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Mrs. Oikawa Shiyuko sits among the remains of what was once her 
home. Otsuchi, Japan, after the 2011 tsunami. Photograph: © Alejandro 
Chaskielberg.
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1
One always arrives at a building, and that perhaps already 
makes the building an other. We are more or less on a slippery 
slope in our understanding.
Describing a building is a bigger challenge than interpreting 
one. It’s a passage to a deception in which we all participate 
unwittingly. The process almost always begins outside of that 
building; it accepts a separation in which a deeply intertwined 
condition is formatted into conceptual islands. Consciousness 
and intellection begin when bodies and things are already 
differentiated and over there. Understanding and description 
simply follow from a splintered world.

Visually legible and easily available objects present themselves 
as dominant in such a normative reality. And among those 
things that recede from the horizon of understanding – an 
irony there – are topography and terrain. And that perhaps 
is the source of architecture’s primary anxiety: an uncertain 
and queasy relationship with location. Architectural thoughts 
and descriptions need to rescript this topographical counter-
predication, and regain the primitive contact with the here. 

2
Usually registered as a disjunction, anxieties can be projective 
and productive in architecture. Rafael Moneo, in his 
commentary on the work of eight Euro-American architects 
in Theoretical Anxiety and Design Strategies (2004), considers 
WKHRUHWLFDO�DQ[LHW\�D�NLQG�RI�´FDXVWLF�UHÁHFWLRQµ�DQG�FULWLFDO�
discourse, and ultimately generative of design strategies. That 
the productive capacity of architecture is hinged to wider social 
disturbances describes the nature of modern architecture. 
The disquiet over the nineteenth century city, its incapacity to 
deal with the emerging age led some architects to organize 
new methods for addressing housing, city frame and social 
conditions in totally new ways that came to be known as 
´PRGHUQ�µ

In a psychosomatic sense, anxiety is being modern, a condition 
that for W. H. Auden (1948) describes a whole age. Does the 
´DJH�RI�DQ[LHW\µ�FRQWLQXH�QRZ�DV�DQ�LQKHULWDQFH�RI�WKH�RULJLQDO�
modernist agitation, or is it more a consequence of a neoliberal 
world-order, what the sociologist Ulrich Beck describes as a 
´VHFRQG�PRGHUQLW\µ"�,V�WKH�ODWWHU��D�´JHR�OLEHUDWHG�HFRQRP\�µ�
an inherent aspect of nouveau middle-class aspirations spurring 
VWUHVVHV�DQG�VWUDLQV�ERUQH�RXW�RI�XQIXOÀOOHG�GHVLUHV�WKDW�OHDG�WR�
PRUH�GHVLUHV�DQG�DQ[LHWLHV"

In the rumble-tumble of economic globalization to which 
all have succumbed, from nation-states to corporations and 
agencies, and to the individual psyche, and in the furious 
proliferation of buildings and cities, a single thought haunts us: 
´:KDW�PDNHV�IRU�VLJQLÀFDQW�DUFKLWHFWXUH"µ

3
There are compelling reasons why we should talk about 
VSDWLDO�DQ[LHWLHV�ZKLOH�DGGUHVVLQJ�DUFKLWHFWXUDO�VLJQLÀFDQFH��
In the Portuguese writer José Saramago’s novel The Stone 
Raft (1986), the Iberian Peninsula dislodges itself from the 
European continent and begins drifting away in the Atlantic 
Ocean. Disturbances ensue when parameters – coordinates, 
orientation, position and bearing – that direct our corporeal 
operations in the lived-world alter. When George Clooney’s 
FKDUDFWHU�%LQJKDP��LQ�WKH�ÀOP�Up in the Air��LV�DVNHG�E\�D�ÁLJKW�
DWWHQGDQW�RQ�D�Á\LQJ�DLUSODQH�ZKHUH�KH�LV�IURP��KH�UHSOLHV��
´+HUH�µ�/RFDWLRQ�KDV�D�JUHDWHU�KXPDQ�KXH��LW�LV�PRUH�WKDQ�D�
simple geographic coordinate.

Architecture’s 
Anxieties 
Kazi Khaleed Ashraf
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The Swiss writer Max Frisch, in his novel Homo Faber (1954), 
presents the protagonist Walter Faber as a UNESCO engineer, 
a quintessential modern man who lives for the service of a 
purely technological realm, and for whom only the “tangible, 
FDOFXODEOH��YHULÀDEOHµ�H[LVWV��$V�DQ�HPEOHPDWLF�ÀJXUH�EHÀWWLQJ�
such a world body as UNESCO, Faber moves from one location 
to another allowing himself to be uprooted in a liberative way. 
Frisch, in this existentialist and quasi-ethical novel, charts the 
enigmatic quandary of such a modern nomad. On a cruise liner 
– travel being the ubiquitous trope of place-liberation – Faber 
meets a young woman and falls in love with her consummating 
the relationship. In a twist reminiscent of Oedipus and his exile 
from his place of origin and his devastating forgetfulness, Faber 
ÀQGV�RXW�WKDW�WKH�\RXQJ�ZRPDQ�LV�DFWXDOO\�KLV�GDXJKWHU��7KH�
novel then proceeds towards a tragic Greek destiny. 

Sometimes, place remains as it is, but the terms of location 
FKDQJHV��,Q�´7KH�2WKHU�6LGH�RI�6LOHQFHµ���������ZULWLQJ�DERXW�
,QGLDQ�VXEFRQWLQHQW·V�SDUWLWLRQ�LQ�������8UYDVKL�%XWDOLD�
UHFRXQWV�KHU�WULS�IURP�'HOKL�WR�/DKRUH��LQ�3DNLVWDQ��WR�ORFDWH�DQ�
uncle who did not migrate to India with his other Hindu family 
members following the violence and dislocations of partition. 
7KH�XQFOH��5DQDPDPD��RSWV�WR�VWD\�EDFN�LQ�/DKRUH�ZLWK�KLV�
aging mother with the purpose of retaining their ancestral 
home until the trouble died down. Ranamama promised that 
he would join the relocated family later but after about 30 years 
KH�LV�VWLOO�LQ�/DKRUH��ZKLOH�WKH�RWKHU�IDPLO\�PHPEHUV�OLYH�LQ�'HOKL��
Butalia locates him in the same city that belonged to them for 
generations, and to which they belonged. Ranamama is in the 
same house, has converted to Islam, married, raised daughters, 
and buried his old mother per Muslim customs. Although the 
uncle has remained in the same spatial coordinates, he himself 
has become the other.

