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Noise in the System
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A2 ¢ Alvin Boyarsky Archive
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0T Alvin Boyarsky launched the International
Sinite of Design (1D} which took the form of 6-week-
Wy Bymmer Sessions held in London from 1970 to
T As liene Sunwoo has written, 'Boyarsky sought
B fminvant the institutional typology of the school of
ehitecture, approaching it as an instrument that
S continuously disrupt and recalibrate architectural
geichice and thinking at an international scale...as he
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Sapiained, invoking cybermetic terminology...the aim
o e 1D Summer Sessions was, * to put noise Into
B syatam’: to fuel and redirect architectural discourse
o production through ‘cross- fertilisation' — a term
ha borrowed from Marshall McLuhan, "This fusion
o ybernetics, in particular Norbert Wiener's 1948
Maaeriion that ‘society can only be understood through
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& Mudy of the messages and communication facilities
sich belong to it, with Marshall MeLuhan's assertions
Bl ihe medium was the message’ and his concept
W he 'Glebal Village' led Boyarsky to formulate that,
e Sunwoo writes, ‘The school itsell was a medium,
sioncelved as a point of broadcast for establishing
and maintaining a global network of architectural

1 EIBRTR SRR A S W
The stamps fealured images:
of the participants of the 11D,
Image Courtesy of the Alvin
Boyarsky Archive

sschanges’. The Summer Sessions attracted a broad
rangne of avant-garde architects and critics including

Aichigram members, Cedric Price, Reyner Banham,
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Sraham Shane, Brian Anson, Hans Hollein, Adolfo
Hatalinl and other members of Superstudio, Gruppo
Stium, Fabrizio Flume from 9999, Germano Celant,
Colin Rowe, James Stirling, lonel Schein, Yona
Friedman, Anatole Kopp, Bernard Tschumi, John
Habraken, Gunter Feuerstein, Coop Himmelblau,
Missing Link and many others. High on the agenda
wnes an ongoing critique ol architectural education
which played out in the organisation of the evenls
wnd through a series of participants’ forums in which
students and ;aachgrs discussed different models, It
W lair to say that many of the concepts and strategies
that Alvin developed at the IID informed his approach
W0 tranzforming the AA School of Architeciure.

The noise that Alvin created during the three
yoars of the 11D included a remarkable range of
printed ephemera, magazines, sound recordings,
lims and photographs. Publicity material for the
lirst Summer Session included two sels of postage
wamps designed by Sampson/Fether which were sent
out to schools of architecture throughout the world
alongside a blank poster onto which the stamps could

be stuck in whichever way the racipient wanted. The
stamps, produced in two sets, featured images of
the participants, including Peter Cook, Warren Chalk
and Dennis Crompton from the Archigram Group,
Cedric Price, Hans Hollein, Reyner Banham, Nicholas
Habraken and Colin Rowe (Fig. 1). The second set
featured information about the Summer Session and
images of inflatables, pre-fabrication, Mick Jagger,
and futuristic means of space travel. The medium
of the stamp invited those interested to create a
teadback loop by writing to Boyarsky who in turn would
photocopy and mail out these expressions of interest
as part of documents that he called ‘In Progress'. For
the 1971 Summer Session Boyarsky created a series
of postcards that were mailed out in plastic holders
alongside random vinlage posteards from his personal
collection. The medium, whether stamp, postcard (Fig.
2, 3) or poster, embodied and projected organisational
strategies for the 11D, This can be evidenced in a
postcard daesigned by Sampson/Fether as a variation
of the London Underground network with different
coloured lines which describe.as Grahame Shane has
noted, the dilferent networks ol the Summer Session
topics and speakers. The pedagogical model s based
an three subway lines that interchange at specific
points = ‘The On-gaing Line', "The Workshop Line' and
‘The Cracular Circle Line' with one additional line —
‘The Continental Link Up® (Fig. 4) .

The Collector

In his personal life Alvin was an inveterale collector
and much of my childhood was spent accompanying
him to street markets in London, Chicago and Paris
where we hunted for vintage postcards, maps, prints,
books, Baluchi rugs, furniture, Victorian plates and
dishes and much else. Collections of ephemera such
as postcards came to inform his emerging critique
of architecture and urbanism in the late 1960s. An
example of this practise can be seen in the issue
of AD magazina that he edited and wrote in 1870,
Chicago a la carte: The City as Energy System
(Fig. 5) deploys postcards. maps and photographs
to circumvent conventional methodologies of urban
design to reconnect to popular myths and narratives
of the American city and the individual citizen. The use
of the postcard, and other ephemera, enabled Alvin to
build upon the inherent nostalgia of the postcard and
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of the 1D, it is based on
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W pbeitial for surrealist interpretations alongside its
dumanmary potential for social eriticism, to fashion
Sitiple narratives and bring to bear unexpected
tsrencey and content into the discourse on the city
Bl would broak with tradition.

We have sean how, by the early 1870s, Alvin's
Bstinations with the postcard had led him to develop
& twtoal oritique of urban design and also become a
B o pud noise into the system in order to challenge
ol mlashion architectural education. His passion for
Laeciing books and publications about architecture,
e oity, photography and art was to have a lurther
Sapact in his project to transform the AA School into
% Mie of cross-fertilisation and & medium to establish
wul broadoast to a global network of architectural
g

Alvin's Library

Collecting books for Alvin meant discovering and
sannacting networks of knowledge that might only
bscome apparent when each newly purchased item
whe placed in his library and began to anter into
A dialogue with what new neighbours it might find
Sanil sharing with. The range of the collection was
ol very wide and deep and it led 1o the discovery
l pbacure and forgotten 20th century modearnist
arehitocts from countries such as Germany, [taly,
Amefica, South America and Scandinavia. Neue
Sachlichkeit photography books revealed an intanse
project 1o research and document cities, buildings,
Bidges, arlefacts and people. Magazines and small
catnlogues by Austrian and ltalian radical architects of
e 168705 rubbed shoulders with samizdat literature
from benind the Iron Curtain. Books on gardens and
iha English I}uuse provided an extended context for
Wing n the UK. Certain publications were of interest
for thelr typugraphia‘s. printing and binding and these
influenced the design and feel of many of the AA
putilications.

AA Conversations

Thirteen years after launching the 1D Summer
Session with the series of stamps that we have
alrendy seen, Alvin Boyarsky initiated the Folio senes
wilh Folio 1, Daniel Libeskind's Chamber Works:
Architectural Meditations on Themes from Heraclitus
in 1883 (Fig. 6). Arguably the most influential of the

5

publications published under Alvin's direction (and
these number almost 100 publications including seven
distinct series of calalogues - Box, Folio, Mega, Text,
Themes, Type and Works) the folios were conceived
as a portable exhibition of drawings housed in a black
LP sized clamshell box together with a catalogue.
Thirteen Folios were produced during Alvin's lifetime
featuring architects Daniel Libaskind, Zaha Hadid,
Franco Purini, Peler Wilson, Peter Eisenman, Peter
Cook, James Wines, Bernard Tschumi, Andrew
Holmes, Eduardo Paoclozzi, Ginther Domenig, Shin
Takamatsu, and Coop Himmelblau., The first folio was
designed in collaboration with the West Coast graphic
designer Lorraine Wild and they were all produced by
Dennis Crompton and the AA Communications Studio.
Each folio featured a collection of loose leaved plates

CHICAGO i s curts. THE CITYAS AN ENERGY SYSTEM

5 {EFMENE : SHirh—8
i i
Alvin Boyarsky, "Chicago 4 la
Carte”, Architectural Design,
December 1970
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o Rasinge 1hat the owner was free to framea, display
W Ry 1o hold each one individually whilst perusing
B B el s contents. The Folio catalogue typlcally
B bl easays by invited critics and an interview
Btsaen (e architect and Alvin which took the form
o an sxianded conversation about the origins and
SRt of the work drawing out key concepts and
e el wnre preoccupying both participants at the
s The conversational aspect of these interviews is
SR o 0w pndarstanding of tha Af at the time and
S e publications emerged alongside exhibitions,
e sanes, installations in Bediord Square in front
o e AA pohool, and the innovative work being carried
B By alclents and unit witors. Addressed o a global
St o lke-minded students and architects these
saisations framed the work and created a wider
S e o publicise the AA's educational model and
B ARsaigen 10 conventional architectural education,
B8 AA publications marked a profound shift at the
A8 el Alvin Initisted when he bacame chairman (n
IREE o the syslems-based megastructural dreams
B ke 18808 to more speculative, complex and
s conversalions based around the drawing: 'We

Sl i vary rich compost for students to develop and
g feom and wee fight the battle with the drawings on
W wall We're In pursuit of architecture, we discuss it
By, wae dranw it as well as we can and we exhibit it.’

# s rovealing to compare this statement from 1983
W Alvin'y description of his first encounters with the

A& 0 the mid 19605 to understand how complete a
Sannlormation had bean made : “When you walked
o0 the AA, students’ feet never touched the ground.

They wore sneakers and were about three inches from
the ground. They moved quickly, they knew whare
they were going and what they were doing and their
conversation was all about decks. If you said to a
student in those days "Have you ever walked down
Madison Avenue? What about the Rue de Rivoli?"
They looked at you as if you were mad because if you
crossed the street you might get killed and all those

fumes from automobiles'.

Exchanges and Gifts

AA publications became a platform for Alvin to
initiate conversations and collaborations with a
younger generation of architects, many of whom had
studied and then taught at the AA such as Zaha Hadid,
Peter Wilson, Peter Salter and Chris Macdonald,
Migel Coates, and Andrew Holmes or, like Bernard
Tschuml, Daniel Libeskind, Dalibor Veseley and Peter

& Danial Libeskind, Chamber
Wavks: Archiifectural
Meditations on Themes from
Harachius (AA Folio 1), 1983
Image Courtésy of the Alvin
Boyaraky Archive
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WA were eaching al the AA during his tenure, Alvin
s cpacnas o Internationally to architects whom
B Saaidared part of a wider AA lamily and these

DR Michasl Webb, Coop Himmelblau, Alexandsar

Wby and liym Utkin, James Wines, Franco Purini,
B Domenig and Shin Takamatsu, He also built
o g slanding friendships and relationships: from
BIR Bl Wi Cormall with Colin Rowe in the late 19508
b Belably Pater Eisenman and Ithe former Texas
W and! Dean of Cooper Union John Hejduk. Some
b ations. In the form of publications and the
S upon which many of the shows were based,
s Begatanding and would often extend aver several
PR feauiting in multiple publications with the same
e

Faie Bigenman is a case in point first with Folio 5,
B W T Hou S fram 1985 (Fig. 7) and then Box 3
M Arrows, Eros and Other Errors: An Architecture
W Absence from the following year (Fig. 8). Fin d'Ou
¥ Mo &, designed by Massimo Vignelli, comprises
Wawings in three forms: line drawings within the
Sl und In the Folio as embossed plates and finally
S Gokour plates. The embossed plates form inscribed
emesions and negative readings of the colour plates
sah, whon read together provide for multiple readings
sl e pretations of the project. Moving Arrows, Eros
! CMher Errors, based on an exhibition of Eisenman's
is-winning drawings for the 1985 Venice Biennale,
® ah nxtraordinary publication comprising pure acetate
aton anto which drawings have been silk-screened
#d then housed in a clear acrylic box which is of the
Mt dimensions as the Folio series. The box and its
tontents are fully transparent.

