of architecture as an “it” is Eisenman’s 
as well as mine. Although buildings can’t move and think, he 
wanted to see this in-between intellectual space as an author-
less process, set in motion at a specific time and place and then 
stopped. Buildings would no longer be machines for living in 
which can be made obsolete or break down, but linguistic ex-
pressions.

 Eisenman wrote extensively about this search for an ar-
chitectural vocabulary in his thesis The Formal Basis Of Modern 
Architecture, an academic paper read and understood by those 
inside the profession. Books written by or about Eisenman target 
the same audience. But a language still communicates with eve-
ryone on some level, even if they do not speak it fluently. People 
occupy architecture, and that results in the other component of 
the Eisenman brand.

 Venturi’s architecture was all about significance for the 
man on the street. He initially tried to find a way past Modern-
ism by looking back. Complexity and Contradiction in Architec-
ture looked to Mannerism in particular to establish the princi-
ples of an architecture where vitality was evident in built form 
and not just in the theory and culture surrounding it.

 He was heavily influenced by his wife and partner in his 
firm, Denise Scott Brown. Her background was in the sociology 
driven planning department of the University of Pennsylvania 
where Venturi taught architecture. This lead him to directly en-
gage architecture with the modern American city.

 In Learning From Las Vegas, the commercial strip was 
examined speculatively as the perfect form of American devel-
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opment. Venturi and Scott Brown wished to make manifest its 
significance and meaning for people in their buildings. Archi-
tecture as a professional discipline was taken away from the 
first point of interaction and hidden behind its explicit sign. The 
conversation with the city would happen and then architecture 
would simply fulfil its functional role. The large scale of such a 
sign system is at least superficially consistent with the Mannerist 
ideals expressed in Complexity and Contradiction while simply 
addressing the suburban problem of all building types looking 
the same.

 As an attempt to forge a unified conceptual link between 
the sphere of professional discourse and that of the suburban 
commercial strip experience, a brand is a useful but quite loose 
definition. This has the advantage of making it applicable across 
all scales and representative of both formal operations and icon-
ic imagery. We are then left with the more specific problem of 
how to evaluate it. Like language or spatial forces, it exists as a 
mental projection between optical experience and the designed 
object, between a common experience and a professional theo-
ry.

 The raw materials available for analysis are project draw-
ings, photographs and writings. They allow a projection of an 
imagined spatial experience and an appreciation of specific con-
text. Constructing these figures in relation to the global context 
and theory behind the buildings will hopefully provide a useful 
understanding of Venturi and Eisenman’s architecture, and the 
insight of a different perspective.
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Analysis (Buildings)

 In 1972, the same year the first block of Pruitt-Igoe was 
demolished, Venturi and Eisenman were both in the process of 
designing and building single family homes in Connecticut.

 Venturi was commisioned by a couple who were art deal-
ers with a view to incorporating their collection into the design 
of their home. In the suburban (borderline rural) setting of 
Greenwich, he adapted his Las Vegas sign-and-shed strategy to 
separate the container for art and family from his own theoreti-
cal interest in what the facade could convey without compro-
mising either design element.

 The facade stretches horizontally across the house. Ven-
turi wanted to allude to the “symatrical bow-fronted country 
houses” of the American Federal style, particularly Gore Place 
in Waltham, Massachusetts. A similar wall to opening ratio is 
maintained but Venturi condenses the windows and reverses 
them, the larger band is on top and the smaller band below at 
the ground level.

 This allows a second layer of reference to be added. By 
reversing the window order and extending the eastward side of 
the facade to accomodate a garage linked entry sequence, right 
above which a window crosses a corner joint, Venturi tries to 
combine the Villa Savoye and Gore Place in one facade.

 These disparate references are held together using glazed 
green brick and standard catalogue timber frame windows. The 
house is surrounded by the greenery of an extensive lawn and 
deciduous trees, so this seems to be an attempt to raise a com-
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plex front from the immediate surroundings and traditional local 
materials.

 As a luxury country house, Venturi has extensive amounts 
of space to work out to the facade with from the interior. He 
maintains the idea of a shed with a distinct service and circula-
tion core which is surrounded by space adaptable to demands 
made by the facade and the client’s requirements. The shed 
idea is reinforced by interlocking the garage, obviously scaled 
to the size of a car, into the rest of the plan. This entry sequence 
is more like a delivery port in an industrial warehouse than a 
domestic threshold.

 The focal point of the plan is the kitchen, it overlooks the 
driveway and the children’s playroom, and is directly connected 
to the dining room, living area, and vertical circulation through 
a break in the core. The break is diagonal, which allows some 
separation of the noise and smell of the kitchen, but doesn’t 
isolate it.

 The section contains interlocking blocks that overlap and 
separate to allow for the spatial politics of family life and for 
some double height spaces. The main stairs and a smaller stair-
case from the playroom lead to a common landing which gives 
direct access to the guest room and children’s bedroom, and 
access by a further stairs to the couple’s room at the apex of the 
house.

 The setbacks over the three storeys give double height 
space in the main living/gallery area so that the room has con-
sistent indirect light from above and plenty of wall space for 
displaying paintings. The wide stairways and landings are used 
for bookcases and storage units to compensate for the loss of 
such space to blank wall in the living areas.
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 Venturi took the generic shed with its characteristics of 
a large entry space, height, lighting from above, and a simple 
core-periphery layout and made it a useful and attractive do-
mestic place. His skill in combining the Las Vegas scale with the 
micro events of family life, especially in the section, is the basis 
of the building’s success. I think his skill is much more convinc-
ing than his ideas about the meaningfulness of sign.

 In Cornwall, Connecticut, Eisenman was at House VI in his 
progression. After House IV, this was his second built attempt to 
integrate his transformational language of architecture (in this 
case slippage, inversion and montage) with the object as the 
single indexical record of these transformations.

 His starting point was parallel crosswalls along two per-
pendicular axes. This core-periphery structure was shifted and 
stretched along its two axes. Both the new points of intersection 
and the traces of the original points were used to mark open-
ings and project volumes. The original axis points were then 
remarked as breaks in the surface of the projected volumes. 
Finally Eisenman cut the chain of transforamtions, dug out the 
inconveniently sloping ground in Cornwall to a flat surface, and 
put House VI on it.