Mehran Karimi Nasseri’s real story positions airport spaces as 
WKH�PRVW�YLYLG�VLWH�RI�PRGHUQ�GLVORFDWLRQV��1DVVHUL��ÁHHLQJ�
,UDQ�LQ������ZDV�´VWUDQGHGµ�DW�&KDUOHV�GH�*DXOOH�$LUSRUW�IRU�
more than 11 years while trying to enter France unsuccessfully. 
While waiting at the airport, he made the terminal his home. 
Newspapers describe him in the terminal “siting at a table, 
perhaps smoking a pipe, taking a stroll, stopping to pick up his 
PDLO�DW�WKH�SRVW�RIÀFH�RU�OXQFK�DW�WKH�0F'RQDOGV·V«�KH�ZLOO�EH�
ORRNLQJ�YHU\�PXFK�DW�KRPH�µ�

%HLQJ�´DW�KRPHµ�LQ�WKLV�LPSUREDEOH�VSDFH�FDQ�QRZ�EH�
experienced by those who cannot even imagine such a space. 
Following Frederick Jameson, in Postmodernism, or, the Cultural 
Logic of Late Capitalism (1991), we can say that this extruded 
or cleaved open�VSDFH�²�-DPHVRQ·V�´K\SHUVSDFHµ�²�FDQ�QRZ�EH�
experienced, and therefore needs to be taken seriously. Many of 
us will be struggling to look very much at home in this warped 
world. Jameson thinks that we have not yet developed the 
´SHUFHSWXDO�HTXLSPHQWµ�WR�IDFH�WKLV�VSDWLDO�FRQYROXWLRQ��WKLV�
new hyperspace; in fact, the new conditions require that we 
“grow new organs to expand our sensoria and our bodies to 
some new, as yet unimaginable perhaps ultimately impossible 
GLPHQVLRQV�µ�

4
Would it be a hyperbole to declare that being modern is to be 
bequeathed with that exhilarating and burdensome nomadism, 
the promise to transcend the terror of territory but face the 
WHUULI\LQJ�FRQVHTXHQFH�RI�WKH�2HGLSDO�ÁLJKW"

The anxiety that we developed with place and location is now 
thrust on buildings. Modern architecture and its incarnations 

are bearers of a world-view that architecture need not be 
encumbered by territory and geography. This was perhaps 
presented provocatively in Archigram’s 1964 architectural 
vision of literal world mobility, with tentacled mega-machines 
SRLVHG�IRU�JOREH�WURWWLQJ��6SHFLÀF�SODFHV�²�FDOO�WKHP�ZKDW�\RX�
may, nation, locality or region – have taken a bit of a beating 
to the euphoria offered by new globalization, economization, 
and more lately, digitization. And what that shares with the 
old universalist aspiration of modernity is a suspicion of place, 
RU�WR�VD\�LW�LQ�DQ�REYHUVH�ZD\��DQ�XQDEDVKHG�JORULÀFDWLRQ�RI�
´SODFHOHVVQHVV�µ�+RZHYHU��WKDW�FHOHEUDWLRQ�GRHV�QRW�FRPH�
without its attendant quandary, as the stories of Walter Faber or 
Nasseri demonstrate.  
A basic locational question in architecture begins with: Where 
do I work as an architect? From where do I get my architectural 
responses, and where do I situate my work. One can design in 
a situationally independent manner anywhere, but one always 
builds somewhere. A clever argument could be made that 
somewhere is anywhere, or nowhere for that matter, or in the 
YRLFH�RI�*HUWUXGH�6WHLQ��WKDW�´WKHUH�LV�QR�WKHUH�WKHUH�µ�DQG�VR�
ZK\�OLQJHU��7KH�ÀUVW�SRLQW�FRPHV�RXW�IURP�WKH�FDUWRJUDSK\�RI�
´IUHH�ÁRZ�µ�HLWKHU�WKH�HOHFWURQLF�PRGH�RI�GLJLWL]DWLRQ�RU�WKH�
ÁXLG�FDSLWDO�RI�JOREDOL]DWLRQ��DQG�WKH�ODWWHU�DV�DQ�LQGLFWPHQW�RI�
the sociological and cultural void of the modern city (in Stein’s 
case, Oakland in California). Yet, if one cares to detect, there is 
a certain wistfulness in Stein’s captivating lines.

´:KHUH�LV�DUFKLWHFWXUHµ�LV�QRW�D�TXHVWLRQ��EXW�LW�FRXOG�WULJJHU�
UHÁHFWLRQV�DERXW�WKH�UROH�RI�DUFKLWHFWXUH�LQ�FXOWXUDO�DQG�
economic production, and about its situation in the world. In 
RULHQWLQJ�IRFXV�DZD\�IURP�´ZKDW�LV�DUFKLWHFWXUHµ�WR�´ZKHUH�µ�
we need to accept that we have been making inordinate 
GHPDQGV�RQ�WKH�´ZKDW�µ�DQG�KDYH�OHIW�WKH�TXHVWLRQ�RI�´ZKHUHµ�
largely unexamined. 

<HW��WKH�TXHVWLRQ�RI�´ZKDWµ�LV�LQWLPDWHO\�WLHG�WR�WKH�PDWWHU�RI�
´ZKHUHµ�²�WR�DUFKLWHFWXUH�DQG�LWV�SODFH�LQ�WKH�ZRUOG��´:KHUHµ�
refers to a zone of inevitability, be it geographical or cultural, 
or some combination of it. Zones and boundaries are never 
À[HG�WKLQJV��WKHLU�ÁXLGLW\�PDNHV�LW�GLIÀFXOW�WR�PDLQWDLQ�D�SUHFLVH�
overlap of the political, cultural, and geographical, and that is 
ERWK�D�FKDUP�DQG�FKDOOHQJH��,I�ÁX[�LV�QRZ�WKH�UHDOLW\��WKHQ�WR�
ZKDW�ERXQGHGQHVV�FDQ�DUFKLWHFWXUH�UHVSRQG�WR"��

$�UHÁHFWLRQ�RQ�´ZKHUH�LV�DUFKLWHFWXUHµ�LV�HLWKHU�VXEVXPHG�RU�
found unimportant in the glamorous and spectacular pursuit 
RI�WKH�´ZKDW�µ�:LWK�´ZKHUH�LV�DUFKLWHFWXUH�µ�WKH�GHEDWH�PD\�
GHÁHFW�IURP�IRUP�WR�VLWXDWLRQ��IURP�LGHDWLRQ�WR�VHQVDWLRQ��DQG�
from the asymptotic present to a phenomenal presence. 