Alvin's friendship with John Hejduk, Dean of the
Sunhool of Architecture at Cooper Union from 1975
In 2000, stretched back to the late 19505 and was
semanied by their exchange of publications and novels
Wor ihe late 1980s until Alvin's death in 1990,

As Hejduk wrote in 1980: ‘The last time wa met we
mechanged books, as was our habit to do over the
yoars. He smiled his smile as he pulled yet another
Book from his packet. | observed him carefully and
knew he was about 1o reveal another prime publication.
0 was the crystalline Housing the Alrship. It was then
hig turn to observe me as | tumed the pages’. Alvin
produced two publications with John in the Text series,
Victims: A Work and The Collapse of Time and QOther
[Mary Constructions both in 1986. He was working on
a lurthar publication, Folio 14, The Lancaster/Hanover
Masque in 1989 which was eventually published by
Prylis Lambert’s Canadian Centre for Architecture as
o catalogue in 1992, The Collapse of Time is a record

of a large scale installation that was built by students
and staff in front of the AA School.

It is fitting to conciude this briel introduction with
an excerpt from John Hejduk's text A Sense of Spirit
published in A4 Files in 1990

‘I think the fabrication of books in a way was his first
architectural love. | always remember the way he held
them gently and with deep reverance for something
sacred and immortal. He knew books survived. He
knew they were a record of civilization. He knew they
had the uncanny ability to resurface and renew. He
knew they were testaments of man. of women, and of
institutions. And he knew they also gave pleasure and
gave off magic.

MOVING

ARROWS/
E-R O S

ANDOTHER
ERRORS

Alvin always surprised us by his next publication.
He kept us in anticipation and he kept us off centre. He
was at the outer circumference, where there is more
risk yet the curvature is larger. | think Alvin felt better to
be at the edge, One sees more there. The books and
publications which were produced by Alvin at the AA
are precise and beautiful.” i

/

T EEIRB)
Pater Emanman, Fir o’ Ou
T How 5 (A8 Folio V), 1985,
Image Courtesy of tha Alvin
Boyarsky Archiva

&8 (BRhehRs - tarmaR il
B TIERAER )
Patar Eisenman, Mowing
Arrows, Eros and Other
Errovs (AA Box 3), 1986,
Image Courtesy of the Alvin
Boyarsky Archive
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Why did one sign up for Ella Zenghelis's Diploma
AR B 18737

W was the first year of the AA's unit system; no
Bk knew whal it meant to be closely associated
B e tribe for a whole year. Alvin Boyarsky's idea
B84 thatl each Unit represented a different position,
® Wierent take on architecture in those years of hot
plical dobate and a throwing overboard of almost

& wichitectural procedures and conventions. Elia
Seady had a long track record at the AA as teacher
W serious and solid housing stralegies. This was
W e atiraction, It was also known that he had just
Ssparipnced a sort of epiphany and, along with a
Mudlent called Rem (known as the '‘Boy Fascist' at
B hippy AA), had recently authored a metaphaoric
My called the Voluntary Prisoners of Architecture
sibeia, Juna 1973). This was interesting, we ware
W hal time avid readers of Casabella and followers of
Soniettura Radicale, and 'Prisoners' seemed to echo
Supereludio, Another attraction of Elia's Unit @ was his
Sssintant that year, a young Luxembourgian who had
moantly been associated with the Stirling office.

Loon Krier's presentation atl the year's start-up
Wparmarket was so extreme we all thought it a brilllant
puinillage of maniacal Rationalism (somewhat of a
Sl polato at the AA at that time). On enrclling we
wate ascribgd to Leon and soon found out he was
dendly serious. As young advocates of provocation
# badgerad him.... 'is the English Georglan Terrace
% lypology Leon? What about the Area, the canyon
Weiwean basement and pavement, is this also
Wiban Space? After three weeks Leon declared us
wilpachable. Just before we were thrown back in the
fands of Elia, Rob Krier appeared and sat in on my

Niarial with Leon. Suddenly he pulled out & camera
wwumbling ‘the students in Chermany will not beligve
s Lam still not sure if he meant my Ziggy Stardust
yelup or the lurid project | was presenting. From Elia's

teaching | now only remember that everything one
put in front of him engendered enthusiasm, he had
the wondarful talent to be unralentingly optimistic -
identifying germs of genius in even the most hopeless
and untalented doodla.

What were we supposed to be doing in Diploma
Unit 9 - mutant forms of urbanism, new types of
architectural scenarios, the rehabilitation of the
metropolitan ideal and lifestyle, the restoration of
mythical, literary, symbolic, oneiric, critical and
popular functions of architecture. Students were
asked to give an ideological base to their projects, a
tall order for someone in their early twenties. Maore
promising was the expectation for speculative types
of architectural scenarios. This operative strategy
spawned my apocalyptic project called The Second
London Fire. (now in the AA Archive and recently
given historiographic credentials by theoretician
Izabelle Doucet ). Perhaps as counterpoint to Kriers
‘Reconstruction of the Eurcpean City' London was
tabula rasa wiped off the map in my scenario,
through a smouldering red field (rendered in Dark
Tan shoe polish) the Thames meandered, along it
were strung 500 x 500 meter thematized Sguares
of Reconstruction. - each a metaphoric focussing
and monumental depiction of the eccentricities of a
particular and prevalent societal value - monumental
industry, hierarchical housing, an encyclopaedia
of garden types etc. Following this narrative foray
we (Jeanna Sillett, and mysell) concocted another
architectural fiction, this time a heterogeneous
collection of emblematic objects scattered across a
Dorset landscape - one that at that time had just been
abandoned by the military. Here as with the London
reconstruction squares the drawings involved an
emblematic and monumental eclecticism, seductive
- if somewhat tengue in cheek protocols - like the
ruined supermarket. The assembled Unit Masters of

1 Peter L. Wilson,
Bridgebuilings + The
Shipshape (AA Falio IV],
1984, Image Courtesy of the
Alvin Boyarsky Archive
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e Dysoma Committee debated hotly whether or nol
Bl Bountariactual manifestos belonged to the genre
W tecture, The choice was between us failing or,
o 8 hrned out due to Elia’s defence, giving us the

S Prize for that year.

Wl long after Peter Cook asked us to present
S mslaphoric stories at a conference in the
EAERN  HEEEEMNREFRS - BNE
REhERENE BEAARERRS|ERNE
EEREORT EEEENEREAEHED
MERTAES - FEHE - fiAGHEBEHIE
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HARBPASOBRE BOORRIGEEE

Seabnaikel Gailery in Edinburgh, also speaking was
B Bmithson, who said of our work 'l don't know
BNy anybody would want to do something like this",
Dheicunty o paradigm shift was underway and the
Whsonas had great difficulty in accepting that they
Sy e on the shelf as they themsetves had relegated
e Newt generation of modernists.

Yhe lollowing academic year (1974-5) Jeanne
o mynell found ourselves back at the Af as Elia's
Waahing assistants. Time to get real, a strategy we
Pesued by designing a pink staircase in front of the
Ssuigian fireplace of the unit space. We imagined
Siatalling sfudents onto this mini tribune to watch
W) cheor as Elia reported on transatiantic phone calls
8 Hoem to design a Hotel Sphinx based on his cotfes
Sahine. An epidemic of Manhattanism was underway,
Seanne and | contributed by making 80 em high Empire
Sale and Chrysler lunch boxes complete with suitcase
Sandles, We took them to Stowe for an English
Landscape picnic, for us the picturesque and the
Wealic was proving a serious rival to Manhatlanism

48 o Bachelardian poetic a viable alternative to
e ongoing project of modernism propagated by

Unit 9. That year | produced my heavily chiaroscuro

drawings of The Bird House and The Water House
- these as opposed o gestural student efforts were
miy first architectural works, they were subseguently
much published and themselves instigated a pencil-
shading epidemic at the AA. Even Leon Krier by then
running his own Intermediate Unit in the room next to
Dip.9 was kind encugh to arrange for my drawings to
be featured in Maurice Culot's AAM magazine, and
through Elias Introduction our diploma scenarios were
published in Casabella (cover images for issue 412
and 413 in 19786 - the last under Alessandro Mendini's
editorship).

Manhattanism was further pursued in Diploma
Unit 9 with the Roosevell Island Housing Competition
{(at that time being transatlantically worked on by
Elia and Rem) set as a student project. | not entirely
un-subversly, around that time produced a drawing
of King Kong comfortably enthroned on a giant WG
inside a section of the Empire stale Building, it later
turnad up without my permission in Manfred Tafuri's
highly influential 'Sphere and Labyrinth' book (Fig.
3), to illlustrate one assumes, what he referred 1o as
Boudgir Architecture. This was the cause of much envy
amongst other young AA assistants: Tafuri was the
nama of the moment in the late 1970's.

The culture of Efia's Diploma Unit 9 was also an
umbrella for various AA visitors, in 1976 Anthony Vidler,
who gave an eye-opening AA lecture series on his
Boullee-Ledoux /Architecture Parlante researches, He

2 (AGMENnrRe) 1
A8/ oo Eil S wEN - R
BN R RARE AARRGY
PR HHRE R Mega F2 5
Peter Wilson, Western
Obyects Eashern Fialds
{AA Mega XIIj has been
produced (o accompany
an axhibitlien af ariginal
drawings. models and
photographs of the
work of Pater Witson
and the Architekiubiino
Bolles Wilson held al the
Architectural Association
tn London from 4 October
to 28 October 1988, Image
Courtesy of the Alvin
Boyarsky Archive

3 The Ensgma of Culural

Approgriation, Sphere and
Labyrith, 1987
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N sty attached to Dip. 9 and one must confess
WA fyenced my Water House series. Another
WIS waa 0 poarded post-grad. student from Sealtle.
B Mol whio together with Dip.9 student Joseph
B won dod prize in the 1876 JA Shinkenchiku
Saaaiition (the then barometar for architectural
b
e Bt prize to Peter Smithson, and seconds to
P Blsanimnan, Ralmund Abraham, and to the AA's
B Meneghan, thirds included Ricardo Scofidio and
B0 BNt alko Juan Navarro Baldeweg, the multiple
Bananiky 4th prizes included - Superstudio,
Stramer Warren Chalk with the AA's Ingrid Morris
 mlan mysoell with Jeanne Sillett - our last joint
SR -y retormatted Water House also came in
I year with an Honourable Mention), To be in Elia‘s
S was an introduction to a pre-digital architectural
T oy

P thae 1975/76 academic year Rem was back
B Mew York and joined Dip.9 as joint Unit Master.
SR New York had just been published and the
Shshalianist epidemic was spiced with axercises

in that same year judge Richard Meier
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in interprating Malavich's architectons (architectural
sculptures undefined in terms of program or
matenality), an episode of modernism retrospectively
concretized in student projects (as the blurb
prescribed). Rem's house in Miami was also set as a
student project, underlaken by students Feldman and
Hadid. Zaha metamorphosed into a proto-constructivist
on joining Diploma Unit 9. She then dressed in metars
of silk stapled together, which meant that around
midday she would suddenly disappear - staple crisis.
Zaha, whose Museum of the Nineteenth Century
Diploma project became in 1977 the leitmotiv of latter-
day Dip.9, collaborated on graduating with Rem and
Elia for the Dutch Pariament compedtition. Elia, some
years later described their working method. Elia the
efficient modernist would draw something, Zaha would
snatch the paper from the board, and burst into tears
saying to Rem 'Lock what Elia drew, that's not what |
meant’, and then melodramatically fall on the sofa - to
be comforted by Rem saying “there, there Zaha, Elia
didn't really mean it', A Beketian play thal repeated like
a film loop,