 As a container for human life as well as architectural 
theory, Eisenman demands adaptation by the user. The space in 
between the crosswalls facilitates circulation, and the larger pro-
jected volumes can facilitate sleeping, living space, and service 
areas but are not dimensioned to them. The short ends of the 
axes are scaled down too far to be useful space for more than 
one person so that the “space of perception in House VI is Eucli-
dean, that is, it has a frontal orientation”.  These shallow edges 
are placed where the house meets the sloping ground plane, 
but are not allowed to meet with an independant transforming 
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element like a differentiated datum.

 The lack of empathy for anything human, or even any-
thing outside of abstract is pretty breathtaking. I appreciate the 
amount thought that went into being so difficult, and the ques-
tioning of everything down to the necessity for architecture to 
accomodate everyday life. Should architecture, like a language, 
be something we have to learn to use well or should it be craft-
ed around us so we can drift through it and call on its benefits 
when we need them?

 Eisenman created his language with Houses I through III, 
and tried to use it to write a speech with Houses IV and VI which 
ended with that question. The Cannaregio public square project 
of 1978 suggests that he began to look for answers outside 
of the universal context of architectural discourse, instead he 
turned to the history and topography of site.

 Cannaregio created a narrative for a fictitious Venice from 
the extended grid of Le Corbusier’s unbuilt Venice Hospital. It is 
intersected at the ground plane by various size manifestations 
of Eisenman’s scaleless and also unbuilt House 11a.

 At the scale of the public square, the architectural object 
is in a field across which the person involved can retreat, it loses 
its sense of enclosure. Here Eisenman can freely express the lan-
guage of architecture as being something autonomous that will 
be reacted to and negotiated objectively from a starting point of 
abstraction by the person, like an art work or a piece of litera-
ture. However, without the enclosure and confrontation of a 
challenge from within architectural discourse, Cannaregio is just 
another language on a cosmopolitan street, superficially engag-
ing as you pass but out of sight and it’s out of mind, rather like 
an oversized sign on the Las Vegas strip.
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Cornwall, CT
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Cannaregio, Venice
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Staten Island Institute for 
Arts and Sciences, NY
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Frist Campus Centre, Princeton, NJ
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 The narrative mode of Cannaregio took Eisenman away 
from the unresolvable conflict with the user in his House series, 
but the change in scale isolated him. This has resulted in House 
VI and Cannaregio being treated as poles between which Eisen-
man has searched for a balance point of interiority and exterior-
ity.

 An example of this development that I like is the Staten 
Island Institute for Arts and Sciences project. The programmatic 
object of the museum and its typical linear axes are “torqued 
into centroidal mass” but then differentiated from similar spaces 
like Wright’s Guggenheim Museum by cutting the movement of 
people across the rotation of the form.

 Their path follows an established sequence of collective 
space from the ferry terminal through the museum, out by the 
ballpark and then back along the restaurant row of Richmond 
Terrace, which overlooks the building and the water. Public 
plazas at either end of the museum sit it into the level change 
between the St. George Terminal and Richmond Terrace. 

 The building acts as an interface with a very large global 
city and also an extensive architectural discourse, while simulta-
neously engaging local use patterns and topography. I think Ei-
senman shows similar skill to Venturi in handling these disparate 
scales. An idea about the development of the form of the mu-
seum and an idea about the development of the port of entry to 
Staten Island are articulated by the same architectural object.

 While Eisenman was working on Staten Island, Venturi 
was spending the same years between 1996 and 2000 building 
the Frist Campus Centre for Princeton University. The sign and 
shed motif is again the basic concept for his design.
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 As a self contained unit of thousands of people, the 
demands of campus design involve public social space and ef-
ficient circulation. These requirements form the divide between 
sign and shed, the sign makes an edge with the public space 
and the shed channels students through a layout of functional 
zones.

 The project involved reusing Palmer Hall, an imitation 
Mannerist building from 1918. The three blocks of the hall were 
refitted, and the fourth side and courtyard were filled in with a 
new building. The structure is slabs on very large columns with 
a curtain wall facing a public space created to the south. The 
curtain wall is expressed as a flat plane of solid and opening. It 
bears a coherent relationship to the public space but sits awk-
wardly near the shed component without touching it. They are 
close enough together, and the structure is deep enough, that 
light doesn’t penetrate into the building. Even where the struc-
ture falls to a single storey to back on to Palmer Hall, the space 
is too tight to allow adequate light through the rooflight and 
into the plan.

 The distribution and layout of functional zones within the 
shed is represented by a plan of the existing hall and new struc-
ture which is dotted with coloured circles to show activity points. 
The dots have a scale relative to each other but are not linked 
in any way by form or dimension to the plan. The skill shown 
by Venturi in unifying facade motifs with the details of use in 
the Greenwich country house has been replaced by a system 
of abstract representation which has encroached from the sign 
component to the shed, the supposed realm of architectural 
discipline.

 The facade fulfils an architectural function by making 
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a comfortable public space that is enclosed and south facing. 
On the westward side Venturi added an open-topped arcade. It 
plays compositional games with the Mannerist facade behind 
it, marks a path, and holds up some notice boards, but doesn’t 
provide the shelter or complexity of space advertised by the 
elevation. Again, the sign component dominates an ineffective 
shed.
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Conclusion (Punchline)

 From a humanistically flawed position, Eisenman was rig-
orous about what he did.

 Venturi began sensitively from a point of research and 
historical investigation. A life’s work continued on should refine 
these ideas, but I don’t think it has.

 While many architects could produce the CAD-generated 
diagrams and the wispy flowing forms that the Staten Island 
museum amounted to, the fact that Eisenman spent fifteen 
years testing the radical edges of architectural theory lend the 
project weight that isn’t necessarily in its images.

 Venturi is a talented architect who has spent forty years 
putting images on buildings because that is where he believes 
the source of their meanng resides. From amongst the limitless 
possibilities for the signifance of a building, he explicitly chose 
one or two to be above all others every time. The theory behind 
his facade selections has not evolved, he never honestly critically 
tested it. Even the sheds that hold them up are suffering for the 
cause of the image. There have just been patterns, varying form 
the pleasant looking to the garishly ugly.

 I think it is interesting that Venturi was concerned with 
the cultural shifts and changes in patterns of living and life-
style that were happening around him. Eisenman went off to 
Cambridge to ignore them. Yet they both found themselves at 
a point where their architecture was all sign and no shed. Eisen-
man was responsive to this, Venturi accepted it.