5
“The architect’s task is more than the manipulation of materials 
DQG�WKH�PROGLQJ�RI�VSDFH��LW�LV�WKH�GHÀQLWLRQ�DQG�SRVVHVVLRQ�
RI�SODFH�µ�WKH�$PHULFDQ�DUFKLWHFW�&KDUOHV�0RRUH�VDLG�PRUH�
WKDQ�ÀIW\�\HDUV�DJR��DQG�LW�FRQWLQXHV�WR�PDWWHU�IRU�DUFKLWHFWXUDO�
operations today. While beginning his work at Chandigarh, 
/H�&RUEXVLHU·V�ELJJHVW�SUHGLFDPHQW�FRQFHUQHG�SODFH�DQG�
territory, on how to begin on that site, and how to relate 
WR�WKH�JHRJUDSKLF�VXUURXQGV��/RXLV�.DKQ·V�ÀUVW�PHGLWDWLRQ�
on beginning in Dhaka was not quite directed towards 
cultural associations, but rather toward how the buildings 
are to take their place there. It is in this taking place that a 
work of architecture, from Corbusier’s Ronchamp to Kahn’s 
Kimbell Art Museum, to speak of grand gestures, or even an 
DQRQ\PRXV�EXLOGLQJ�LQ�+RQROXOX��OLWHUDOO\�ÀQGV�VXEVWDQWLDOLW\�
DQG�VLJQLÀFDQFH��
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Corbusier’s Ronchamp Chapel in 2015. (Photo: Saif Ul Haque).
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Photograph: Richard Haughton

DESH
STAGING THE NATION
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On 15 September 2011, celebrated British Bangladeshi 

choreographer and performer Akram Khan premiered his full-

length contemporary solo dance performance Desh—translated 

DV�WKH�´KRPHODQG�µ�RU�OLWHUDOO\�´RI�WKH�ODQG��QDWLRQµ³LQ�WKH�8.��
Billed as his most personal work, the piece draws on “multiple 

tales of land, nation, resistance and convergence into the body 

DQG�YRLFH�RI�RQH�PDQ�WU\LQJ�WR�ÀQG�KLV�EDODQFH�LQ�DQ�XQVWDEOH�
ZRUOG�µ1

 In homage to his parent’s birth country, Bangladesh, 

Khan wanted to map the tragedies and comedies that 

epitomize the motherland. While being a personal and multiple 

narrative of Khan’s discomforting relationship with Bangladesh, 

Desh�LV�DOVR�D�ÀFWLRQDOL]HG�FRQYHUVDWLRQ�RI�FRQWHVWDWLRQV�ZLWK�
his deceased father (as depicted in the performance; Khan’s 

father is alive today). Drawn from Sanskrit, the word Desh 
stands for land, nation, region, essence, and home, while at 

the same time distinguishing deshis (those of the land) from 

bideshis or bhindeshi (those not of the land, the foreigner).
2

 

The word desh is linked to connotations of those who are of 

the land (Mookherjee 2008)—a connotation that has ironically 

been the preserve of various British press reviews of Khan’s 

earlier performances. British reviewers of his work have focused 

predominantly on his being a British Bangladeshi Muslim 

(Norridge 2010, 30, 31) rather than on his choreography. 

Contrarily, as Farooq Chaudhry, the producer of the Akram Khan 

Company points out in a DVD on Desh (Khan 2012), the whole 

point of doing Desh was to reestablish Khan’s connections to 

Bangladesh as he was struggling with his identity; he felt he 

KDG�QRQH��:KHQ�KH�ZDV�JURZLQJ�XS�LQ�:LPEOHGRQ��/RQGRQ��DV�
Khan notes in the DVD (Khan 2012), his parents’ histories did 

not interest him, and his parents despaired that because their 

son was not sharing in their experiences, these would be lost. 

It is telling that when Tim Yip, the visual designer of Desh (and 

of Crouching Tiger, Hidden Dragon fame), asked Khan to do a 

SURGXFWLRQ�EDVHG�RQ�KLV�´URRWV�µ�WKH�FKRUHRJUDSKHU�UHVSRQGHG�
E\�VD\LQJ�WKDW�KH�KDG�GRQH�HQRXJK�SURGXFWLRQV�RQ�/RQGRQ�DQG�
,QGLD��<LS�DVNHG�KLP�WR�JR�´GHHSHUµ�DQG�WR�FUHDWH�D�SURGXFWLRQ�
on Bangladesh, even as Khan remained uncomfortable with the 

idea, which was much more of a personal battle. 

It is ironic to note that the very reviews by the British press that 

had conferred an ethnic identity on Khan were done at a time 

when he was not interested in his deeper—beyond-the-India 

framework—Bangladeshi history. It is through Desh that Khan 

has explicitly produced a personal account of his own and, 

above all, his parents’ Bangladeshi history. He himself is part 

of the paraphernalia of British cultural production that has 

so often collapsed all of South Asia to India without trying to 

ÀJXUH�RXW�WKH�GLVWLQFWLYHQHVV�RI�RWKHU�6RXWK�$VLDQ�FRXQWULHV�
and regions. Khan’s mother reminded him that he ad been 

part of various India-related productions but had never done a 

SURGXFWLRQ�IRU�´XV�%DQJODGHVKL�SHRSOHµ�GLVWLQFW�IURP�DQ\�,QGLD�
related performance. Farooq Chaudhry’s comment that “Akram 

MXVW�QHHGV�WR�JR�KRPHµ�VXPV�XS�WKH�IRXQGDWLRQDO�EDVLV�IRU�
conceptualizing Desh (Khan 2012).