EHECHET - RREASETZMORS - I
MBS NRTANETEELRAE - MEEE
B BOENRABEEBNER - 19795 HS
SeFICE - EREET I T — TS A A B R e
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: 4 Cover of Osaka Folies,
1981, Image Courtesy of the
Alvin Boyarsky Archive
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Osaka Folies
Pater L, Wison, Folly 2,
Qsaka Folles. Image
Courtesy of the Alvin
Baoyarsky Archive
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B Ssesialion with Dipfoma Unit 5 came to an end
BRI e been like a prolonged postgraduate
BRSNS wid we the unit intended-one had finally
B an ldeology or at least a modus operandi and
BRsss———aanal currency of one's own. Alvin Boyarski
B S us all) soon gave me my own Unit (after
B B Wnt with Mike Gold and Paul Shepheard
R Ui 5). While inter-unit rivalry at the A&
MRS Bl ue aying our ex-colleagues in Diploma unit
BN S suspicion and respect. From this distance
RRsead their last year at the AA when in 1979 a
R il highly gridded project for an Amstardam
Rl by post --graduate student Julia Bolles
B ihait end ol year exhibilion. This was the
B siher hall of Architekturbiiro Bolles+Wilson.
B g alter pveryone took part in the Irish Prime

Wi House competition. It was there that Zaha
W ssbanrmed vortexing, out gesturing her former Unit
B Wsnonm. Other competitions of that time are now the
B ol myth, La 'u"ii_Betle which AA rumour had it was
Ppally Elia's incentive and Hong Kong's Peak, |
e e in house reviewer Alvin chose to write these
W B Ihe AA Files magazine, to document success on
B Seinational stage for masters of various AA Units,
Elbea s

W8 sgain bumped into Elia in Osaka in 1990, where
Bt Isozaki had assembled a gaggle of emerging
Saien 1o scatter follies around an International
Fahilanon of Gardens and Greenery (Fig. 4). Ours was
B saonous electric green (Fig. 5), Elia's held aloft by

a column of water which did not defy gravity to Eilas
satisfaction (Fig. 6). Wea mat in print in 1994 when
Bolles + Wilson shared a double monograph issue of
El Croquis with Gigantes + Zenghelis (Fig. 7). There
the Checkpoint Charlie building was correctly ascribed
to Elia, by that time we were all German based. One
summer when Eila and Eleni popped over from Krefeld
to Minster we told therm abouwt a school holiday city
our kids had taken part in. Kids taking on different
roles in the simulated metropolis; parliament, street
cleaners, shop proprietors - Elia as he always did with
metropolitan scenarios got quite excited speculating....
about juvenile bank robbers, short trousered police
and as in any OMA scenario othar hedonistic activities,
In the late 80's Elia and mysell were both Professors

at the Accademia della Architecture in Mendrisio.

He was by this time high on what he called Absolute
Architecture, a throwback to the early days of idealism
at the AA, architecture claiming its own territory and its
responsibility to self authenticate. An enthusiastic and
optimistic paradigm, one oblivious to the comedies of
the marketplace, an inspiration to us all.

Peter Wilzon, Mlnster, 2015, i

6 {AHEE - MISHNT « +—
A+ Osaka Follies
Ela Zenghelis, Folly 11,
Omaka Follies. Image
Courbesy ol the Aktn
Boyarsky Archive

T El Croquis No. 67 Bolles’
Wilsarm 19901934
Gigantes/Zanghelis 1987
1994, 1994
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B Bas diys publishing was a very different ball
WRRE Thal was typed onto galleys, thal were then
SRR e paste-up boards by feeding them through
B b waxing machine, It all seemed very grown
B amilematic of 8 new dawn. In the free-
R Wi, Archigram had made their name with
W Bemous magazine — printed in bright colours
SIS ity angles. When | was a student in the
B pubilication wasn't as disposable; in 1974,
lsion year, my tutor Bemard Tschumi had the
ahen of us students producing an end of year
wm ihit would document the academic year
, s our completed diploma projects. It was
R 0 homamade affair.

W% ssanmbled the artwork, had it printed and
B wlih ourselves to glue copies together as
WISty is we could. | think we made up 200
SRS, wivoh was a stretch, in time for the opening
MRS Do Show, The Chronicle of Uirban Politics
“ ¥l wan o properly bound paperback with a
*o Sene mo it could be found alongside your olher
W putiliontions, like Pevsner, Levi-Strauss and
WS W and magazines like AD and Casabella. As
R radunting projects, it documented trips we'd

8 - BN ARTRE - B E T wE)
PR EIE - MRS - EEEES A
ANREETESEE - HEERRERECH
X BACIREME - 12 WA RN
1T Projects Review RPIRICE -
AARBRIEEIGNIRRME - W5 ET
(Alvin Boyarsky) BREMFE + B#AIRLE T MH
FTRAERFNERENES  REESE®HN)
HHER - BT - WEEREARER - HEh
(Ben Weinreb) TE%H:%: G D 5 {00 0 15 51
FEERE - DEY - WERNERESENE
X - ATIAZ » {2t T B2 AR S Fl
B BEARDESEREE - HTES TR
R EMERFRNMBLEES - AR - W58
EOURE IR - RIS E AR R -
HAARERRESC BRI —— 1968
Bl HIEME S RENENIMF S8 —
R AARIEEEEREER MBI ER
¥ SRR A MR - TERAELE )
EEREWNER - RERNNRE o
SET L R E S B SR - a6
153 - 58 - BlHF (Peter Wilson) B
[5% (Zaha Hadid) ERMAEKBHEONKERE

W el e important architects we'd encountered.
W ity Pletro Derossi; 29th January: Paulo
h"'llil. lallowed by us students and Bernard
w N hinted at education as an experience rather
e & strmghtiorward output. Indeed the book had a
SR ity and seriousness that would encourage
I S 1o koep it | kept mine, and although a bit
W . this was the prequel to all those Projects
e it first appeared at the AA the following
b

B Boynrsky, the Chairman of the school, had a
R sslanlinhed passion for books. These were nol
Eaaly the latest addition to architectural thinking,
B salaciible books with beautiful black & white
s i Iriend Ben Weinreb had his antiquarian
BRaNon across from the school, on the other side
W B Square. Alvin would slip off there when he
W el skowly he built up his own library of beautiful
WEESsctral editions. Many | remember were German
W B exquisite plates of early masterpieces of
Siman Modernism. His library was growing, and the
WP was atruck. Perhaps the AA itselfl was well placed

o produce 15 own publications — not the throwaway
pamphlets that proliferated post '68, but beautifully
made tomes that could celebrate the increasingly
sophisticated output of the AA over a period of
untrammeled experiment when the drawing was king.
At that impoverished time, the professional world
of architecture seemed both inactive and downright
boring, which nudged the cultural thrust of the school
into a niche in which drawing was the currency. Most
of us young teachers — mysell, Peter Wilson and Zaha
Hadid included — had grown up on a diet of experiment
in which our drawings would deliberately sidestep
tectonic skill in favour of an illustrative angle. Their
representational stance was a means to amplify the
message. Under the influence of Rem Koolhaas, Zaha
was reworking the floating, antl-gravity shapes. They
appeared to reconfigure as easily as ships coming into
port or acrobats on a high wire. Unusually the school
was hotbedding its teachers as well as ils students.
The mother ship was sailing into unchartered waters.
On top of that, anyone who was anyone in the global
architecture world would give talks at the school, There
was a lot 10 tell, exhibitions to hang, competition wins
to celebrate and whole streams of ideas to document.
From the mid-'70s onwards, the newly formed
print room headed by Archigram member Dennis
Crompton was getting more and more ambitious,
Charming amateurism gave way o finer paper and
print quality, Some of the books were meant as a mere
recard on a fast wrnaround; others were intended as
beautiful objects that last, both as acquisitions and as

il
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1 L IR
Unit progects review, Image

Courtesy of the Alvin

Boyarsky Archive

2 (R EvEat)
The Chronicle of Urban
Politics. Image Courtesy of
tha Alvin Boyaraky Archive

-

iR Ty ER LI S

i Emnms o d™w



p— et

o - SRSLAmEE BEER RSt
1 - AISEASTM - MISHT (Rem Koolhaas)
BV - BUORETS - REOAMET - $EIDHRR
ERIECIRRD - SiEES ERRImR—E - SN
HMEUNERIEREANRBLERER - BUSRETE
AEHESEHATME - e ER ISR SR
REFENNFEHEE - $EOF AW EREm -
ST SEN - HESNEnERE - LIRS
RN IR ATERES -

TOERMALE - DRETIDNAEN - ER
29 (Dennis Crompton) SRR TEEE
(B - A RIE A BRI - WEATER
HOBIRAMNER - BELNSRER THEK
% BEREWERIFLIRTRBETMNGE - WE
AR TREMER N - EEHE - —MRRL
WAL T EMS RS HIH « BIERNS
B EER—80D -

SOFERREIZE - PRO=AEBRELIEARD
FEBEAT (BR) AR (ERM) RINEH
R BERERZE c ERERRERMEES
IREEERE (Members' Room) E—i1BE
ENERSEDIE - @S0RRoSHMmERN
BEAMNSEEES - RETRM (Friedrich
Weinbrenner » 1766~1826) BB - SRR

{Gertrude Jekyll + 1843~1932) %, LIRE{LHE
BMENPE - ZBE (Eva Jiricna) -~ E857E - B
IEF (Cedric Price) BE-+% - E3FH (Ricardo
Bofill) & + it SHAR % AN TV A0 8 A B IR T I

ol & valuable back catalogue. From visible
B A school with a unique energy and output,
Rl become part of the eperation.

BTERMENWRAS FTH) (MEERNN
WEOAD) MERT - HEEETRR
P69 9 R R R I R B AR - ISR L R R
2+ B R—HFSRRNE - TEM— al
TEFIG - ETRETE PR SRR . T
W ERRES - WE B8 %2 (Ro
Herron) - B=#ETT - % (Christine Hawley]
BAE G EES RN T IR MR S W R 7]
SHAMMEZMONE (M= Fom
i IR AT - SPATIEs0E (L IR
WEEB - ENHOASERE - BRETE
AR THIE ) - TERER - [E)
BB TR EHm BT - HME LM A
W ENENTWEESREM . 5EA T
R AR - BMOR SR N E R AR R
URTIE ¢ ISRV « BRRR T TRA
. @R EEUEeENED e EEREm
BHERALOEA  DERFBERED -
10837 H + IR AT — @I - MAE
AL HERE - WeS (£ BRI
WHE BTthfiELECHFTER - 1980
19811 « B P EWRAIE TR - W
ENRNENEEOWEAAD  BR2EE
#%5 (Sandro Chia) - FBRALDHTR! - ZE7RFY
{Francesco Clemente) SEH%EHT - [ERE
(Julian Schnabel) ZA « 2 HRIEIN
WIFRBHMB - FIUARBDIEIG B RE
BE - AMEETMERENSSASREY
W E M5 - BEE MRS - BEMW
MRS AT RN AN EED TRE -
BB -
W EE R o SR BMERRIEL
RS EBEERSR - BANE . e
MBS RAESE N TRSE MR - 38
HONRHEENREAEEEE (SREE
M%) - EEBEREEEIMIITS0EE
B R A E R R AT R - HAS P
Gh: mEan Bt L:0Paban, bosbink bhed f MY |

e mid o late ‘80s, the Box and Folio
S icaons came flooding into the Triangle
. % &l an astonishing rate. But they were
By & Meady streéam of exhibition catalogues
¥ ha shows thal adorned the Members'
I IRE ivw gallary on the ground floor. The

progtamme switched between historical
e Fomdnen Wainbrenner and Gertrude Jakyll,
B Bsssinals like Eva Jiricna, Cedric Price and
B with a healthy smattering by elder faculty
Paier Cook, Rem Koolhaas and Bernard

e duled Themes (Alvin loved a sedes) would
S B work of specihc Units in the school, It was an
AR & U o e nsked to package up their neage
Sl ihrust in A publication that would outlive
show. Thames 1 framed the rather smoky
W Dalibod Vesaly and his students; Themes 2
P ongoing influence of the Archigram DNA
B B Gk, Flon Herron and Christine Hawley. To
r. sl debght Themes 3, what came to be the

Discaurse of Events, would feature my Unit, which
although by the earty 80s was under my direction, had
pursued the agenda set in place by Bernard Tschumi.
15 substance was notation, performance, storytelling
and the renewal of the industrial city. The propositions
were more theoretical than actual, with programmes
that delved into the fundamentals of space, on how
to experience it and to represent it. Our thinking was
seeking out a new interface with a world in which
technology — whether guerrilla video or pirate radio —
was taking power out of the hands of the establishment
and into the hands of determined individuals, including
architects like us.