 By abstracting, in the modernist tradition, the information 
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that meant something to me, and by trying to take a view from 
somewhere between a drifter through architecture and a pro-
fessional engaged with its discourse, this is how I brand Venturi 
and Eisenman.
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1. Introduction,
The little mall on the prairie

This dissertation discusses numerous aspects 
of planning and housing in Ireland in 2009. 
Areas discussed are: the impact of the eco-
nomic climate on housing development, with 
specific focus on the budget released in April 
2009, and: the interrelationship between plan-
ning and the infrastructural network. Focus 
will be placed developments in top-down 
planning, regeneration schemes and in areas 
of new urbanism, the associated techniques 
and the potential benefits of such schemes.

Issues associated with planning and housing 
has been at the forefront of political discus-
sion for decades and the accepted consensus 
is that we cannot go on living the way we are.

The world we live in today is approaching the 
pinnacle of innovation. We are now more ad-
vanced than many of the historical civilisations 
held in high esteem, but our civilisation is also 
defined by an overarching sense of inequality 
and there are yet many problems to be solved. 
Scientific and medical advancement have led 
to us having the highest life expectancy than 
at any other time in human history, techno-
logical advancements in communication now 
mean the world is much smaller place. Yet the 
world is still full of problems. Never has there 
been a greater gap between the quality of life 
for the rich and the poor and the world is fac-
ing a potentially catastrophic environmental 

crisis. Beside such problems the current eco-
nomic crisis may not seem as detrimental but 
its effect on planning can exacerbate such so-
cioeconomic and environmental problems. 
(Rosling 2006)

One obvious problem associated with poor 
planning and housing development, which 
can lead to an exacerbation of the problems 
already outlined, is urban sprawl.  Urban 
sprawl results from the unplanned develop-
ment of housing communities in the fringe 
of larger urban areas. The danger of urban 
sprawl can be overcome by  making efforts to 
afford a change in our own circumstances and 
environment by following the advice of J.H. 
Kunstler by “living locally”.

 “I think it’s appropriate to call this  
the greatest misallocation of resources in 
the history of the world”

-James Howard Kunstler  on urban sprawl.
(Kunstler 2007)

Large areas of sprawling housing could then 
be reformed into independent urban. The 
phenomenon of urban sprawl can be com-
pared to the natural cycle of growth in bacte-
ria. Cells grow slowly to begin with, while the 
organisms adjust to their environment. In ur-
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>> The four images adjacent are diagrams of resi-
dential areas in Limerick city. They are examples of 
sprawl and they are, respectively, estates in Castletroy, 
the Ennis Road near the GAA grounds, Raheen, and 
Athlunkard. Each square represents 1km*1km, and an 
approximate density of 3000 persons per square kilo-
metre, based on an average occupancy of 4 people per 
house. (Based on imagery obtained from maps.live.
com)

ban sprawl this “lag” phase can be compared 
to the initial beginnings of urban sprawl, with 
little house building activity. Cells quickly 
proceed to grow exponentially as a result of 
the almost limitless abundance resources and 
space. This period of exponential is followed 
by a period of stationary growth, where the 
number of cells dying is balanced by new cells.  
(Greenwood, D., Slack, R. C. B. and Peutherer, 
J. F.  2002). In urban sprawl these “exponen-
tial” and “stationary” growth phases can be 
compared to the quick progression of urban 
sprawl when large housing developments are 
built to take advantage of the free and avail-
able space, without much consideration being 
given to appropriate and conscientious plan-
ning.

After initial growth there is a period where the 
number of people moving into the area is bal-
anced by the numbers moving in and there-
fore growth in the fringes remains station-
ary. After exponential growth, the bacterial 
colonies experience a multitude of problems 
- a build up of toxic by products and a lack of 
space and resources and resultantly cells die, 
slowly at first followed by a rapid progression 
into the death phase as dying cells release tox-
ic products which contaminate the environ-
ment of the still viable cells. (Greenwood, D., 
Slack, R. C. B. and Peutherer, J. F.  2002). In 
the phenomenon of urban sprawl these “de-
cline” and “death” phases can be compared to 
the socioeconomic and environmental prob-
lems which develop in these areas of urban 
sprawl impacting the people that live there, 
prompting some people to leave the area. This 
occurs slowly at first but the already existing 
problems in the area are exacerbated by the 
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removal of residents from the areas lead to a 
steady decline in the socioeconomic situation 
and an exodus of residents from the area.

By correlating death and decline in bacterial 
colonies to the breakdown of housing com-
munities in the fringes of urban areas it can be 
seen that there must be factors that contrib-
ute to our successful habitation of space and 
when these factors are perceived to be absent, 
residents feel a sense of repulsion towards their 
residential environment, leading them to even-
tually abandon it. It has been found with slums, 
that to the outsider such environments can be 
endearing and even considered things of beau-
ty. In contrast however prolonged exposure to 
suburban environments does not lead to the 
same effect. This can be taken as an ascertain 
of the problems associated with Suburbia.
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2. The Builders’ Boom
Economics in housing

For many decades Ireland was not consid-
ered to be a very prosperous country how-
ever through the combination of a very low 
corporate tax rate (12%) and low labour costs 
Ireland began to attract multi-national corpo-
rations leading to a period of rapid economic 
growth in the earl 1990’s. The two decades fol-
lowing this were characterised by prosperity 
but the opening of 2009 was marred by un-
certainty and financial concern. By the end 
of January 2009 unemployment had reached 
300,000, levels not seen since times prior to 
the economic boom in 2000. Lack of con-
fidence in the government and uncertainty 
grew, leading to a rise of 43% in the com-
plaints submitted to the Pensions Ombuds-
man (Thompson 2000).

It is of utmost importance to understand 
the circumstances leading to this economic 
downturn. This chapter will deal with the eco-
nomic situation, the background to the hous-
ing developers gaining so much economic in-
fluence and will, in a general suggest strategies 
to remedy the current economic situation. 

A common way to categorize the various ele-
ments that make up an economy is to separate 
the groups that contribute to supply and those 
contributing to demand. Trends in inflation, 
population growth and unemployment deter-
mine when and where we need housing. As-

sociated with this demand are issues of sup-
ply: the price of materials, labour and profit. 
Together, in a stable relationship, these is-
sues of supply and demand create a dynamic, 
healthy economy.