Akram goes home: Staging the nation
The performance of Desh is a conversation with the dead 

father and starts with the funeral rituals. Mapping the weather-

marked landscape of Bangladesh, with a haunting music 

composition by Jocelyn Pook, the performance maps various 

tropes of land, cloth, memory, democratic resistance, and 

WKH�ZDU�RI�OLEHUDWLRQ�RI�������$JDLQVW�WKH�EDFNGURS�RI�DXGLR�
UHFRUGLQJV�RI�ERDWV��WUDIÀF��DQG�VWHDPHUV��VKLSEUHDNLQJ�DQG�
shipyards, the performers overlay the sounds of hammering 

Desh

Photos provided by Akram Khan Dance Company and Richard Haughton.
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Patkau Architects, Seabird Island School, Agassiz, Canada 

(Photograph : Patkau Architects)
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Kenneth Frampton

the Incidence of
the Other

under the radar
“Today, the context is totally different. Today the small can be 
LQÁXHQWLDO�DW�WKH�ODUJH�VFDOH�DV�D�QRGH�LQ�D�JOREDO�QHWZRUN��
And the local can break its isolation by being open to the 
JOREDO�ÁRZ�RI�SHRSOH��LGHDV�DQG�LQIRUPDWLRQ��,Q�RWKHU�ZRUGV��
today we can say that the small is no longer small and a local 
is no longer local, at least in traditional terms.” 
- Ezio Manzini (2011)

In a world in which the built environment becomes increasingly 

barbaric, there also arises, here and there, works of a surpris-

ingly sensitive character. These achievements always seem to 

HQWDLO�D�FHUWDLQ�DPELJXRXV�HOHPHQW�RI�´RWKHUQHVV�µ�ZKHWKHU�WKLV�
manifests itself in the form of an unlikely client in terms of nor-

PDWLYH�SUDFWLFH��RU�WKH�SUHVHQFH�RI�WKH�DUFKLWHFW�DV�DQ�´RWKHUµ�
in that he, she, or they are working in a context that is totally 

removed from their everyday lives, or that the whole situation 

LV�´RWKHUµ�LQ�WKDW�WKH�ORQJVWDQGLQJ�GLYLVLRQ�RI�ODERXU�EHWZHHQ�
GHVLJQ�DQG�IDEULFDWLRQ�QR�ORQJHU�REWDLQV��(TXDOO\�´RWKHUµ�LV�
the situation in which the drives of tourism and conspicuous 

consumption intersect with the basic needs of the subaltern. 

$JDLQ��WKH�´RWKHUµ�LV�VXEWO\�SUHVHQW�LQ�WKH�IDFW�WKDW�LQ�WKLV�GLJL-
WDO�FHQWXU\�D�EXLOGLQJ�LQ�WKH�FHQWHU�RI�/RQGRQ�FRXOG�FRPH�WR�EH�
clad in hand-made bricks from the Forests of Dean. In this way, 

DV�$GROI�/RRV�LPSOLHG�LQ�KLV�GLVFRQFHUWLQJ�HVVD\��´2UQDPHQW�DQG�
&ULPHµ���������PHQ�OLYH�DW�WKH�VDPH�WLPH�LQ�GLIIHUHQW�SHULRGV�
of history. This is condition which yields, on occasion, a fragile 

beauty wherein both aesthetic form and social function are 

mutually transcended. 

Irrespective of the dubious claims of critical regionalism in 

recent years, there is a way in which a reciprocal version of this 

sensibility has come increasingly to the fore, wherein the site 

and the local material become the primary determinants of the 

overall form. Although we may contend that this is hardly new, 

it has become increasingly rare in our spectacular age, particu-

larly if by a site one has in mind not only the topography, but 

also the availability of local material and the capacity of native 

labour, along with the exigencies of the climate and the idiosyn-

cratic mores of the vernacular culture. 

One of the most surprising and gratifying aspects of contem-

porary practice over the past two decades has been the way in 

ZKLFK�DFFRPSOLVKHG�DUFKLWHFWV�IURP�WKH�VR�FDOOHG�ÀUVW�ZRUOG�
have found themselves building from time to time in the equally 

eponymous third world. This, in itself, may not be that un-

usual, but what has been unique of recent times has been the 

H[FHSWLRQDOO\�UHÀQHG�VHQVLELOLW\�DQG�ULJRU�WKDW�WKH\�KDYH�EHHQ�
able to achieve in the indigenous situation, so that one has the 

uncanny sense that the outcome could not have been more 

appropriately and poetically achieved if it had been handled by 

local architects rather than by outsiders. 

Perhaps an early instance of a work of this order was the 

Norwegian architect Jan Olav Jensen’s design for a leper colony 

LQ�,QGLD��UHDOL]HG�LQ������LQ�D�TXDVL�%UXWDOLVW�PDQQHU��ZKHQ�WKH�
architect was barely eighteen years of age. This isolated project, 

EXLOW�LQ�WKH�GHVHUW�ODQGVFDSH�RI�/DVXU�LQ�0DKDUDVKWUD�6WDWH��ZDV�
sponsored by the Norwegian Free Evangelical Mission, which 

no doubt partially accounts for the commission of this young, 

foreign architect. The building comprises an elongated, single-

story compound enclosing an exotic garden and a pool. Access 

to this green oasis was available to doctors and patients alike, 

in contradistinction to class and caste systems which still prevail 

in Indian society. Built of random, rubble stone construction 

mixed with segments of bonded brickwork, the hospital has a 

relatively hermetic exterior, the tactile character of which is 
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Photographs by Akihisa Masuda, except Jinchokan Moriya Historical Museum and 
Beetle’s House, courtesy of Atelier Fujimori.
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The architectural historian Terunobu Fujimori has presented 

unique readings of modern architectural history in Japan and 

suggested alternative readings and interpretations of the city. 

Since the 1980s, he has organized an urban survey group called 

the Street Observation Society, which discovers odd objects 

DQG�WKHLU�HSKHPHUDO�FRQGLWLRQV�WKDW�VXJJHVW�PRUH�VLWH�VSHFLÀF�
urban context and unconsciously formulated everyday space. 

Since the 1990s, he has designed more than 20 projects, of 

which his teahouses are particularly appreciated in Japan and 

worldwide. 

Jin Chokan Moriya Historical Museum  
In Nagano, the Jin Chokan Moriya Historical Museum is Fu-

MLPRUL·V�ÀUVW�PDMRU�ZRUN��+H�DGPLWV�WKDW�KH�ÀUVW�WULHG�WR�ÀQG�
another architect for the building’s client, but when he realized 

that no one would have a better understanding of or a closer 

connection to the project’s local ethnography and geography, 

he hesitantly agreed to do the work himself, despite his lack of 

design experience. As he presumed, the general critique of this 

SURMHFW�ZDV�DW�ÀUVW�UDWKHU�VHYHUH��EXW�DIWHU�ÀQLVKLQJ�VHYHUDO�SURM-
ects, including his own house and houses for friends, his design 

skills were in full swing.