A shock was in store for my students and | when at
the end of the academic yvear in July 1983. With the
Themes show and publication already put to bed, the
Unit itself had taken on a life of its own. From 1980-81,
I'd spent hall of the academic year in New York, and
had become very inspired by the new expressionistic
mood in the art world. Painters like Sandro Chia,
Francesco Clemente, and Julian Schnabel were
enjoying a moment in the sun with their sensitive
yet virile figuration. | wanted to transpose thal same
energy into architecture, and started drawing spaces

(EERE o FIRALAA
Projects Raview 1982.83
Albion, A4 Profects Review
18283

B MEMGE - CELMSIEEESREM
SERREZERLE —H A TR A REE TS
iRy -

—B5RIEENPIANES - M5 (Peter Cook) - M
W - EISETEENE - B -
BT DR R  —EWRPEAE P
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MESAFERG—W - MIFEREET - AEH

{James Stirling) ERE{E - 1 (Ed Jones) BN
BESTETNSEES

HEtRREAESERETOESITEAS - +RE
BEHEMUE MmO EEE (RHMOEREE
) (3 -~ W4) FIRRUE « TR
HETEMEEMIENEE  BEREEEERECY
HE TR — @ maR - BESHAEEERM
ARSI« AR A ETRAHRE{ R TR
2« BRSPS EITIRNGENEETN - B8t
MpyEREFEREEHED - AETREHTELE -
MRS ENEERRERETER - Hh—HEFal
¥igEt T EEEN CREMTEHOE « EEE
OLE FEMBRIE TS -

FEMELTERER L - SRR EREE AT
ElHEREI R - MG ERETRR - AF— T
# MR ERAE B - MUERE R
AZEHREE - BAIEEEFEIERTEM  hPTIR=ERERR
S 7 HEFDM (R ELARATIANG 7 EMENEEEES
EHY » EERRE R FEERTE T -

RTEREH - BR 7T HEEENEREE - @
EpEER R —E ¢ (SRt —HE
BEHE - | BEEENRERABSSH  BTH
RIBEMME - 10 SRR Va0 s e B MR
HEM RS HETRE A0S - PRI T HRMER
BTORFEITEMAMOMEA 8 —2EER
BENNE  AEAREERRERAE -

i MR AREHMR BFEFEE L
% (Catrina Beevor) ~8B7T - Bk (Martin
Benson) - #7f8 - SBIEHEIE (Peter Fleissig) -
R - B (Robert Mull) ~ REHFE - £

{Christina Norton) -~ 8% - B2EE® (Mark
- IEWE - ZREEE (Melanie
Sainsbury) -~ EBH - #A#E (Carlos
Villanueva) - E@E DML T —E0HN -
NATE (SHEBERE) 2EEF=EF - HhEE2
HIFESHE (MEER—ER) -#EARER
BT ¢ REEA ST B - WPTEA DTS
MBS - IRERRENES - EEIES{E -
HHERESTIE R H DB EERE - 2E
grfAREESAnNAaE  RRHESIRAFER
ZH (HEY) WEHMAEE -
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HAEEEREAHE  MERBECIER -
AARRERRSIRFLHAREI - BEEHIEMES -
BMEERERERE (A3 BELEX) - B
ROREE - WWIBE - T - LIRS/ LA
BiRH - MEWEBAADRHES « BFEE -

FHEMAARIHRSE % « NATO (l5) LURFAZ -
RYBBINESHENRINEE - BENER
HRRROI LR « FMARER - BF (Daniel
Weil) SIfEEASEIA SRS - FHEMEL Tl
HST MEETTE « NATE RIRLEERIINES
REIE o MR CRILRERITG B REARRE -

B %W IR IR A0 AR o (IUNoHE IERE IERLEN D
REMSERERNETS - HFFEES MR
BT - (ENATO HILISHIEEEEIRERE -
MBI F R 2R ERREHHFE - HRELR
ELIECHGEISREBIER - /9 - MiEE
BREMBERNENR  CEREERNRESFE
ARSI AN « B (EGREIELCERE AT A AD B AR L
IR - B R R EERONY  AMTEER -
BEMRERSANEE  RE—RREENNS
R - EREN - BT EAN - R
BT FPHRREE - DRSS R EIRE T R
BURIRETAVAZICER - —HETETERMIIRE -

HMME—HRRET = - ERREEMNED
AARZERIREEEME - ERHMEA RBNR
MR EA T RANEYERE - B - DIREISAN
(£ » RREINATE FLEARE(ERITSTN, « RRIDMIELEF

“ hﬁ‘lﬂp wn though axperenced through a blurry
"“ ieen with all the colours turned up to the
' W Sbealion. Could this sensibility wrestle with
- | London's desartification? Docklands in
Fal by fiid 1o wasta,

g Back, my allorts were restrained in
BN 10 Ihe artists who had inspired me,
%% It wouldn’t take much to disrupt the
W ahlante would think about and draw their
¢ Mrojects that year were set in Surrey
pmaen ol which had been filled in), a part
Bl to service a now collapsed empire
. e direction in terms of what it might
My whudonts and | had set to work inventing
St in the social archaeology of the area

R Ihi ariminology, the warehousing, its
y Wo locked towards the buccaneering
W Bespendonce we had found in its pure form
alvirnd of Punk.

L My sludents to set aside the French
mes and listen o the words in songs
S0 mnd the Sex Pistols. For some tender
&, Ihe work was too wild at heart. The

Bhow was already mounted and the work
ssamnnnd; the school-wide visit of the
Raaminers would be the last hurdle before
. James Stirling and Ed Jones dutifully
e work of Unit 10,

R sk wan unconventional both in its content
f B 0 wae displayed. All fifteen projects were
Sent a wide area of Bermondsey that we'd
8 Alislon (Flg. 3, 4), each respecting their
ilepandence while interlocking physically
B snnalically into one urban vision. This piece
el i breathed in our imagination. Zooming
s chonen to represent each neighbourhood;
s hadd o distinct way of working, but their
ity andded to the dynamism of the whole.
digd not hang on the walls, but from the

g e
"

o mt ood angles. One project of a repurposed
Bk whh a wild animal park on the roof was
: i Parspex you could walk on.
s mealing convened al the end of the day,
wdl Jones declared the work impossible to
W rchiteciure. Effectively they were failing it
Saias. Proceadings were thrown into confusion
N B sae decided that since the dismissal was so
v asmnntive examiners would be called upon
BRaaaas it Daspite its lack of convention, was it
wiul was It architecture? The final answer was

LS o both counts, but it was already headline

As a way out of this controversy, and a challenge
to consolidate the prevailing ideas, Alvin thought
a new book was in order. “Tell them what all this is
really about.” This gauntlet was an exciting one to run
with, but not alone; any publication should reflect the
multiple voices and viewpoints that had created this
show of disruptive energy. | invited everyone who had
contributed to the Unit’s unigue impulse, including
a couple of people who had already graduated, to a
meeting at a student house at the top end of Ladbroka
Grove.

Yas, everyona — that is Catrina Beevor, Martin
Benson, Peter Fleissig, Robert Mull, Christina Norton,
Mark Prizeman, Melanie Sainsbury, Carlos Villanueva
- agreed to the idea of a group, that NATE (Marrative
Architecture Today) was a good name, and that we'd
work collactively towards a magazine (rather than
a book) of the same name. It would be the perfect
vehicle, and would give everyone a vaice, All ning of
us could apply our special skills to art direction, editing
and contributing. We'd work with, and across, each
other. Multiple voices would make it stronger, more
readable; | could step back from my tutor role but it
was me who wenl to present the idea to the boss.

Alvin backed the idea aven if it was only an outiine.
The AA would be the publisher, but the look and feel
would be up 10 us. We sel to work - on the format
(A3, glossy black & white), the page plan, the visual
vocabulary, the tone of the copy, and on editing each
other's stories, It would be put together in the AA print
room, but we alone would maintain control.

Like all other AA publications, NATE& (Fig. 5)
expressed its outlook and |deas through its graphics,
size and format. While each edition of the box
series could literally be unpacked, like Daniel Weil's
which contained a Duchampian mix of artefacts that
added together, constituted his kit-ol-parts approach
to design, NATE on the other hand aligned with
lifestyle magazines that had no obvious connection to
architecture.

While other architectural tendences of the time -
for example the 9H collective - wanted to influence
a brighter future for cities built in their own image,
NATE set out to disrupt the practice of architecture
with its outlandish broadsides. Its design episodes
were built on the contradictions of a city in decling in
which the citizens had decided to take style making
and consumerism into thair own hands. Indeed, the
zeitgeist was all about crossover rather than poetry,
extending to the much more active fields of music and
fashion, each accompanied by a torrent of fanzines.

The aesthetic was brash, and edged away from any

5 1~3MENATEREIE
Covers of NATE 1, 2 3.
Image Courtesy of the Alvin
Bayarsky Archive
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28 [AABIRASSEHNREN) - &
SRS - BSME  UELIIREENATO
EEEENRNEE  BRAN T WERRNE
S - FAMERMAE  NATO FIZEENREE
tE WS - LR EREIRTEN S R E SR
WS TE @ W -

RESFRATRY - MENBBOFRA (B
—WRENT—F &) + (BNATO B NEEER
AARERE - BEREERERIEWEANNE
SIELL - RRIE SRR S A TSR R
BEEABHNEN - BRISEORIHENRE -
BARSHEREEFNNNA  CREEEER
EHAUNRNE - EASRIUE - HBLET MM SNSRI
FPIEIH MEIEAVARIS + BRI IR IR AVEIETS
= EHE R EN « FIUERE T (FREN
R - MR ENRE - B ROER B
EHMIN MR R -

BT TR OBIE TS - FIRIRSRZHHE -
FEHOERIRTRNBRENY - HESBE
mREEYE S SRR R ER - BB
STHM - EH& (William Gibson) 7E1984E/
RI4IVR (IR BOOMIIAE - BPEE
B S NP RIBRE RN « TR T RS
2 T AERZR LAY TE M -

B AR BRI BPREA
BREHET - AARES IR A S SRR
B FIOEHNARER « BT ENRRGNE
M - BE@EICAT - NATO BRSNS
26 . FHRARS  FEMRORESH BT
Sigt—MET  RHSRRASENRELE - 1P

W perfection. And this comeas across on the
ol e magazine, a Burroughs like palimpsest
g, rousa and cut-up that is anything but
Wbdded In this bravado, we were advocating
B Sasdonm to break out of the formalism that had
d wehitecture - and architects - for centuries,
f wanl frew 1o roam.
U8 e only succeeded in publishing three issues
|_‘ SRgaring, each one re&ch}ng further bayond
1 of the AA. It took us out into the creative
o Landan, to other schools, to the art world
MRS oulture, 1t soon became apparent that
B b mehleved its aim of dismantiing the fragile
wharant in architectural practice in favour of
g it One of our slogans was “we can all be
M of gur lives”. Mevertheless its carnival-
waylulness was mistakenly interpreted by
lika Stirling before them, to be willing the
W society’s fragile edifice. But as time would
a amphasis on the ludie, the individual and
obhque anticipated the pluralistic values that
o come to pervade society as a whole,