Firstly, I would like to examine the factors 
influencing demand. As already mentioned 
these include factors such as population 
trends and employment rates. An important 
factor to be taken into account when consid-
ering Ireland’s growing population is the in-
formation gathered to establish this trend. It is 
found that is the people who consider them-
selves as town dwellers that have contributed 
to this increase. Graph relating to this popula-
tion trend are shown to the right. 

Dublin was, at one point, one of the most fa-
vourable destinations across Europe for mi-
grant workers. The net migration figure for 
Ireland in 2007 reached a high of approxi-
mately 80,000 people inwards (Central Sta-
tistics Office Ireland 2008). This could be 
seen as indication of the economic prosperity 
of the country, in that people outside of the 
country consider the economic state of the 
country favourable enough to migrate there. 
While these factors are not directly correlated, 
it does hold true for this economic climate in 
this country and is clearly comparable in the 
graphs illustrated in the next pages.  In 2008 
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^Above: Population Growth in Ireland as per the 
census results available from www.cso.ie showing the 
proportions of country and town dwellers (Central 
Statistics Office Ireland 2008)

however net migration had already fallen to 
an average of just 300,000 inwards.  The latest 
CPL Poll showed that 33% of Ireland’s Polish 
population in the have declared their intents 
to leave the country in the next 12 months. 
A further 13% said they intended to leave in 
the following 12 months. Approximately 80% 
are expecting to find work in Poland within 3 
months of their return.

It was the rising interest rates and high levels 
supply at the end of 2006 that were the first 
noticeable contributory factors to influence 
the country’s current economic downturn 
(Lyons 2009). The main issue therefore seems 
to be that of market saturation and this has 
to do with the intrinsic way in which devel-
opment happens in this country. The period 
of economic prosperity was therefore lead by 
groups of developers and building contrac-
tors.

Further investigation into these high levels 

of supply leads to a questioning of how thor-
oughly the development methods on show in 
every town and country were conceived. Due 
to aspects of homogeneous plot ration density 
and construction technique, houses in Ireland 
have all the stylistic variation from bunga-
lows to bungalows to McMansions. Develop-
ers purchase a Greenfield site and fill it with 
these aforementioned McMansions. Fields are 
overturned one at a time, sporadically, in ran-
domly defined area, in most cases with very 
few amenities – no local corner shop, crèche, 
schools, community halls. There was a niche 
in Ireland for some brave planners willing 
to rewrite the Development plan. It is easy 
to see where this opinion might come from 
– the spontaneous sprawling and a shortage 
of amenities is much more detrimental than 
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^Above: This graph shows the total number of completed housing units across the state over the 20 
year period prior to 2009. (Central Statistics Office Ireland 2008) The graph below shows Ireland’s 
net migration for the same period, with each positive unit representing 1000 inward-bound persons. 
(Central Statistics Office Ireland 2008)
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^Above: This graph shows the comparative trends in 
prices for new and second hand housing prices. The de-
viation in trends may be attributed to more of the high 
end second hand housing being put up on the market. 
Or possibly, that people are more and more willing to 
pay more for a second hand house( perhaps a com-
ment on descending quality in the market) (Central 
Statistics Office Ireland 2008)

all of the stylistic issues and negative connota-
tions with this lifestyle.

Perhaps these high levels of supply are in fact 
due in part to a weakness on the part of the 
Irish people not able to able to distinguish 
quality homes from the rest. An efficient 
economy diversifies by itself and promotes lo-
cal micro-economies. In addition households 
that do not spend all of their income on com-
muting expenses, large supermarket chains 
and inordinate amounts of fuel expense can 
spend more time and money in the currently 
non exist communities from these areas.

Perhaps these high levels of supply  are in fact 
due in part to a weakness on the half of the 
Irish people not to be able to discern quality 
homes from the rest. An efficient economy 
diversifies by itself and promotes local micro 
economies. And homes that don’t spend all of 
their income on commuting expenses, large 
supermarket chains, and inordinate amounts 
of fuel expense can afford more time and 
money in the currently non-running commu-

nities from these areas.

In terms of labour and material in house-
building there has been a uniform increase in 
cost over time. (Central Statistics Office Ire-
land 2008). The data given on the cso.ie web 
site assigns a base figure of 100 for the first 
month of 1991. There follows an increase of 
5%, year on year reaching 200 in 2007. This 
represents a ten-fold increase on the value 
given for material and labour costs in 1975. 
These figures exclude portions of the build 
cost associated with such things as overheads 
and taxes.

In my opinion, changes in legislation have 
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lead to another important factor, is with re-
gard to changing legislation.  As of January 1st 
the new Building Environmental Regulations, 
or BER for short, come into effect. It is a clear, 
straightforward  guide to the general running 
efficiency of any particular home, and supply 
is dependent on quality as much as a quantita-
tive response to levels of demand. (Sustainable 
Energy Ireland 2008).

BER is then a measure of the efficiency of 
domestic buildings. It measures the amount 
of kilo watt hours required to provide space 
heating, water heating, ventilation, and light-
ing for a given floor area in square metres for 
a calendar year. This score is then graded, 
with A1 at the top of the scale for homes that 
require less than 25 kWh/m2/year all the way 
down to a G-rating for anything above 450. 
(Sustainable Energy Ireland 2008).

The emissions of carbon dioxide is also dis-
played on this certificate. It is compulsory for 
every home, either built new, or being re-sold 
to apply for a certificate and to present this 
certificate to the potential buyer. (Sustainable 
Energy Ireland 2008).

And as always the Irish are much more will-
ing to embrace these principles with a much 
greater concern for their economic values 
than the ecological ones. But this is largely 
irrelevant. With the rising rates of fuel pov-
erty that goes with economic downturns and 
rising fuel prices it merely matters that these 
principles are embraced.
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On Tuesday the 7th of April 2009 the Irish 
Government issued a revision of the nation’s 
budget. This was an emergency budget, and 
the third national expenditure adjustment to 
be seen in the preceding ten months. This re-
vision promised to tackle the issues with brav-
er conviction than previously shown.