The Jin Chokan Moriya Historical Museum commemorates the 

history of the Moriya family, priests of Suwa Great Shrine, one 

of Japan’s oldest shrines that involved worshipping a deity from 

WKH�6WRQH�$JH��/RFDWHG�XQGHU�WKH�0LVKDJXFKL�VKULQH�DQG�WDNLQJ�
WKH�ÁRZ�RI�WKH�P\VWLF�FKL�E\�VWDQGLQJ�EHWZHHQ�WKH�PRXQWDLQ�
and the everyday world, the building appears to have grown 

from the soil.

 

Fujimori consciously avoided imitating traditional domestic 

buildings for the museum’s design. Instead, he was inspired by 

the description of mud houses as being the origin of archi-

tecture from the Mongolian plateau by the Japanese architect 

7DNDPDVD�<RVKL]DND��RQH�RI�/H�&RUEXVLHU·V�SXSLOV��7KH�PXVH-
um’s exterior wooden-shingle wall has turned black with mold, 

and the roof is covered with platy andesite. It has no symbolic 

elements of Shinto architecture and is also different from the 

typical history museum exhibiting paintings and documents. 

Fujimori revived the ancient ritual of the Suwa Shrine based on 

historical texts and displayed it on the main wall as is. The inte-

rior wall is covered with earth-colored stucco, whose short piec-

es of straw express a tactile materiality in the space. Since his 

grandfather was a master carpenter, Fujimori was familiar with 

construction sites from an early age. He intuitively knows that 

a building is a direct representation of a locality and is associ-

ated with its community and the formation that community’s 

identity. In his What Is Architecture? (Kenchiku to wa nanika, 
2011), Fujimori explains that he follows two rules in his design 

practice: First, don’t imitate anyone’s buildings, no matter the 

period, whether historical or contemporary, or the architectural 

style; and second, use natural materials or plants to harmonize 

the buildings with nature. Within these rules, Fujimori expresses 

his free spirit in creating buildings using traditional materials 

and technologies and in harmony with the local landscape. 

Teahouse Tetsu 

/RFDWHG�LQ�.L\RKDUX�$UW�9LOODJH��7HDKRXVH�7HWVX�LV�RQH�RI�WKH�
Fujimori’s freestanding teahouses. Kiyoharu, built on the site 

of a former elementary school in the mountain area of Nagano 

prefecture, is the realization of a dream of the Shirakaba-ha 

artists. Its founder, Chozo Yoshimi, who is one of Japan’s most 

well-known art dealers and well acquainted with Shirakaba-ha 

artists, asked Fujimori to design the teahouse as an art object. 

7KH�WHDKRXVH�VWDQGV�DV�D�´RQH�OHJ�VFDUHFURZµ�EHVLGH�D�IUDJ-

ment of Eiffel Tower and museums by Tadao Ando and Yoshio 

Taniguchi.

 

To enter the teahouse, one has to ascend a tree trunk to a 

platform and then climb a ladder to a small entrance strung 

with gold. The structure shakes along with the movement of 

the visitor, as the building is an extension of the tree—or, as 

Fujimori puts it, the “space [is] nestled in the ribs coming out of 

WKH�VSLQH�µ�7KH�WHDKRXVH�LV�WKH�VDPH�KHLJKW�DV�WKH�VXUURXQGLQJ�
cherry blossoms in spring, offering visitors a feeling of oneness 

with nature. Noh player Hideo Kanze described it as “a space 

to return [to] oneself by unifying with nature away from the 

HPRWLRQDO�GLVWUHVV�LQ�WKLV�ZRUOG�DQG�>RQH·V@�GLVDEOHG�ERG\�µ�VXJ-

gesting that it represents the essential spirit of the tea ceremony 

as well as the utopian idea of Shirakaba-ha.

 

The teahouse is only 2.5 square meters wide, but it feels unex-

pectedly spacious, thanks to its conical shape and wide corner 

window. The roof’s hand-rolled copper plate, the handblown 

window glass, a window opening assembled only by inserting 

VWLFNV��D�VPDOO�IXUQDFH�SODFHG�FDVXDOO\��DQG�WKH�JUDVV�PDW�ÁRRU�
covering are among the building’s rustic handmade details. The 

handmade glass of the windows provides a distorted view of 

the outside, representing Fujimori’s resistance to the popular 

contemporary notion of transparency realized through mechan-

ical technology. The teahouse’s peaceful and intimate atmo-

sphere is more like that of a children’s tree house than a formal 

conventional teahouse—showing Fujimori’s interest in aligning 

Teahouse Tetsu with the origin of a primitive hut.

The unique idea of Fujimori’s teahouses 

The Japanese teahouse is a place for meditation, intimate con-

versation, and appreciating the highly sophisticated aesthetics 

of objects. Symbolic and philosophical meanings are often 

implied in the detail, arrangement, materials, and size of the 

space; the way various materials are used in the design demand 

visitors to have intellectual ability and knowledge of manners 

of bodily movement. In studies of Japanese architecture, tea 

master Senno Rikyu’s So-an (glass cottage) style has been 

recognized as having the most highly elaborate architectural 

representation, with a sensitive and naturalistic philosophy of 

Zen, even though Rikyu himself kept challenging and decon-

structing tradition. Fujimori examined Japanese teahouses’ 

construction and social context, the psychological and sensory 

aspects of their design, and their intended spatial use. Addi-

tionally, he studied the functions of teahouse in each period of 

history, including the lost meanings and arbitrary nature of their 

design. Then, with the Teahouse Tetsu, Fujimori threw (ucchari) 

teahouse theories overboard. He criticized, relativized, and rear-

ranged the rules, aesthetics, and meanings of teahouse design 

and replaced them with his idea of the origin of architecture.

Fujimori’s works and words are favorites of the public, who 

appreciate his buildings’ sensuous and spontaneous aspects. 