MENRECAFRREAE CWAIRERES
m) - EERMBRANESR  BRILLEAN
WENEEMSEETTER — —IBRTHE .
BREER . EIRE %) GY - BFIEEE(
REMERHEY c SAREARUEENTA - §
MEHEEEMES  SUEEEE UM
WaF -
§i PATHPY TR TE SR E SEEIE - PeEH
BEEBLEEEONEEESEE  HINEd
BIEE « BVSRIEREE - KNN3
PIEEIENG - ITISERELNER - HE
WIFHEMANE AMSLUSEIRENE - &
PIREED . MRS NNIEMAPT -
FERREE - ST RENRSE - BEE
FENAEMNESE - BMBE3AE - e
WEHBORITRW » BT R The FaceliE]
W - MERNENBRUTUSHE - HMEE Y
— B AN EES  REERP S
LT EBEMNmE -

AAREREHHIRMEORE - s0EHS
HREE A AR - AT - BiER (Joh
Hejduk) FEFH (Coop Himmelblau) FaIf
RMWEAALIBHOERSINE - SAHREER]
AIEMARNEE - WER - I8 - BFRA
- BHGANEE - EONE - BEHIES
FRWESERT - FRERY - THRHA (
6] « HAEFRD - BHETELEAA Files » BA]
ERONYNERRERNE SV - B
{BIREE R - 0 R AR DRl
WEEROEED - BEER MRS .

ihe protests of the hardliners and only a
Pt run (only a 1000 for the first issue) the
W NATD were certainly widespread at the AA.
! architecture magazine had ever featured
@h s cover or included a lashion shool
he stories an life in its fictional reworking
Dasign itself was there In spades, even
% ot it was collaged on top of what currently
mare excaplionally, the look of things followed
Srw wo Imagined society to operate, to invent
SRals and blur others, Conventional segregation
& and homae, leisure and industry were
Iy blurred. The bricolage approach was de
Wl Waast in our camp,

hilt wlements in late postmodernism - the
wun tilted barred vaults and squint columns in
¥ B0s developments up and down the land
B ueh lo the group’s make-do and reconfigure
i Inadvertently we paralleled the digital
iwin lirst formulated by William Gibson in
or which came out in 1984, Our obsession
Alblon in a global context anticipated the
g of tribal values in an increasingly globalised

hﬁ whs to spread and as the opportunitias to
Outside the school kept coming, what began
B AA waos to be hostad at public arl venues like
W AN Gallery in London, the Fruitmarket Gallery

Sanbumgh and the ICA in Boston, Massachuselts,
IR fad an aesthetic, a rap, & drawing style and

way of making spaces that even though not built in
the traditional architectural sense, translated into the
insides of our houses, and could be photographed for
the magazine. The apotheosis was the Gamma City
show at the AIR Gallery in Rosebery Avenue near
Clerkenwell, It was our largest production; visitors
would experience a parallel city disposed over the two
fioars of the gallery — the ‘marketplace’ on the ground
level, and the ‘boudeir’ on the first floor, Drawn projects
weare interspersed with models of this other ‘Gamma’
London. Interspersed between them were large pieces
of deliberately awkward ‘furniture’, like a dining table
with impossibly long legs or a chair made from a
reclaimed motorbike seat,

Although revelling in anarchic spirit, the magazine
was a senous operation that encompassed a degree
of counterfeit finesse we'd gleaned from fashion and
lifestyle magazines. We thought about our reader
and anguizhed over detail. When invited to exhibit,
we would come up with new architectural projects
that could then feature In the magazine. If the stories
involved making, we'd style them and photograph
them. In our more interior orented output, we opened
our doors onto punky artisanship; as well as the
concurrence with Gibson, Tom Dixon was successfully
arc welding his first tables and chairs for his, indeed
our, friends, Motoriety spread; like a pop band we
appeared in several other magazines including The
Face in the UK and Brutus in Japan. There was even
a shoot for an ltalian fashion magazine in which we all
conceded to wearing Armani.

Meamwhile AM publications carried on making beautiful
books; in the late "B0s the list expanded exponentially,
Hard hitters like John Hejduk and Coop Himmelblau
were celebrated in the AA's uniquely artful imprint,
alongside homegrown celebrities like Peter Wilson,
Zaha Hadid and Bernard Tschumi. As a whole all these
publications - the Boxes, Folios, Themes (Fig. 8).
Texts, catalogues and the magazine AA files - would
extand the reach and reputation of the school, not only
spreading the word, but ensuring that this unique era
would continue to punch above its weight and resonate
around the world. i

6 i RERATR A
& I Themes 3
Student wark of Nigel
Coates'unit, Theme 3
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2 TW, 9T (M

WaTH

Plan of Drearmland, Deling

York, p. 47

3 (HEMMEIR TR

City of the Caplive Globe

4 WAL

Talpel Performing Ars Can

B R TR RESTAHE
W A meiFEE10% « LR [HRF
N B CRitEE ) ROSERE - RE1508R2E -
DS Mot Cmmm ) (M2) —IDse
DR | SRR RS
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W RRNESEIAEREN  SERasT
SRR (A) - EA - BYE
M ES RN E—BRERT B0
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N AEGRRES TOER - SR7EE L
R O AT RN T — Y
R R O —(EIE B A AR - MR
W T R R - A — EeEn
R 0 1 PR R - S BSIED WIS
B DT AR - A i T B IS
PR - B ATED RILEEE - R AEEE
BRI AERAYER ELE B LB — g0
DR AT ARE - | ()
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WiEy » W209H

Radio City Music Hall, Credit;

Harb Gehr, Lile Picture
Sarvice, Delirfous Naw York,
p. 208

6 Wit AR OEMNEM
TPAG Theater Interior

7 W P B
TPAC Section Model

8 2eHHE -
1980
Project #2, Deliriows New
York, p. 198

{EREFID W

o WAt BRI CER
TPAC diagram SOMA

5
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3. HFEER : Delirous New York, p. 45: “Reynolds is a former Republican state senator and real-
estate promator,”

4. TOERLE ¢ Delirious New Yok, p. 53, CARTOGRAPHY

B, XEEM : Delirous New York, p, 199, Project #2

6. XFEE © Delinous New York, p. 188, Project #2, "Metropolitan reson,”
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1. Rem Koolhaas, Delirows New York: A Retroactive Manifesto
for Manhattan, Mew ed (New York: Monacelll Press, 1994),
307V-10,

2. Andrei Gozak and Andrel Leonidoy, hian Leonidow: The
Complete Works, ed, Cathering Cooke (Maw Yark, NY:
Rizzoli, 1988), 7-20.

3. Roberto Gargiani, Rem Koolhaas: OMA : The Construction of
Mervailles (Lausanne: EPFL Press, 2019), 48-56.

4. Matthew Drutt, ed., Kazimir Malevich - Suprematism (New
York, NY: Guggenhaim Museum, 2003), 79-86

5, Yukio Fulagawa and Zaha Hadid, eds., Zaha M. Hadia, Repr
[der Ausg. 1886], GA Archilect 5 (Tokyo: A.D.A, Edita, 2014),
B-16.

6. Kazimir Malavich, “From Cubssm and Fulurism io
Suprematism: The New Painterly Realism. (1915)," in
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1934, ed. and frans. John E. Bowll, The Documents of
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3 4leg - EEWEL MR TR
58 2 Image Courtesy of
the Alvin Boyarsky Archive

4 HGIRE { Lenin Tribune,
1920)

5 L THNER (Boat
the Whites with the Red
Wadge, 1919-1920 )

& B HMREEE Image
Courtesy of the Alvin
Boyarsky Archive

T EARCHR T A R
#9 T AEEE Image
Courtesy of the Alvin
Boyarsky Archive
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#HEE : (1TEEHR)
Dialogues: Planetary Architecture

ik : |5 - FEH Michael Wollson X ESHINT - MIEEARE Nicholas Boyarsky Bl : BT
ME:EEF © Alvin Boyarsky Archive

T SEHEET - R
7% (Michael Wolfson) BEIIIRILIS - 155 (Zaha
Hadid) 1983FAAREPRAFRE (TERE
2} - BMEFEINTHASLRERAUME - Pl
O BMOILS B ER RS F A M ER
EURTE1983EMIBEIEEATFLL MNUMA,) SR -

B HIN - {EEMERE (NB)

B - RER (MW) RS BROHELETRY
BT B ETHEOEE - BIFTAARTERERE
MMBRS AR » BAORELIGISE X
RIS - BB (Peter Wilson) #E| » XfEX
AEMEHEALIE - RMEAZRRENE - 3N
BRI S R BB TR -

MW : 1982 F R BIMAIEEER « BR T MR
HEHIETE - 5T (Alastair Standing) -+ {8
EEERRNSE - HMUAEFER MNUFR) 5
M- BEMERRIERREESTRN) B
¥ HPiHaE LIF - SENEMERETE - SEERERT
RSANNL  ENEEXRRERO=H - B8
SENLBIRT BRARZE - HIEHERALER

B2 Taiwan Architectura | 2020-08

Bayataky (NB): | am here with Michael
w8 e talking about Planetary Architecturs
sl Zaha Hadid produced through the AA
Al we are going 1o explore the ideas within it
much more detailed at the process of the
& S0 maybe Michael, we could discuss the
i %& tha exhibition and to tha folip which, of
s winning of The Peak in 1983,
N Waiinon (MW): Of course, Irying 1o remember
IS going back 40 years, but it was quite a
S It wis axciting o be at the AA then. And
B student, | was a student with Zaha at my
B0 than with Peter Wilson at my 5th year,
B & itk with Zaha at my 5th year, which was
W for bath of us. And | think it was really
W hat sha invited me to work with her when |

Mg o1 her studio in the Summer of 1982,
Al Alastalr Standing and myself. Alastair
sludent who had just finished, We were
W work on the Peak competition right then
#® | montioned that the studio was Zaha's
\ & house In South Kensington. We worked
Sy 1o got that submission on time. A number
gaima into halp with that Peak submission.
Wi the summer it was just Alastair, Zaha and
I8 wan & matter of weeks that Zaha, Alastair and
. Waking on the project belore she got another
W | Wink it was Nabil and Jonathan Dunn who
I faha's office a year before. They came
by Qalway to help with some of the paintings. |

{Nabil) #03E547% - % (Jonathan Dunn) |
P—ERENLSFHEALE - BEBES - 8
B (Wendy Galway) tHFEMICEE -
MW : FFBEATI A H D B R I
REASNE - BHNRTSRENS EE - (I
MW : HPI7E MR — 2R + T E MRIT S8 ARFR
B - MIFREEMINEY - BERSRESR
{EAVEELS « BTSSR R ESa - RS
SHE - BHENRSEE - B8N
+ T BAEVENE - BRLA I A0 MR
% - HPENEE  ERTEENR SR
EamRREnBNEEnEs RSN
EERLTEEE + EME L b PIATEEM R -
NE: #ENBREEDT « ARBHBALISE
SR« FILIBPYEBGHEER - AT LB AL
A SBIS « FILNNLNGE TF - BIPF R R A
FARIFTREN + TEIREY (Rem Koolhaas)
FZ5 (Elia Zenghelis) BEZ% » B 15
I¥ - HICWMBRFNE—F » B3 ARLISHH

e inivial competition submission was mainly
Bl white drawings, ink drawings. | think we did
Wi m'rspuctives in colour, but, | would have to
Slinal competition submission. (Fig. 2)
B0 il wos submitted at the last minute. And
Dunn reminded me recently that we almost
B gubimit the competition entry. What happenad
i Waso days, you know, nothing was electronic.
futal competitions were mailed. They were
M. Thare was one post office in London in
" . Saya thal stayed open until midnight and that
Wiwi by St Martins Lane. Yes, just off Trafalgar
\ flo Jonathan Dunn, who had a car, and |1,
gown there to submit the competition literally

wi

LR [N AT

-["ulu.l"lll,i' b ie .

minutes before midnight. Jonathan remembered
- we walked into the post office and there was
another group, a number of other architects that we
recognised, also submitting their projects. So that was
that.