And this budget is certainly different than 
the last. Fianna Fail are particularly careful 
to avoid marginality. The price of Diesel has 
gone up, while Petrol has stayed the same. 
Cigarettes have gone up while Drink has re-
mained the same. Ministry of Defence down 
€30m. And  the allocation for the Ministry of 
the Environment was increased by 7%. (Leni-
han 2009)

That said, the transport budget was cut in this 
budget to the tune of € 300 M. This threat-
ens to hurt public transport in a big way. The 
proper investment in public transport could 
see benefits immediately. Traffic alleviation, 
reduced road maintenance costs. (Lenihan 
2009)

A stable economy is a dynamic equilibrium. 
This is like a man that’s running on a tread-
mill. To a stationary observer it would seem 
that he wasn’t moving, and overall that would 
be correct. To keep our position we need to 
spend and if we start to fall back economi-

3. The Spring Budget
Financial projections

cally it’s essential that we get back up to speed 
by increasing economic activity. We cannot 
freeze up and be knocked off altogether.

And, staying with this analogy, we also need 
to ensure that each foot meets well with the 
moving belt, ie each investment should, as we 
should have made sure all along anyway, be 
assuredly sound. Because the gym has quiet-
ened down at the moment, and we don’t want 
to draw undue attention to ourselves.

And here is one important investment we 
should make: as the picturesque follies did for 
peasants centuries ago, we should build. On 
the contrary, perhaps folly is the incorrect 
word, as it conjours an image of something 
that’s defining factor is its uselessness. For a 
country that invested so heavily in construc-
tion in the boom years, it is very straight for-
ward, that all the training, expertise and in-
vestment still counts for something, and the 
world goes on.

And the investment would trickle through the 
system oiling cogs we didn’t think about or 
otherwise couldn’t reach. We should invest, as 
a country, in things of quality to fill the huge 
gaps left by inadequate planning restrictions 
and lapse zoning policies. My point is that it 
would be an incredible mistake to take all the 
newly generated revenue and use it up bail-
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ing out the banks and clearing some of the 
national debt. Not that these aren’t worthy 
causes, but if we find ourselves back at zero 
with no positive economic momentum then 
we have lost. And prosperity has to start lo-
cally after all.

Amid the post budget climate, a confident Fine 
Gael, the main opposition party have called 
for a general election. Based on transient un-
popularity if, hypothetically, a general election 
were to be called right now there is a distinct 
possibility that the government may just lose 
their position. I would like to see them to see 
out the aftermath of the budget, as I’m sure no 
one will know better what they had in mind 
and, personally, as I reckon that this is part 
of the responsibility entailed with devising a 
budget. The transition would almost certainly 
not be a completely smooth one.

In my own opinion it’s probably unwise to 
hand the reigns to a political party that hasn’t 
been elected to government for over 15 years. 
Especially since they have to be seen by the 
public to hold true to their stance strongly 
against so many aspects of the current budg-
et. Would this inevitably lead to yet another 
budget rehash to be released in such a short 
period again. On the other hand, however, 
with such a long spell in opposition they may 
have spent their time brooding over clever 
political decisions and grooming their cool 
heads and innovative solutions. And on the 
other other hand perhaps the assumption that 
the only government that can be pieced to-
gether from the opposition parties has to be 
Fine Gael is a little too hasty.

What is sure though is that this cannot be-
come a politics of lowest common denomina-
tors, where the politicians who are the least 
unpopular get voted in. Are we searching for 
politicians whose only motivation is to do 
marginally better than their closest opposi-
tion and careful not to be too spectacular at 
the same time.

The greatest criticism of this budget in fact, is 

that it actually did very little to stimulate the 
business sector. (Knight Frank Dublin 2009) 
It was an undeniably fair budget though, ef-
fectively nationalising the country’s debt. 
Taxes were raised across the board by differ-
ent increments according to different income 
brackets.

And the government have good reason to be 
walking as if on eggshells- As part of another 
national expenditure adjustment earlier this 
year, as a cost saving measure they made the 
decision to withdraw medical cards from Pen-
sioners who had previously been entitled to 
state covered health care. Mass protests en-
sued, and obviously seeing the elderly of the 
country taking up pickets outside the Dáil 
does not make for comfortable watching on 
the 6 o’ clock news, and one can certainly 
sympathise with the current generation who 
had to watch their elders and more infirm 
parents work themselves up into such a state 
worrying about how they can possibly to go 
on. Sure enough, huge pressure from all di-
rections soon forced them to reverse this de-
cision, and left them in their most unpopular 
position ever. (Donnellan 2009b).

So it is my hunch that they were very inten-
tionally playing the safe card this round. But 
can it turn up trumps?

Welfare and Public Health care are very im-
portant measures of a society. As is Education. 
And the fact of the matter is that this assump-
tion does not show Ireland in the best light. 
When the country was in boom these were 
major problem areas. So the question is; what 
has changed in this regard, post budget?

The health sector, in particular, has had its 
problems in the past, long before the full ex-
tent of the recession was realised in this coun-
try. As part of cost saving measures in the past 
the HSE, the health services executive, has ha-
bitually closed smaller, less well off hospitals. 
(Donnellan 2009a).
Instead they could have been more proactive 
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in tackling the inadequate resources and inef-
ficient organisation inherent in the system, as 
well as an unfair distribution of wages within 
the health sector, consultant doctors with ri-
diculously high wages and nurses working for 
a comparative pittance. And in spite of these 
problems consultants are expected to receive 
another pay rise of up to € 95, 000 this year, 
and backdated as far as January. (Rate my hos-
pital.ie 2009).

As a result of these actions we are now left 
with an inefficient, horrendously overcrowded, 
centralised health service. And much of the 
country is without the capabilities to fully treat 
sufferers of cancer, cystic fibrosis, and those 
elderly or disabled patients in need of special 
care. (Irish Health.com 2008).

Closing regional hospitals has lead to a greater 
dependence on collocated hospitals, many of 
which have yet to be built, but the abolition of 
the tax breaks for private hospitals may have 
voided this. (Donnellan 2009a).

The budget has however allocated € 100 mil-
lion to fund additional medical cards later this 
year if so required. This gesture is an attempt 
to avoid any fiascos the likes of which they al-
ready know all too well. The full effects of the 
budget and the current affairs of the HSE re-
main to be seen.(Donnellan 2009a).

Social welfare payments have not been effected 
in the budget. (Jones 2009). The government 
have, however, been accused of stealing Christ-
mas from many families, when they cancelled 
the annual December bonuses. It is thought 
that this action will send many of the more 
dependent recipients into the hands of money-
lenders in order to provide for their children 
and other family members over the christmas 
season. (O’ Brien 2009a).