Two recent teahouses, Takasugi-an, or Too-Tall Cottage (Na-

gano, 2004), standing in his parents’ farmland near the Jin 

Chokan Moriya Historical Museum, and Soratobu Dorobune, or 

Flying Mud Boat (Nagano, 2010), pique people’s curiosity, with 

their unusual shapes and settings. As later Irikawa-tei (Taiwan, 

������VWDQGV�RQ�ÀYH�EDPERR�WUHHV��7DNDVXJL�DQ�VWDQGV�RQ�WZR�
very tall and thin tree trunks, its ephemeral construction an 

extreme expression of instability. It sways with the wind and the 

movement of its visitors, whose sense of fear may be sharpened 

along with their sense of liberation from the earth. Fujimori 
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Exterior and  interior view of Chocolate House, Kokubunji-city, Tokyo (2009)
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Interior and exterior view ofTakasugi-tei (too tall house)  

Chino-city, Nagano (2004)
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Hayman Island House. (Photo: Anthony Browell)
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To know a building by Kerry Hill is to experience a carefully 

orchestrated sequence of spatial moments. Collectively, these 

PRPHQWV�²�DQG�WKHUH�DUH�PDQ\�²�VRPH�ÁHHWLQJ��VRPH�H[WHQG-

ed like the passage of a long corridor, amount to a gradual 

transformation of mood. You become sensitized. You become 

calm. It’s not too pompous even to suggest that the experience 

is transcendent. This is a bold claim but the evidence resides in 

the work itself – work that is spread across diverse continents, 

cities and landscapes. There are few architects today whose 

buildings, at the same time, speak so eloquently of their place. 

Hill has no qualms about looking directly at local materials, 

forms and construction practices for his language. The poetry of 

his making speaks across cultures, not in any way demanding a 

hegemonic reading but instead allowing visitors to slow down, 

to pace themselves to what Vikram Seth described in his ro-

PDQWLF�QRYHO�RI�HSRQ\PRXV�WLWOH�DV�´DQ�HTXDO�PXVLF�µ1

 This is a 

term, which I have purloined and applied to the point at where 

the haptic and optic in architecture coalesce.  

 It would be hard to identify another Western architect who 

has practised for more than forty years in an Asian setting and 

achieved the same level of reconciliation of spatial and mate-

rial cultures and still adhered to precepts of the modern. One 

thinks of architects like Antonin Raymond whose practice and 

work spanned across Japan, India and the United States or 

Joseph Allen Stein who practised and worked in California and 

India.
2

 Both these architects were modest and deeply respectful 

of the cultures in which they found themselves. But they also 

recognized the inherent modernity of traditional architectures 

and deployed, to their advantage, what might be described 

as the classical tendencies of either a timeless vernacular or a 

pedigreed architecture of pedigreed patronage for ultimately 

rational ends. It is no surprise therefore to learn of Kerry Hill’s 

UHVSHFW�DQG�LQÁXHQFH�IRU�ZKDW�PLJKW�EH�GHVFULEHG�DV�WKH�
‘wholeness’ of Balinese and Japanese culture and their respec-

WLYH�DUFKLWHFWXUDO�WUDGLWLRQV�ZKHUH�UHÀQHG�FUDIW�LV�LQWULQVLF�QRW�
just to utility but symbolizes an elevated intellectual plane.

3

 It 

LV�DOVR�QR�VXUSULVH�WKDW�WKH�LQÁXHQFH�RI�/RXLV�.DKQ�DQG�0LHV�
van der Rohe are invoked and that Hill’s exquisite plans begin 

life as hand-drawn abstract shapes in blue pencil.
4

 His practice 

continues to hold dear the connection between mind, eye and 

hand. As in most works of music, someone has to string the 

notes together. Hill is not ready to abdicate intention. 

:LWK�WKH�H[FHSWLRQ�RI�$UPLWDJH�+LOO�LQ�6UL�/DQND��D�SODFH�RI�
personal preoccupation for Kerry Hill since 1992, the collection 

of work featured in this volume dates from the last ten years of 

his largely Singapore-based practice.
5

 The buildings are located 

in Singapore, India, Bhutan, Thailand, Jordan, and Hill’s native 

Australia. They include hotels, houses and a theatre: places of 

dwelling and public gathering. They are also places that be-

FRPH�DW�FHUWDLQ�WLPHV��VLWHV�RI�LQWHQVH�LQGLYLGXDO�UHÁHFWLRQ��,W·V�
revealing then to consider the hotel, a building type with which 

Kerry Hill has had a long and venerable association since his ear-

ly blooding with the type at the Bali Hyatt for Palmer and Turner 

LQ������6 Unlike the bucolic informality of the tropical hotels 

of Geoffrey Bawa and Peter Muller, two architects whom Hill 

counts as friends and mentors, Hill’s hotels translate the con-

cept of resort into the utopian setting of the Cistercian or Bud-

dhist monastery. Each of those monastic communities contains 

a series of buildings where the movement through courtyards 

of different size, serial repetition whether via column, window 

or doorway, serial passage along colonnade and cloister, and 

embracing protective roofs all combine to offer places for public 

ritual or private prayer. In the case of the hotel, it is public and 
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An Equal Music

Philip Goad

The Architecture 
of Kerry Hill
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private escape from an external sensory maelstrom. Hill subverts 

the idea of the brash bustling international hotel for the tran-

scendent experience of individual contemplation. Thus at The 

Chedi in Chiang Mai, the guestroom corridor has an ascetic qui-

et made lyrical by dappled shade. At Amankora Paro in Bhutan, 

vernacular farmhouses become habitable temples. At ITC Sonar 

Bangla, the centre is not a cloister but a spreading bagh (water 

garden): the palace and monastery merge. At the Aman in New 

'HOKL��UHVLGHQWLDO�VODEV�EHFRPH�PXWH��GHÀQLQJ�ZDOOV��HOHJDQW�
bastions against the noise of the city beyond.    

For Hill, the house also becomes another community of build-

ings: a monastery, temple or palace but in miniature. The living 

room of the Ogilvie House is an open pavilion framed by two 

‘walls’ with the ocean resplendent as a framed view. At Hayman 

Island, the dining terrace is a double height, stretched bale, 

monumental in the greater landscape but intimate from within 

a guest bedroom. These are pleasure pavilions certainly, but 

they also convey a pervasive, almost aristocratic sense of ere-

mitic tranquility. Even in the high-rise block of Martin No. 38 in 

Singapore, the one-bedroom apartments of the low-rise towers 

have a treasured separateness from the elevated public land-

scape of gymnasium and pool. The exception in this collection 

is the State Theatre Centre in Perth. However here, the complex 

becomes a secular temple to the senses. The ceiling of the main 

foyer is hung with a forest of golden metal tubes, a chorus of 

sheer visual delight before hushed silence is demanded in the 

auditorium’s timber-lined drum in readiness for performance by 

others. Materiality is deployed here like the episodic progression 

of a symphony. The complex at Armitage Hill is a combination 

of all three: house, hotel (or rather a place for receiving guests), 

and theatre (or rather a landscape for the rituals of relaxation). 