NB: So the rest is history. We know, Zaha won and
we will get into that in much more detail. Maybe its
interesting to talk a little about Zaha's practice. How
she worked, | mean, obviously she was pretty much
fresh out of the AA. Having studied with Rem and Elia
and then beginning to teach on her own. | believe that
was your first year. That period of Zaha which many
would argue was most creative period. Certainly, in
tarms of drawings and also ideas and research. It was

1 N M ERRE
Detail of The Werld, image
Courtesy of the Alvin
Boyarsky Archive

2ED TR MERSRE
L]
Line drawing of The Peak.
Image Courtesy of the Alvin
Boyarsky Archive

Tahumra Arckibantrs | Snoana B9



3 Mg - EEWTEAAIRIRIER -
EiE "iTRME2
%4
Exhibition installation
In prograss, FPlanerary
Architecture Two. Image
Courtasy af 1hé Alvin
Boyarsky Archive

i Talknilkis A diactsea | S99y OR

M\ EAE - R - FCERAFAER - WA
MEFEEAAIS - BEREAEEMERT &
10— —HPSEE SR —EERERNREREEN
1887 » WA ISR AVERB B SIR - B
751988131989 EMTEMATREERTHS « R 6 MEEZ
tNTE « AREFEEALISHREESE « M AR T - W
B - W0y » tErsCE - FMEIZEE— AL -
BHEWTILURE M8 87
MW : 825 - FLE AR « BB 2 ma SRR
1970F AR MMAARES RN RIENE - MISHM
REBEA » EREBITECHERET  REECH
LT - SRR —E  EEEME - SEEE
EBEER - FLISENTETERNARER -
EUE(TATZ AHERFT 4 -
NB : B 5505 B O DR R A0S 1 MR S 5 F 22 R
SEHE RTINS - RERE - MRS - B
ROVESRM (R IIRE - B ISAUMA E RV mETE
- BEHE - % (Peter Cook) HESEM
i . 5% (Bernard Tschumi) B+XEBRBTHE
mE - 7ES (Nigel Coates) - W EMIEBRIR
MERAHIS LM - B rUE) REE—
- FUBMESRTEEABEREETENA -
A EIRRBAER AR - BOiE - B -
MW : B FRAMSTIRD (BN - BRSE
ETASRBUN - HEELEESER - HE8
ARGWERH  ARMURASEREEEREN
MEtTRERTEILTS —RERPRIVER -
FIFES A EIERATH  EEAETEE -
NB : BBEFLENFRE—HEE - HEEEX
(WISENTE) EMERT - TURAURE R
L FBEER - A—WATARED - 1 FALUE

SEESRSHMERSZS  c BYDERIER B e ZHA as we know today. Which
WRIEMATENENTE - HENN2HR0N B Orparace scale. We are looking
MERBREMFEESE (Leonidov) - 18 PR Atroes the world, So. it is interasting
g% (Melnikov) REFHRE (EI Lissitzky}. ' T:-::':J::::LI;I'I'Irlll:‘h::a::i'c: ;?::r;
A REEFRMOINE (ERR - LA = Faha, dhe was very much there. She
EiRlaEREE -8 - B W EE

(Niemeyer) - tHFLRMEHISEREN [
21 BWE=xEA -
MW : FLSSHIS B TERET « HIA0FE
T FAY TFIMESRES | - M2 e a0 — fmlAg
HEER =M -
NB : FTLUE RIS ® - AWIERT NmE
o BRETERE  FREERYHREE
HESSRSEERRMLERDLISHER .
MITEAAR EREMEN T —@AR « M
R BB EEAIEN - ARRREAR
{EEK B—FEREEASHENMEER - 268N
{Daniel Libeskind) 8IChamber Works » {Fa
G ERAEREREENTHEREH AR
B (Lorraine Wild) ERETHY -
NB: BRZET . - TREORS - ROE
RIEESPASBERNEAREL - EEREE
VA (ER) - DEFRELEIE -
MW : BEFREAARZERRATENE ER
A LR —ig o« BIEEMEDE - £ L%
MEE TR EEAAS - MMEAE RS
AL - BaaRERERRHB A
S+ \HENEHE  TRHARER - 2ERE
IRFHISENS - RREMEEMIETMH - TiEY
BB e AT - WM T
BESH - ME—EEEMEN  FEEARSE
xS - HEERRELISRTEE - 1
—ERENREE  EXESHhI 8RR - ALl
BERSE  BOREARMAE - 1105 1ESE
FEEEEAEE Ahﬂﬁ’_‘ﬁﬁ'ﬁﬁiwhﬁﬂ_
18 - LS BERSRRENMTEEYN - B
— e T FEAT » — R T+ MR ERTE B
BN TEME PRS- TRV
ERHERAR—T — LSRN - R0
AL 0 L ft B T LB 4 1) 29 0 B 1 2R
K- (W3)

(R - M ENEEN) LIS - 159
[0 37 22 SR 2 L i 0 L AOARE + MRS 1920 FE 4R
B - MERHEHE - WEEMRME TEHE
R ALIERISEE TWE) B25masE
R iERE ARDIEIR - GEORE -

B sl scroam, she would shoul. We
BES B, 11 was kind of, shall we say an
§ o

Yaah, | know, It was very much like
e ke that when | was a student of
e AN wae like that in the'late 70s. It was
N wera i oa lamily. Your unit you chosae.
B thuae. And you stayed with them lor
Pl i ot hiave other classes. You had
e But there were no other classes,
In that family, which was your tulor,

3 8 Bagkground of what was going on,
W lenating Iresh out of Rem and Elia’s
w0 say, Peter Wilson, who was much
I drawings, Perspeclive based, as
= Pty kind ol more constructivist based
Bt Cook and his lot. Nigel Coates coming
B Thchumi's studio, Diploma Unit 10.
¥ Barnard had just won Park De La
RS B panr as The Peak. So we had this
Rguthar of a lot of very different drawing
W Wkow, and also the competitions, the

aoul ihe debates between these different

RN By i not come together. You used the
Sy together. They never came together

ey unlt was a very isolated experience.

And | am sure that made it very difficult for the external
examiners. Because they had to start to address how
these paintings and this painterly architecture was
fulfilling the requirements of an architecture school. It
was happening! But it was interesting!

NB: There is a real sense in Zaha's work of this
period, and | think Alvin says it in the introduction
- he said: "Your drawings and paintings seem lo
transcend the subject matter. They appear to be
some form of research.” So there was very much in
the work we are going to be looking at, this notion of
re-investigating Modernism. Looking in particular af
all the constructivists and suprematists. | am thinking
of Leonidov, Melnikov, El Lissitzky, And, obviously the
title - Planetary Architecture. The folio comes direct
fram this. Also, we will be talking about Niemeyer as
well, So there is someathing about weightiessness, zero
degree of gravity that Zaha was looking at during this
period.

MW: | think you can see that in her fourth year and ffth
year architectural projects of her university projects.
That Malevich Tekton over the Thames. In the way,
in fact, the next project she did also related to this
Constructivist format.

NB: Ok, s0 we have this background and stuff. And
then, Zaha wins The Peak and at that momant, | think,
Alvin particularly, the AA is galvanised. Everything
goes into, all the resources it fell al that time that the
AA weant into helping her launch her career making
a huge exhibition in the exhibition gallery and in the
front members room. And, also, the folio. Which again,
came out of Alvin's ideas of a publication. It was the

second folio. The first one in the same year by Daniel
Liebskin, called Chamber Works. And the basic format

4 (LR MEMEBCINE - T8
Fuolio, plates and catalogue
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lenigned together with a really well
Maigner chlled Lomraine Wild out of LA,
gaak a little bit, Michael, about that

e | know that the top floor became a

M o make the paintings for the exhibition

B R Mo The World, which s an the cover of
[
BN Blarenling thing about the Architectural

S el me was that it was not like any

SRRy | mean, | have been at Cornell. |
ahan | went to look for what university |

wanl 1o

o number of schools in the US,

R whal you consider.a university. The AA
R paniury London townhouses that had
e to create a school, In the middle of

iready, you are in a kind of family
PR wah i bar, and there was a restaurant.
B sain really the hubs of the social activity
AL & Il would have prolessors in there.
B Bave visiting tutors in there. And you
L= ] tudanie

| In there, Everyone would be

B Iere was one main staircase

Jirthirr

S ne passed each other, In fact, that's

e soaing Zaha for the first time. She
RN & Irkend of one of the students. Because
I B gradiated; the years were very close.
# Wi bagame a friend with was a friend of

R B en mentioning Zaha, She was very

BN fanha had quite a strong character. As
B sy
ey

T T

al the AA. So, you have got this hub
I wild tamily house that people are
g tnand 24 hours in the studios. And

b and Alvin
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®) o FTERIERE (1T2IRE 2) ATEI - (RIS ek 1o the painters, sculptors, architects of
PSR R R R SRR « iR AL T S EIRE N &
BEADEESE + LATEATSU0RNTS IR P A A
—28 - BAUSEE : EERNHR . 2RE wL“'“
RUSBHEAVIRIL - SREIRIS 7 (W5) * BB was, you know.... He wanted this exhibition
MW : I8 - Z2EE - B Bsatning that was important for Zaha and
NB : (B A A R A A8 B for 11 AA. And | know he had in the back
MW : AEEIEEEE AN IETE - BOEEE SN Sl that he was going to do one of the folios
ISR ELIAI R EHERESRIE R « a5

SREMTE - MERSAENE2RMR . W

s o ol make thatl connection, Zaha was

R A Abgin mnd | think he really appreciated what
W e lov the school, what all those architects
e, Al those people at the ime. (Fig. 3)

Beyaraky s audio recording): Zaha Hadid

i siudents who took on the problem

I taking off where they left. The Peak,
won by Zaha Hadid for a clubin Hong

it the verve and energy and style of

mm-. L Fo
mm g

him to give us,.. he gave Zaha the
ir of the rear of the building to have as

her private studio for a number of months. You know,
it must have been a bit of scandal going on behind
the scenes, | can only imagine! And there we were,
working away 24/7 and that's when she really got a
whaola group of students and people to come in to work
on paintings, because there were numearous paintings
created for the exhibition and drawings. (Fig. 4)

MEB: And the whole technique of painting, | mean there
was a lot of £aha talking about tic-tics and whoosh's
and also all the different film canisters with slightly
different shades of grey. And yvou would see Zaha with
a delicate paint brush and a hair-dryer, water colouring
or adding acrylic 1o stretched boards and things.

MW: The process at the time was, again, this is all
pre-computar, the drawings, | did the majority of
the drawings, and they would transfer using transfer
carbon paper onto a stretched piece of water colour
paper, huge or small, whatever the size. Sheets of the
water colour paper were stretched onto boards, taped
down. Then we'd transler the drawings onto these
and then they were painted. The painters used film
canisters because they created their own colours. It
was not just lots of shade of grey it was lots of shades
of every colour, really.... The film canisters were just
all over the place. And | remember every time there
was always constant need for these canisters. As you
say, there were thousands of them, it seems. Anytime
anyone went out of the door Zaha would shout: "Go by
the photograph shop and get some of the canisters....”
Because they used film canisters that wa would use for
the paint, It was a prefty hectic time,

NEB: So Michael, 1882, you were working with Zaha,
you were working on the Peak and then one of the next
big projects was the drawing of The World, which is the
cover of Planetary Architecture Two. And this is a, you
know, in many ways it's an extraordinary drawing. Its
charling out Zaha's career to date, mentioning seven
key projects, drawing them in a really interesting kind
of collage way. And it is also like: This is my world',
It is a conlidence in the drawing which talks about
moving forward. Don't you agree? (Fig. 5)

MW: Oh, Completely.