Mortgage interest relief will now only apply for 
the first seven years of the loans lifetime. This 
means that those with bigger investments get 
the least relief. Some of these loans can last up 

to 35 years. Personally, I think that a better sys-
tem would somehow respond to the relation-
ship between the accumulated interest against 
the original value of the mortgage and thus 
keep the most high risk borrowers in the green. 
(Mulcahy and Fagan 2009).

And in relation to education, the government 
have still not made any definitive statements 
regarding 3rd level fees. (Flynn and Minihan 
2009). Early preschool has now been ear-
marked to be implemented as the new cost 
saving replacement for child care benefit. 

The national School Building Program has 
been cut. With the exception of projects that 
have already been signed off on. (Cullen 2009). 
This means that 40 new schools will be built as 
a result. When you consider that 200 Schools 
across the country pay more than € 100,000 
per unit per annum on prefab rental, I would 
suggest that this is a major area for re-evalua-
tion. (Carroll 2009).

On one side there is a huge demand here for 
new buildings, with an already expressed cash 
flow going to waste and on the other side, as 
I’ve described before, a rapidly deteriorating 
construction industry in severe need of invest-
ment. These are the kind of mutually benefi-
cial intuitive responses that will be required in 
the solutions needed in time to come.

ASTI, the teachers’ union have said that the 
full impact of the cuts in education will not be 
apparent until next September, but they said 
we could likely expect reductions in subject 
options, fewer staff and less funding. (Cullen 
2009). On the other hand € 7 million addition-
al has been given to the Department of Com-
munication, Energy and Natural Resources, in 
order to roll out a pilot broadband scheme for 
second level schools. (Slattery 2009).
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I want to talk now about the housing issue 
with its nearest context: transport. Not be-
cause it formed part of the natural Venn dia-
gram of modern human existence, as thought 
in secondary school. Rather I genuinely think 
that there is something to be gained here. A 
few well chosen policy changes to return im-
mediate benefits. There is an opportunity here 
for long term benefit to both the citizen and 
the state.

The rail system in this country is not cheap, 
and is not ubiquitous. The rail road has been 
in decline for a long time, and lots of it has 
been closed down and rolled back. Rural light 
rail schemes are no longer to be seen through-
out the country. And the bus system is not 
much better in these respects, disjointed 
routes, and infrequent departures on second-
ary journeys. These are huge failures for the 
country’s only alternatives to private trans-
port, and this deters people from that option. 
And then the policy makers take low usage 
numbers as a vindication of their scepticism 
and the situation just exacerbates itself.

And this influences tourism also. Surely a 
tourist would be slightly more understanding 
of a substandard roads system, but to be made 
suffer such a substantial public transport sys-
tem, is just intolerable. An inadequate public 
transport system has kept most of the country 

4. Enter the Fat Controller
Transport, networks, infrastructure

outside the scope of the majority of tourists.

But I have to say that the biggest failure hap-
pens on a very fundamental level. For instance 
Limerick, Ireland’s third city could be exem-
plary of many problems across the country. 
In the city there are two transport networks, 
the national network, consisting of trains and 
long distance buses, and the local network, 
city buses to the universities, industrial parks 
and large residential areas.

And there is an incredible opportunity wast-
ed. There is no relation between the two net-
works, when they could be complimentary, 
coninciding and possibly cutting out the ne-
cessity for the majority of cars and taxis at the 
station, reducing traffic, but most importantly 
simply reducing the hassle involved with the 
whole thing.

The republic’s largest port is in Rosslare at the 
southeast tip of the country, and it is linked to 
Dublin by rail. The frequency of trains on this 
route is determined by the fact that the major-
ity of the way is a single track with no way for 
two opposing trains to pass each other.

A light rail commuter system localizes and 
decentralizes sprawl, while activating small 
communities and towns. Not dissimilar to the 
introduction of the DART rail transit system 
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in the costal commuter area around Dublin.
The introduction in the mid 80’s of the DART 
saw an immediate and dramatic rise in pas-
senger rail usage after decades of decline. 
(Irishrail.ie 2005). This is reflected in the more 
recent success of the LUAS. That seems to be 
the common solution to medium scale pub-
lic transport infrastructure, well connected 
to the national network, with frequent depar-
tures and reasonable fares.

In the budget the government have made a 
very dangerous commitment. Cutbacks of 
more than € 300 M from the road transport 
fund and € 150 M is to be cut from public 
transport infrastructure. The Transport 21 
initiative has yet to yield significant results, 
which is now more unlikely with the budget 
mess. (O’ Brien 2009b).

With a 60% drop in car sales this year so far.  
(Motorcheck.ie 2009). There is genuine inter-
est now being shown for alternative fuels and 
other ways of getting around, surely this is the 
perfect opportunity to trigger a switch. A pos-
itive trend for environmental and economic 
reasons.

And, on a connected note, Shai Agassi of the 
Better Place program has tackled a very im-
portant issue. The question: How can you run 
a whole country without oil? And of course 
the biggest issue here is the  private transport 
system. For him, to answer this question it 
was necessary to look for alternative fuels for 
the car. Bio-Diesel simple was not a practical 
solution with the amount of arable land that 
would be needed to provide for every coun-
try. And hydrogen fuel cells consume more 
electrons than you could get into the car. So 
the solution that he settled on was that of the 
electric car. (Agassi 2009).

There was another problem. The super car 
prototypes of electric cars that everyone had 
become accustomed to were never going to 
be affordable, each clocking in at around 
€400K, the cost of a medium large house. The 
fact is that, in order to give these cars the spec 
to match high performance petrol cars, they 

This image below is a comparative illustration be-
tween two different modes of transport. As a compari-
son I think it’s quite striking, and works quite well. 
(Treehugger.com 2007).
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were designed to run off of the most expensive 
batteries on the market. The lightest, smallest, 
Li-Ion batteries with the longest range.

So, there had to be a solution for this issue 
in order for the program to work, and in fact, 
there are currently two solutions being devel-
oped. In either case there is the suggestion that 
whenever the car is parked somewhere for an 
extended period of time, whenever possible 
the car should be on charge. The first solution 
is a compromise: a budget electric car with a 
much reduced performance. The car has a top 
speed of 80 km/hr and a range of less than 80 
kilometres, and is available right now in this 
country from select dealers. The REVAi car, as 
it is called retails for about €10 K. (Motricity.
ie 2009).