7KLV�LV�+LOO·V�YHUVLRQ�RI�%DZD·V�/XQXJDQJD� but a place where 

the orchestration of new buildings and new terraced landscapes 

is like an ongoing and unfolding dream.

,Q�HDFK�RI�WKHVH�EXLOGLQJV��.HUU\�+LOO�KDV�UHÀQHG�KLV�QRWDWLRQDO�
elements and from this tectonic language, three elements stand 

RXW��7KH�ÀOLJUHHG�VFUHHQ�FURVVHV�FXOWXUHV�DV�D�YHLO�WR�HQVXUH�
modesty and privacy, a mechanism to see and not be seen, a 

light diffuser, a ventilating grille, an ornamental device – the 

jali of Mughal princes - and a moderator of climate. Water 

EHFRPHV�D�QHZ�JURXQG�SODQH�RI�UHÁHFWLRQ��D�JDUGHQ�ZKHUH�
the earth is see-through, a perfect bath to cleanse the body, 

a cooling device to take advantage of any zephyr of breeze, 

DQG�LI�PRYLQJ��FUHDWLQJ�DQ�DXUDO�VKLIW�LQ�NH\��GHÀQLQJ�DPEL-
ence. Walls, always orthogonal, speak of the place: rammed 

earth in Bhutan; terra cotta in Kolkata; Gangapur sandstone in 

New Delhi; local Jordanian stone in Dibeen. Connecting these 

elements – screen, water and wall – in an ever-changing hymn 

is the diurnal passing of shadows. Kerry Hill’s buildings make 

physical a contemporary reading of Junichiro Tanizaki’s In Praise 

of Shadows where the subtle gradation of darkness illuminating 

the texture of wood grain or the lustre of gold leaf is played 

off against the brightness of light.
8�/LNH�7DQL]DNL·V�PDVWHUZRUN��

Hill’s architecture is an ode to the act of not forgetting the 

shadows of time and tradition while still embracing the light of 

modernity. To each, Hill plays an equal music. 
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Amankora 
Thimphu, Punakha and Paro in Bhutan

����

Bhutanese in form, materiality and spirit, these innovative and 

regionally sensitive architecture are resort projects situated in cities of 

Paro, Punakha and Thimpu, within the Himalayan kingdom of Bhutan. 

The building form and proportion are conversant with traditional 

Bhutanese architecture with references to indigenous weaving and 

dying processes. 

7KH�RXWHU�VKHOO�RI�WKHVH�EXLOGLQJV�DUH�FRQVWUXFWHG�ZLWK�D�UHÀQHG�
indigenous mud building technique. Traditionally, earth is compacted 

in a timber framework manually with wooden hammers and white lime 

is plastered to prevent it from deteriorating over time. However, at the 

Amankora buildings, earth was poured into a metal framework and 

compacted mechanically in layers. The earth mixture had a percentage 

RI�FHPHQW�DQG�ZDWHUSURRÀQJ�DGGLWLYH�ZKLOH�WKH�H[WHULRU�IDoDGH�ZDV�
WUHDWHG�ZLWK�ZDWHUSURRÀQJ�VHDODQW��6WUXFWXUDOO\��ORFDO�WLPEHU�ZDV�XVHG�
IRU�DOO�WKH�ZDOOV�DQG�FHLOLQJV�DQG�VROLG�WLPEHU�ERDUGV�ZHUH�XVHG�DV�ÁRRU�
ÀQLVKHV��
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Photo: Shinkenchiku-sha

Photo: Shinkenchiku-sha
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State Theatre Centre 

Perth, WA, Australia

2010

Kerry Hill Architects won this new centre through a design competition 

in November 2005 and the construction began in 2006. This $100 mil-

OLRQ�FHQWUH�IDFLOLWDWHV�����VHDW�+HDWK�/HGJHU�7KHDWUH��D������VHDW�ÁH[L-
ble performance space known as Studio Underground, a multi-purpose 

outdoor space, associated rehearsal rooms and public foyer spaces as 

well as state-of-the-art theatre equipment. The concept for this building 

arises from an interchange of opposite forces, a sensation between 

darkness and light, an expression between mass and transparency 

and a language between robust and delicate. It intends to convey the 

spatial drama associated with the experience of attending a theatrical 

performance.

7KH�IR\HU�VSDFHV�LV�PXOWL�OHYHOOHG�DQG�IHDWXUHV�GUDPDWLF�PHWDOOLF�ÀQLVKHV��
Studio Underground is clad in black metal. Each of the theatres within 

the centre are vertically stacked, creating space for the outdoor perfor-

mance area. The practice describes its design as deliberately contempo-

rary in expression, with spaces articulated by form and material.
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Pachacamac House (Photo: Cholon Photography)
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In 1911, the American explorer Hiram Bingham came upon 

the most emblematic Inca complex ever, Machu Picchu. While 

WKLV�HYHQW�KDV�EHHQ�FDOOHG�D�´GLVFRYHU\�µ�WKH�ORFDOV�ZKR�JXLGHG�
Bingham to its location had cultivated the stone terraces of 

the site, built during the 15th century, for 100 years before 

Spaniards reached the Inca land. Fortunately, Machu Picchu was 

not found by Spanish colonizers and remained conserved under 

the vegetation that had covered it for nearly 500 years.

When Bingham revealed the importance of Machu Picchu, 

the topic of identity was becoming central in the discourse on 

nation-state building in Peru, which is still ongoing. Machu 

Picchu and other Inca archaeological sites of the Urubamba 

River valley were chosen as symbols for this new nation. While 

Inca architecture became one of the most exploited symbols 

for the creation of a Peruvian identity, indigenous peoples, 

inheritors of the Inca civilization and their traditions, were 

treated with disdain during the 286 years of colonization and 

evangelization. Nevertheless, the resilient Andean communities 

could safeguard their worldview and the traditional knowledge 

represented at Machu Picchu. 