NB: Could you talk through the project that she is
showing in the drawing?

MW: The idea came from this beautiful, inspiring litthe
post-it size sketch. | did think it rather strange that
she wanted to do an image of the world with the Zaha
projects. But, we had a long discussion about how |
thought to set it out and to create the world because
her image was just a part of the horizon. So, | believe

the idea of cutting the earth and having it basically you

5 T RMEBHET ¢ LI

Emey (1R

Thiz Woorkd shown on the
cowver of the folio, Planatmn
Architecture Two. Image
Courteay of the Alvin Boyvarsky

Archive
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zee the curve and yel the curve is implied in part of
the landscape. But then its going back to something
that | played with which is the idea the earth being
fial and everything falls of the edge of the earth. So
that's where that sort of void comes into play, which
also allows us the opporlunity to abstract the images
and to play with the idea of elemants floating. So that
sort of line where everything is floating gives you the
chance to cast shadows, as well. So, on the far left
you will see her project for the Irish Prime Minister's
house competition, which is sticking over the edge. And
on the far right you have got Zaha's student's projedt
- Museum of the Nineteenth century. Which is also
erossing the Thames but again then falls of the edge of
the world, as you will. The main landscape was sort of
& composition that was used with the river Thames and
then the waterway going through the site of the project
parc La Villette, So the main landscape shows the
sort of parc La Villette, which was used to merge with
London. So left you have got London and as it starts
o go across the landscape It starls 1o become parc La
Villette, which was a landscape project. (Fig. 6)

MNB: Ara we also looking at the project for her brother,
the Eaton Place? And that of course, the Peak is in
the top left hand comer. Now, it is interesting, in the
interview that Alvin has in the folio with Zaha they are
going through the project they are going through the
development of her career. Thay are talking about
how she uses the drawings as research and she is
looking into the suprematist, construclivist origins of the
20th century and how she kind of reinvigorates that.
And then at some point she talks about this notion of
researching explosions. And she is talking about the
Irish Prime Minister's house, which to me, | think is
key, i's like a shift from OMA. And she is talking about
explosions. She is interested in things shattering and
| guess floating around in some sort of zero gravity
candition.

MW: Well, the idea of an explosion, well, | don't
remember explosions as a term that we bandied
about in the studio, either in the studio of her practice
or the studio at the AA. Because it was all to do with
movements. And if you think of the way.... The idea of
axplosion is that it's more the idea of explosion of ideas
and thoughts. The actual elements were the creation of
objects intersecting and hitting each other. If you want
to refer to it as an explosion | suppose it could be seen
that way. | dont know that the mindset was so much
explosion as the term was used - we did explode the
isometrics, we did explode the axonometrics. It was
more a matter of dissection rather than...the exciterneant
of an explosion rather than the danger or negative

aspects. It was only looking at the positive aspects of
explosion. And, yes, it was a parn.

NB: Yes, it's Interesting, Alvin says: "What do you
mean when you talk about the notion of explosion?”
This is talking about the PM's house. And she said;
"It's in thesa moments when she collides things
logether when things begin 1o burst. | had a longing
lo do something which is .. an accepted type to break
certain barriers...." | guess, she is trying to break out
of the background of OMA. If we look at the sarlier
drawings, like the Dutch Parliament, which is also in
the catalogue. It is interesting it's kind of taking the
exploded axo-iso to a new level. Isn't it?

MW: Absoclutely! That was something that was really
interesting about the drawings that were coming out of
the OMA studio at the time and it was really, you know,
stretching what an architectural drawing was all about
and you know, it was taking the elements and almost
isolating them so that you could really examine them.
So, explosion was used. And we certainly exploded
things but always it was a gravitational sense of the
word explosion, rather than dynamite and fire.

MB: Kennath Frampton writes some forward lo
the catalogue in the folio. And It is titled A Kufic-
Suprematist. He is talking about the script, the Arab
script. And he is suggesting that there is obviously a
strong influence from the middle east, there is a kind
of caligraphy of the plan and stuff, He is talking about
how that she is plugging this background of growing up
in the middle east, studying in Beirut, into her kind of
critique of modernism, | guess. And he also talks about
hedonism world. He talks about hedonism, the world
ol pleasure. The word that obviously came from Rem
Koolhaas. There was a lot of talk about the metropolis,
metropalitan world, hedonism, And then he also, and |
think this is interesting because | think when we move
to talk about The Peak its interesting to remember
these things. that Kenneth Frampton also talks about
some erotic implications in The Peak. He talks about
the erotics of being suspended in a vast luxurious
starlit vold at night, above the distant panorama of the
city and the sea...the scintiflating paradise of the world.
There is something about Zaha's work, engaging with
city, engaging with a certain life style and engaging
with possibilities. She loved flying. She loved the
areal views....But there is also kind of architecture is
extremely generous, | think in terms of engaging with
the public and making public spaces, making public
landscapes. | just wondered how this conversation
maybe came around the Peak.

MW: It came around all of the work that we did in the
early years of the practice. The landscape was always
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M B pludy, I've mentioned | was a student of
; Wit iy year with Zaha was the first year of
Wl on har own. And the projects we did were
B i | remember we had Berdin, the city we
AR B | think it was the next year she began
LS S sludies of east-end, the dockland areas

And that was a major research project for

!

B wludents for a number of years, Zaha's
W included a very public access to the
Al | think that was really something that

B Bt har work for many, many years of her
! 188 Paak, ona of the main reasons for that void
i Sale. was lo allow the public who would be
i Wy Ihe access road, a view through to the
I | mean, that was part of the reason to do
8 prvale @ project as you can get. It was a
W o thae lop of the mountain and at the very
W ek it public went to lock at the view. So
hava Iheee closed off properties all the way
arl this one was one of the closest to the
8 viaws were really stunning. For Zaha lo
B W% W b8 going 1o be open and the landscape
8 e opan to everyone to view" was quite a
LT

| think cartainly in her teaching work when
# Mudent with her, there was very much an
on research into the city, the spaces, the
. ha potentials of the city, unused spaces,
B wean | remember, in my 4ih year we worked
Wyul Docks which is now a busy airport in the
o e mron. At the time it was empty. She was
W esn unknown bits of the city and Inying to
B Back nto the city.

W wak 0 very early research, as | mentioned,
a8 her student they were not, she was not
5 W ot | baelieve they starled examining that
| ol when she really went into the east end
B siands of London, which were completaly
sl preas, as you have mentioned. Those
] bl how these urban landscapes, deserted
E Wi vould become an invigorated, lively,

part of the city. Those studies want through,

Sepund London. We went to Hamburg to do a
a1 invited competition, to study the docklands
tore they were developed. It was certainly
wnd o consideration that she took. How the
sondition would work with the public, no matter
B pioject was.
3 B0 Michael, when we look at the folio, we are
g 8l Zaha's 4th year project, which is very

% o re-drawing, an animation, shall we say, an

i of the Malevich tektonik that she turned into

a bridge structure that is crossing the Thames. There
is a lot going on with this image. Isn't there?

MW: It's a particularly interesting project because of
the way she took a very literal aspect of a Malevich
painting and inserted inlo it an architectural program
that would benefit the city and | think she said she
was quite interested in how that program could work
as an inhabited bridge over the river Thames. That's
actually interesting because it is harking back to the
15th century, | believe, when there werae inhabited
bridges across the Thames. And | think what is exciting
is thal it's literally a Malevich Tekton. It's the only limea
she took that, but it's interesting that its the first time
that ghe literally tried to take the painting and turn it
into a three-dimensional architectural program. A very
interesting study. (Fig. 7)

NB: This is relevant when we talk about the Peak
because it is packed with programs. | am thinking
about the plans, | believe it's a hotel, it's a club, it's
a mixed use, very densely programmed structure.
But also what is going on at the bottom-left? We are
looking at these floating suprematists images.

MW: | think what she's done there is literally
deconstructed the Malevich construction. And created
a composition of her own as a painting, because it
does not relate to the project itself,

NEB: So this is imagination, which would go back to the
World whera there is a project, proposal and then there
is a kind of desire to research the speculation about

7 (IR A b
Malevich's Tekionik,
FPlanetary Architecture Two,
plate 1. Image Courtesy of
hiz Advin Boyarsky Archive

~
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what she has done, which she then looks at in another
way.

MW: And what is interesting is the deconstruction of
the Malevich Tekton as a painterly presentation.

MB: So then if we go to the painting of The Peak,
which... she just won the compatition, you have been
working all summer with a team of pecple making all
these paintings and | remember it from the show, it
was a really big painting. Like 2 meters tall?

MW: | think it's closer to 3 melres.

NB: Because of that photograph where you and
Alastair are standing in front. (Fig. 8) So, it's a huge
big painting. | remembar coming to the exhibition, and
thinking, "well, where is the project... what am | looking
at?..." Because, when you look at it carefully, The Peak
is a tiny little almost a blob at the top. So what is going
on there, what was the idea behind this image?

MW: The Peak painting started from a photograph of
Hong Kong. | remember, | have not seen it in decades,
| don't know where it is. Zaha had this photograph of

Heng Kong basically looking at this aspect of it. And |
remember she said - Lets make this into an exploded
isometrics sorl of view perspective - everything... so,
| abstracted the photograph, obviously, got rid of the
nature and created the landscape where we could
show The Peak project in situ over Hong Kong and
then Zaha had the idea to explode the floor plans of
the project and place them over the buildings, over
created buildings towards the bay, along the bay, just
to show it. If you look at the drawing you can see thal
they are arranged according to, roughly, their height
relation. So you have the highest elemeants at the left
and as it goes down you are getting into the lower
levels of the projects. No one, | think, really looks at
it and says, “Oh, yes, there is the project.” It's really
meant o be just a very powerlul presentation of the
project commanding the whole city. (Fig. )

NB: | am looking at the painting, and | am looking at
the way it has been rendered and coloured and stufi.
And | am looking at her interview with Alvin where she
says about, which Is also about La Villette, which is
also talking about the Peak. "l do not like nature very
mauch, | think that a landscape is not  purely to do with
a park." And anybody who goes 1o Hong Kong when
you fly in you see these mountains covered with green.
In some way it is a kind of landscape paradise. Let's
talk a little bit more about exposing the tectonics of the
plates and the geometry of the landscape. What was
behind that?

MW: A very simple - plants hide architecture. There is
really no reason to draw... if we were 1o put plants in
there you would never see the Peak project. All you
would see is it peeking above the peak. In the late
70s early B0s architects did not think that much of the
frees, unless you have been working with a landscape
architect somawhare. But, it really wasnt something
we considered. And | certainly was of that view, having
studied at Cornell whare it was about an enginesring
style of architacture. Moving on to the AA we did not
learn, especially in Zaha's unit, to love nature. It was
dealing with the control of nature. And so the painting,
it was dealing with the landscape. And the landscape
is based on the hard elements of the ground and the
earth and the rocks.

NB: Bul alse, | think, there was something in this
and the other painting in the folio, there is something
geological about it - its about rock formations. And
the Peak is partly embedded into the rock. And partly
shattered and floating above. There is something about
that which reads here.

Now, we talked also, earlier, about the production
of this painting a little bit... the number of different
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W W numbar of diferent shades. The grey or
SSavet that Zaha worked with. How long did
take o make? And how many people were
B 7 What was the process?