The other option is very interesting, and very 
innovative. The high quality batteries which 
are so expensive never become full property of 
the car owner. A depleted battery is exchanged 
for a fully charged, healthy battery at a spe-
cial “swap station”. And the best part; the infra-
structure is all already there, ideally positioned 
throughout the country and perfectly built to 
cater for automobiles.

That’s the genius of this idea, and a vital part to 
this solution. Instead of investing in the obso-
lete oil drilling and refining industry, govern-
ment are free to invest the same money into 
green energy production which covers both 
the automobile industry, and the country in 
general. Gas stations nearly without alteration 
become fully capable of hosting this swap sta-
tion scheme entirely. Perhaps a unique situa-
tion where consumerism has had such a con-
tribution to the cause of environmentalism.

It was also necessary for Agassi to approach car 
companies to manufacture the car and make 
the remotely possible a distinct reality. As can 
be expected the response was a little less than 
enthusiastic. Nevertheless, a persistent Agassi 
soon went on to secure a commitment from 
the Nissan company. In fact they also com-

This image is a representation of the rail system in the 
country. Rosslare is the large station that can be seen 
to the very bottom right of the island. One of the rail 
schemes not to be cut is to open up a western rail cor-
ridor. Until this is opened the only way to travel be-
tween Galway and Limeick by train for instance is to 
go via Dublin, which is incredible. That is equivalent 
to crossing the width of the country twice with three 
different exchanges for what would otherwise be a one 
hour journey! (Irishrail.ie 2009).

>> the illustration to the right is a visual summary 
of  a study into fuel trends. It is a clear, comprehen-
sive analysis. The image is a pretty clear; the green 
represents positive result; the red, negative. The report 
concludes that every citizen should petition the govern-
ment to raise the cost of petrol and other fuels, (Visto-
ria Transport Policy Institute 2008)

mitted in the swap station idea as Agassi had 
pitched it.

And so Agassi contacted the leaders of vari-
ous countries with his offer. And now he has 
signed contracts to electrify Israel, and parts 
of Australia, as well as Denmark. And in Den-
mark to coincide with this scheme they have 
introduce increased charges, a heavy tax for 
cars that aren’t environmentally responsible.
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Top- down planning is perhaps the collection 
of ideals that most people customarily associ-
ate as “planning”. With its origins in military 
planning and palatial garden design it stops 
short of developing full solutions to the issues 
of modern planning.

It represents a traditional obsession with ge-
ometry, and in its orthogonal plan orientation 
it intrinsically tends to produce two dimen-
sional solutions to design issues. Today it is 
the default weapon of planning authorities, it 
inevitably leads to discussions with local gov-
ernment.

Ireland is in the grip of regeneration culture. 
It deals primarily with the existing built con-
text, which makes it suitable for Ireland. And 
this is a bad indication for the model we live 
by in this country. A development gets ear-
marked for redevelopment after it falls below 
a certain standard and social problems have 
highlighted it as a national concern. And so 
this method of planning is characterised as a 
slow response and fails to deal with interme-
diate  issues in planning.

Ideally this approach should be the excep-
tion, as it is a very inefficient, and as I have 
said deals only with the most extreme cases 
Whatever approach is adopted it has to be 
able to work within the existing context. It’s 

5. Design Ideas and conclusion
Top Down, Regeneration, New Urbanism

unrealistic to assume that we have a blank 
canvas to work with. One house in every two 
has been built in the last 15 years.( ) And as 
trends continue the landscape outside the city 
tends towards homogeneity, as everyone pur-
sues an idyllic life for themselves. This will be 
the legacy of the Celtic Tiger.

New Urbanism is usually a form of regenera-
tion. Perhaps it is slightly inappropriate to 
call this new urbanism because this school 
of planning theory is the closest thing to 
the accumulation of all planning knowledge 
throughout the entire of human history.

The principles of New Urbanism are more 
easily applied to urban areas with an exten-
sive history, and so thrive easily in the old cit-
ies of Europe. And probably the best example 
of this is the Las Ramblas area in Barcelona.

One aspect of a successful new urbanist  de-
velopment is a large well connected urban 
catchment area. This usually manifests itself 
as a metropolitan public transport system.

These areas are also defined by active perme-
able street levels. They can host markets and 
outdoor restaurants and also create an engage-
ment with shop fronts and other functions. 
This is central to the success of the scheme. 
They make the area pleasurable to be in and 
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These are some examples of top down plan-
ning schemes. These particular maps are 
based on some schemes presented as the 
Irish entry for the venice biennalle. Fail-
ures of purely zoned schemes aside, strik-
ing images like these open up some fresh 
discourse. These are some of the kinds of 
discussions we need to start having.

(Irish Architecture Institute 2006)
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this has proven in practise to be enough in-
centive to attract citizens into the area. This 
generates incredible social and cultural ben-
efits for the entire city.

For the majority of areas discussed in this 
project there is one recurring theme. I would 
just like to conclude with a short discussion of 
this. A common mode of failure with many of 
these issues turned out to be mismanagment. 
Just like in the case previously discussed 
where co-operation between the  Education 
system and the construction sector right now 
would be so mutually beneficial.  And the way 
that Agassi’s proposed system removes the 
problems associated with our car dependence 
along with major new stimulous in new car 
sales.

And I propose that it is failure in policies like 
this that prevent the identification and benefit 
from these opportunities. I strongly believe 
that there is enough innovation and know-
how in the country to play a part in restart-
ing the economy. And the other part needs 
to come in the form of capital investment. In 
their implementation of the April Budget, the 
government have taken this on themselves to 
be the only ones with this opportunity. And 
as I have already explained it is essential for 
us to keep the lines of  discource open. This is 
the only way to ensure the best possible out-
come from our collective planning and hous-
ing efforts.



366

Bibliography

Agassi, S. (2009) ‘A bold plan for mass adoption of electric 
cars’, TED: Ideas worth spreading [video online], available: 
http://www.ted.com/index.php/talks/shai_agassi_on_elec-
tric_cars.html [accessed 17th April 2009].

Carroll, S. (2009) ‘More than 200 schools spend € 100,000 
on prefab rental’, The Irish Times, 11th April 2009, avail-
able: http://www.irishtimes.com/newspaper/archive/2009/
0411/Pg004.html# [accessed 20th April 2009].

Central Statistics Office Ireland (2008) ‘Database direct’ 
[online], available: http://www.cso.ie/px/pxeirestat/data-
base/eirestat/eirestat.asp [accessed 18th Jan 2009].