M many people can you fit crawling on top of
8y 8 ool panal? | think that is basically whal it
' e o ol the end of the day. The process with
! pantings was to create a line drawing first,
Mretoh a water-colour pabar onto a board.
use carbon transfer paper, which came in
whioh was spread out all over the stretched
paper. Unroll the line drawing on top of
B Baen over the whole thing. So it was a rather
procoss. And then the painters came in, And
Wl always have her idea in her head what she
. W immge o convey. And with the Peak she
Mrong ldeas aboul the blues and oranges.
fan see in the colour studies how that was
I Thue sort of grey tones and oranges and
i the final result was as you see.

A you have some of these colour studies, don't
Wes, you can see the colour studies here. And
ah exhaustive process. My memory is that

1B AR IR - I Sy many iterations were made.
NBE : BEEN - FREGL - HEE= A4 W colour?
B E ol the colour sketches and studies and stuff.

an llarativa process.

Abually, yes, | mean of the colour studies, there
% S of those studies done. | have two of them.
two have disappeared. What was exhaustive
Siaping all of the tones once the painting, the
e sapocially, werae ready. (Fig, 10, 11)

B you said as many people as could crawl all
W Mige board.

Yo, | think, | know Nan (Lee) and Nicky
| ang Wendy (Galway) were all working on
Mege canvas. | am not sure who else was there.
Ve were a couple of other painters involved.
wiie o lot of people upstairs of the AA in that
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¥
wom where we were working away. A lot of

Wall it s certainly an amazing image. It has
bumt itsell into my retina years ago. Before
#l olher paintings | think it's interesting to look
pans. In the catalogue lo the folio there are a
W plans. This is another language entirely. lsnt
Wiew we have got Zaha, you know, making these
; Is0s and creating an urban landscape, a
W #spansive vision. The plans are highly detailed
{reographed, inked. 1 know they came out of
@ There is a process of refining them and
i and marking it and painting it. But we are

looking at incredibly ornate calligraphies of movement,
How these drawings were drawn?

MW: Well, we had the beams and we had the program.
The site itsell led to the development of the elements
in the void. The curved ramp that led you into the
project, The program of the health club mainly was set
into the hiliside. If you ook at the jagged edges that
come out of the par of the plans there - those are the
elements of the health club. The beams mainly were
the apartments. The two lower levels were meant to
be duplex apartments and then a level of apartments
for sale. The upper two beams, the pen-ultimate beam,
was for the promoter's families. And the top beam was
the promoters penthouse.

MB: There are other things going on, like curvatures, |
am looking in the catalogue, first of all they lay out the
plans of parc La Villette. And underneath that the plan
of the Peak. It's a different scale but you can read the
landscape proposal. There is the building below.

WE: Do you remember those pistolet's or perroguet,
the french curves we used to have?

MW: There was one. One french curve which we found
on a unit trip to Paris. It was from a shop in Paris. And
it was the office ‘perroquet’ - we called it. And it's the
only ane that | ever used. And it was the only one |
allowed people to use. | think we bought up the whaole
shop. There were a couple of larger onas but they
were never guite as geod. You could always create any
curve, no matter how long, using this one particular
perrogquet,

NE: | remember that was the process of inking the

wn
FALTH , B9 EEETR
The color studies of
Ther Peak, Imaga
Courteay of the Alvin
Boyarsky Archive
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patectly,.. So there was an incredible precision
Iealiaing this line work, Isn't thera?

B dbwings was an archilect’s art.

W e plans also, kind of like, the ink, it's hard to
W B booklet, there is a lot of kind of whooshing.
W faha used to call whooshing, Dots would then
W il become bigger fiekds of ink.

¥hw ‘whoosh' was a graphic technique to create
0t It was a breakdown from solid to void.
& Buuld lnke the pen, create a solid and then
¥ paintiilist technique to gradually disperse the
L which craates a sense of movements. That was

i I8 also interesting Lo talk about the other art
o thix plan which | think she called them 'tic-
i than, at another scale of her work she was
Ml and with you | think, developing furniture
which | have always thought were generated
te-lics, as a kind of short-hand of how you
W space.

|l tion, potato-chips, we called it... it is not on
e, but you can see it in the perspective of the
of the Peak. There are two, sort of lloating
o lorms which wera canopies over,. One was
ne ond over pool the other was above the
W ihe upper area. Anyway, Zaha referred to
M pototo chips. The forms.

L B that plate, which is in the folio, which is
wilh some orange and green on, is extramely
| st it? It's & kind of deconstruction of the
10 Just show a very few elements. | think it's
B title of itis....

Smoter's penthouse and diving boeard.

was the conversation on it?

M conversation. We just wanted to get a view
» Pramatar's penthouse and the diving board.
§ Menplo. And you can see that it's a, the potato
| was referring 1o, was a floating, not literally
. but it was a cantilevered platform-canopy,
wauild cover part of the area outside the living
o the dromaoter's suite (aparfiment). And he had
odge pool and the diving board. | did not
b khow the details of how the diving board was
But, that's basically the placement of the
e cd

That's really interesting. So these, they are
Wie parspectives, but these renderings of the
ol Ing project are werlds away from our current
which is to make a computer model and then
Huough and take views. This is something very
which we can see in plates eight and nine.

12 WREA + T
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The Peak, Planalany
Architecture Two, Plal
2, Image Courlesy o

Alvin Boyarsky Arc wo are looking at two similar views, similar

viewpoints but different. | guess, somewhere in the
rock looking up at the Peak,

MW: It's an excavated area. We excavated the site
along the site boundary, the road that goes up to
the peak. So we dropped, excavated it all to the
lowest level in that back area. So actually, what you
are looking at there, in number ight - It's called the
Elemants of the Void, and you are standing at the
lowast level of the project basically. And you are
looking up underneath the ramp that you drive across
to get info the building from the street, and you see
the plattorms, the entrance platform which is on the
left. The right floating element there is the library. And
there are the beams above,.. the one beam that is a
swimming pool.

NB: Then we look at plate nine, which superficially
looks guite similar, but its actually a completely
different positioning. lsn't it?

MW: it's a slightly different positioning, yes. Plate
nine is just to examine a little bit more closely those
elements in the void. They are a bit more detailed.
And, what s interesting, of course, Is that you know,
as these were not done on a computer, you have the
luxury today of deciding: let's take the view here and
let's lake it from a couple of feet over and you can get
it like that {snap!). But, obviously, pre-computer, it was
all done by eye. When | was looking at the building |
would have to imagine, well, first of all, what am | trying
to explain in the drawing hera. You know, Zaha would
say let's iry 1o look into the void more. There would be
a number of perspective points that | would try to take,
sketching out on a trace paper. And | would discuss
this with Zaha, and she would say - No, let's go with
this one or with that one. (Fig. 12)

NB: They were nol classically constructed
perspectives. And | remember, when you'd try lo do
these in those days, there is a horizon line, and you'd
extract everything out, and there was a kind of detailed
grid. These are a more intuitive, impressionistic type.
MW: | don't think it's a matter of those days, | think
there is a way of doing perspectives which was always
done and still is done if you want to construct an
accurate proper perspective. You are taught that there
are vanishing points, either two points or three poinis...
And so, | learned those technigues in school, way back
in school. That wasn't the question. But what | was
trying to do was to convey a sense of the movement
of the architecture. The gestures thal we were trying to
convey with these dramatic forms and shapes and...
so | distorted things as | felt would give movement and
power to the image. And also, would be to point out
what we were frying to examine.
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MW: A number of years after The Peak competition
Zaha and | went to the offices of Ove Arup, who we
had been working with from day one. She'd always
have all the projects with them. And they were testing
how their computers would create a perspective
view. We sent them the information before. Not via
computers, we actually did not email the drawings.
We took printed drawings to them, They then plotted
these drawings into their computers, which were filling
an entire room. And they came up with this print of a
perspective view. | can't remember what the project
was. We looked at it. Zaha and | both looked at each
other, and we shook our heads and said thank you,
The computer, in those days, wasn'l able to create
the distortions that the human hand can do. Today,
of course, you can program whatever distortions you
want. Then it wasn't possible,

NB: ¥You remind me of the interview with Alvin in the
catalogue (folio). He is teasing out this notion of
weightlessness, gravity-defying architecture. She then
talks about the Peak and she says: "The project for
me is the notion of floating elements within a given
space”... and then she goes on to say * | almost
believed that there is such a thing as zero gravity. | can
actually now believe that buildings can float. | know
they don't, but | almost believe it",

MB: It is coming from pure Constructivism. Pure
Malevich and stuff. The elements are floating in the
world, they are connected, they are programmed. But
they are weightless.

MW: It was an architecture she wanted to create. And,
it was possible. It would have been possible. Had
the Peak project gone ahead it would have been an
impressive construction for its time.

MB: So, Michael, there is a particular favourite of ming
in the folio, which is a really intimate view, it's the view
of the Divers. Right at the end of, two divers plunging
off one of the beams into a beam of water. It really
encapsulates, you know, a lot about the hedonism that
Zaha's work involved at the time that Frampton talks
about. He talks again about this kind of poetic and
erctic implications of diving off one plane into another,
into the void. It is a really iconic image. Tell us a bit
about what was behind it, what were you thinking.

MW: For me, at university, it was very important,
the book Delirious New York. It was a very powerful
and inspiring tool. And one of my favourite images in
that book was the painting by Madelon Vriesendorp
‘Boxers eating Oysters' (“Ealing oysters with boxing
gloves, naked™). How is this architecture, one has to
ask? Yet, it is so inspiring, And that has always been
in my mind since | was a student, that's always been

in my mind. And when we were putting together these
images for the Peak. | just thought it would be really
axciling to show this pool, you know, £Zaha always
loved the idea of water. In fact, it was in her work
since she started working on the Thames with the
Malevich project. She carried on over the years dealing
with that. And you can see that of course in her first
major London architecture built project which was the
Olympic pools. So for me, when we were doing these
Peak drawings, | wanted to capture the essence of
the water, The idea that one of those beams was a
swimming pool was jus!, you know, pretty exciting. We
pul changing rooms all along one edge of that beam,
which you can see in one of the other perspective
views in the folio. Obviously, your divers are not going
to be diving like this but neither are your boxers going
to be ealing oysters with boxing gloves on. Thera is
a certain amount of liberty that one can take. This
view is guite abstracted, Obviously. | am showing the
angular mouth, in the upper right, that's the health club,
That's the elements of the club that were built into the
mountain side, The pool baam is roughly in relation
to the... it's not that wrong....The divers come out of
nowhera. Obviously, your divers are not going to be
diving in that position. That's the way they appeared.
And | think Zaha loved it, because she did a couple of
pamnted vanations of this piece. (Fig. 13)

NB: It's interesting that you have menticned Delirious
New York, And that amazing image of the Downtown
Afhletic Club. It's the same programming in a sense.
Also it is interesting because obviously a lot of Zaha's
waork was influenced so much by OMA not just Rem but
| think Elia (Zenghelis) and Madelon Vriesendomp, Zoe
Zenghelis, the whole development of this culture came
toy it

NB: This Peak painting | think is a departure from the
OMA type of drawings which | find gquite stiff, they are
vary narrative, they are very fixed views and haere |
think you see a really open ended, dynamic and spatial
compasition coming into the painting. | think this is one
of the very few drawings that we actually see a paerson.
It's the only drawing that | can recall where we see a
person in any of Zaha's drawings of that period.

MW: We didnt put people in...We knew they'd have a
good time... And it would work. in

Interview recorded 5 May 2020
Produced and directed by Maxim Nilov
Credits and Acknowladgements:
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