CPL Group (2008) ‘client survey December 2008’
[online] availible: http://www.irishtimes.com/newspa-
per/finance/2008/1208/1228571631794.html [accessed 1st 
Feb 2009]

Cullen, P. (2009) ‘School building to go ahead despite cuts’, 
April Budget Supplement, The Irish Times, 8th April 2009, 
page 4.

Donnellan, E. (2009a) ‘Doubts over Future of co-located 
hospitals’, April Budget Supplement, The Irish Times, 8th 
April 2009, page 4.

Donnellan, E. (2009b) ‘Over-70s medical card removal 
‘shambolic’’, The Irish Times, 9th April 2009, available: 
http://www.irishtimes.com/newspaper/ireland/2009/0409/
1224244287389.html [accessed 19th April 2009].

Flynn, S. and Minihan, M. (2009) ‘O’ Keefe to bring op-
tions on college fees to cabinet’, The Irish Times, 11th April 
2009, available: http://www.irishtimes.com/newspaper/
archive/2009/0411/Pg004.html [accessed 20th April 2009].

Gleick, J. (1987) Chaos: Making a new science, 2nd ed., 
New York: Abacus.

Greenwood, D., Slack, R. C. B. and Peutherer, J. F. (2002) 
Medical microbiology:  a guide to microbial infections, 
16th ed.,University of Michigan: Churchill Livingstone.

Irish Architecture Institute(2006) ‘Sub Urban to Super 
Rural’, Belfast, OBG.

Irishhealth.com (2008) ‘Treatment biggest complaint 
against HSE’, 13th Feb., available: http://www.irishhealth.
com/article.html?id=13063 [accessed 18th April 2009].

Irishrail.ie(2005)‘Commuter and DART Fleet’, available: 
http://www.irishrail.ie/fleet_information/commuter_and_
dart_fleet.asp[accessed 20th April 2009]

Irishrail.ie (2009) ‘Irish Rail - Your Journey - Routes and 
Maps’, NTS, available: http://www.irishrail.ie/your_jour-
ney/map2.asp?box=To.

Jones, R. (2009) ‘Shock at increase in income levels’, April 
Budget Supplement, The Irish Times, 8th April 2009, page 
4.

Knight Frank Dublin (2009) ‘What they said’, April Budget 
Supplement, The Irish Times, 8th April 2009, page 8.

Kunstler, J. H. (2007) ‘The tragedy of suburbia’, TED: Ideas 
worth spreading [video online], available: http://www.
ted.com/index.php/talks/james_howard_kunstler_dis-
sects_suburbia.html [accessed 15th April 2009].

Lenihan, B. (2009) ‘Budget Speech Transcript’, April 
Budget Supplement, The Irish Times, 8th April 2009, page 
10 and 11.

Lyons, R. (2009) ‘Ireland’s Property Market: A Fallen Star?’, 
Report
[online], available: http://www.daft.ie/report/Daft-House-
Price-Report-Q4-2008.pdf [accessed 20th Jan 2009]



367

Maas, W., Van Rijs, J. and Koek, R. (1998) FARMAX:
Excursions on Density, 2nd ed., Rotterdam: 010 Publishers.

McDonald, F. and Nix, J. (2005) Chaos at the Crossroads, 
Dublin: Gandon Editions.

Motorcheck.ie (2009) ‘New Car Sales In Ireland down 
58%’, 28th Jan, available: http://www.funkymotors.
ie/blog/2009/01/12/new-car-sales-in-ireland-down-58/ 
[accessed 17th April 2009].

Motricity.ie (2009) ‘REVAi Quadracycle’, 20th Feb,
availible: http://motricity.ie/wordpress/?p=10 [accessed:  
10th April 2009]. 

Mulcahy, O. and Fagan, J. (2009) ‘Mortgage interest relief 
limited and property tax on the way’, April Budget Supple-
ment, The Irish Times, 8th April 2009, page 5.

O’ Brien, C. (2009a) ‘ “Scrooge-like” move roundly criti-
cised’, April Budget Supplement, The Irish Times, 8th April 
2009, page 1.

O’ Brien, C. (2009b) ‘Preschool to replace child supple-
ment’, April Budget Supplement, The Irish Times, 8th April 
2009, page 7.

O’ Brien, T. (2009) ‘Regional and local roads targeted in 
€ 315 M Cutbacks’, April Budget Supplement, The Irish 
Times, 8th April 2009, page 8.

O’ Leary, J. (2009) ‘Plan for next year lacks a sense of 
urgency’, April Budget Supplement, The Irish Times, 8th 
April 2009, page 8.

Ratemyhospital.ie (2009) ‘Consultants say pay deferral not 
discussed’, 25th Feb, available: http://www.ratemyhospital.
ie/hosp_newsstory.html?artid=15120&sortcrit=chrono 
[accessed 18th April 2009].

Rosling, H. (2006) ‘Debunking third-world myths with the 
best stats you’ve ever seen, TED: Ideas worth spreading 
[video online], available: web http://www.ted.com/index.
php/talks/hans_rosling_shows_the_best_stats_you_ve_
ever_seen.html [accessed 29th March 2009].

Savage, P. (2008) ‘Ireland Unemployment Rate at a 7.5 year 
high’ [online] available: http://www.eirjobs.com/news/ire-
land-unemployment-rate-at-a-75-year-high/ [accessed 26th 
Jan 2009]

Slattery, L. (2009) ‘In short’, April Budget Supplement, The 
Irish Times, 8th April 2009, page 5.

Sustinable Energy Ireland (2008) ‘What is BER’ [online], 
available: http://www.sei.ie/Your_Building/BER/ [accessed 
23rd Jan 2009].

Thompson, S. (2009) ‘Horizons’, The Irish Times, 24th Jan 
2009, page 44.

Treehugger.com (2007) ‘Number of the Day: 52.2’, avail-
able: http://www.treehugger.com/files/2007/07/number_
of_the_d.php. [accessed 19th April 2009]. 

Tyrrell, F. (2009) ‘Price cuts up to 40 pc...’, Property, The 
Irish Times, 22nd Jan 2009.

Victoria Transport Policy Institute (2008) ‘Appropriate 
Response to Rising Fuel Prices’, 25th Aug, availible: www.
vpti.org [accessed 17th April 2009]. 

Whelan, S. (2008) ‘Polish Exit’ [online]available: http://
www.corkmedia.net/?p=787 [accessed 8th December 2008]