Contemporary architecture in Peru suffers from a particular 

SDUDGR[��'HVSLWH�WKH�FRXQWU\·V�KDYLQJ�VXFK�PDJQLÀFHQW�
examples of architecture that converse with the environment 

and site, there is a discontinuity between Inca building tradition 

and contemporary Peruvian architecture. The latter, fueled 

by a capitalist market, is seen as the soulless and uninspired 

SURGXFWLRQ�RI�EXLOGLQJV��7KH�´FRORQLDO�VW\OHµ�WKDW�KDV�EHHQ�
constructed over pre-Hispanic foundations has been copied 

LQ�QHR�FRORQLDO�DUFKLWHFWXUH��DQG�WKH�´FKLFKD�VW\OHµ�KDV�
LQYDGHG�3HUXYLDQ�FLWLHV��3HUX·V�DUFKLWHFWXUH�LV�WKH�UHÁHFWLRQ�RI�D�
society that has been traumatized by a colonial past and later 

integrated into a global civilization without being healed of 

those traumas.

,W�LV�LQ�WKLV�FRQWH[W�WKDW�/XLV�/RQJKL�RSHUDWHV�DV�DQ�DUFKLWHFW�
LQ�3HUX��/RQJKL·V�DUFKLWHFWXUH�LV�D�UHÁHFWLRQ�RQ�WKH�LGHQWLW\�RI�
Peruvian culture and conversations with Incan architecture. Born 

LQ������LQ�WKH�FLW\�RI�3XQR��QH[W�WR�/DNH�7LWLFDFD��WKH�VDFUHG�
lake of the Peruvian Altiplano, where the Incas are thought to 

KDYH�RULJLQDWHG��/RQJKL�IHHOV�YHU\�FORVH�WR�WKLV�ODQGVFDSH��2I�
Italian descent, he was raised among Quechua and Aymara 

people, who connected him emotionally with their indigenous 

ancestors and their traditions, which were undermined by the 

hegemonic Western culture imposed over the Andean world. 

After studying and living outside Peru for 15 years (in the 

8QLWHG�6WDWHV�DQG�,QGLD���/RQJKL�IHOW�FRPSHOOHG�WR�UHWXUQ�WR�KLV�
homeland to recover its architectural essence and to create a 

contemporary Inca architecture.

/RQJKL�JUDGXDWHG�IURP�WKH�5LFDUGR�3DOPD�8QLYHUVLW\�LQ�/LPD��
where he studied under Juvenal Baracco for four years and 

worked for additional two, before going to the United States 

for postgraduate studies. He completed his master’s degree 

in architectural design and sculpture at the University of 

Pennsylvania and further studies at the Harvard Graduate 

School of Design in Boston. He worked with recognized 

architects like B.V. Doshi, Adele Santos, David Slovic, John 

Bower, and Marshall D. Meyers. He taught at his alma mater 

the Ricardo Palma University and also at the Peruvian University 

RI�$SSOLHG�6FLHQFHV��83&��LQ�/LPD�DQG�WKH�8QLYHUVLW\�RI�+DZDLL�
at Manoa.

/RQJKL�VHDUFKHV�IRU�DQ�RULJLQDO�DUFKLWHFWXUH�WKURXJK�D�
communication with place, a feel for local materials, and an 

Maya Ishizawa is a Peruvian architect with a degree from the School of Architecture 
and Urbanism at the Ricardo Palma University, Lima, and experience in architec�
WXUDO�GHVLJQ��FRQVWUXFWLRQ��VWDJH�GHVLJQ��DQG�DUW�GLUHFWLRQ��,Q�������VKH�UHFHLYHG�WKH�
Monbukagakusho scholarship from the Japanese government for research on cultural 
landscapes in the Andes region. In 2009, she obtained a master’s degree in media 
and governance at Keio University in Tokyo, after which she did an internship at the 
81(6&2�:RUOG�+HULWDJH�&HQWUH�LQ�3DULV��,Q�������VKH�UHFHLYHG�D�3K�'��LQ�KHULWDJH�
VWXGLHV�IURP�WKH�,QWHUQDWLRQDO�*UDGXDWH�6FKRRO�DW�%78�&RWWEXV�6HQIWHPEHUJ��*HU�
PDQ\��&XUUHQWO\��VKH�ZRUNV�DV�D�UHVHDUFKHU�LQ�WKH�:RUOG�+HULWDJH�6WXGLHV�3URJUDP�
at the University of Tsukuba in Japan, where she focuses on landscape studies and 
QDWXUH�FXOWXUH�OLQNDJHV�LQ�KHULWDJH�FRQVHUYDWLRQ�

In Search of a 
Contemporary 
Machu Picchu
The Project of 
Luis Longhi
Maya Ishizawa
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DELOLW\�WR�SOD\�ZLWK�OLJKW��+H�IHHOV�D�NLQVKLS�ZLWK�/RXLV�.DKQ��
Isamu Noguchi, Peter Zumthor, Carlo Scarpa, and, of course, 

his pre-hispanic architect ancestors, through their works at the 

waka of Puruchuco, the Temple of the Moon in Machu Picchu, 

and the Tiahuanaco Gate of the Sun. 

$W�WKH�VDPH�WLPH��DV�DQ�DUWLVW�VFXOSWRU�DQG�DUFKLWHFW��/RQJKL�
listens to his instincts at moments of creation. He has also 

developed principles that he elaborates through his practice. 

First, he understands nature as a divine creation from which 

he derives a respect for the environment and place. Second, he 

considers the work of an architect as the translation of a divine 

creation. By accepting the intepretation of the word design as 

EHLQJ�IRUPHG�E\�GH��PHDQLQJ�´GLYLQH�µ�DQG�VLJQXP��PHDQLQJ�
´VLJQ�µ�/RQJKL�GHÀQHV�GHVLJQ�DV�WKH�DFW�RI�WDNLQJ�GLYLQH�
decisions that would give the architect the huge responsibility 

RI�EHLQJ�WKH�´JXDUGLDQ�RI�WKH�SODQHW�µ�,W�LV�WKURXJK�WKLV�
SDUDPHWHU�WKDW�/RQJKL�XQGHUVWDQGV�KRZ�WR�UHFRJQL]H�JRRG�
DUFKLWHFWXUH³WKH�NLQG�WKDW�FDQ�PRYH�HPRWLRQV��7KLUG��/RQJKL�
XVHV�/RXLV�.DKQ·V�QRWLRQ�RI�DQ�´DUFKLWHFWXUH�ZLWK�VRXOµ�DV�
inspiration. Fourth, he considers himself as having been, like 

/XLV�%DUUDJiQ��´WRXFKHGµ�E\�EHDXW\��$QG�ÀQDOO\��KH�DGPLUHV�WKH�
labor of Inca architects who honored their gods through their 

ZRUN��+HQFH��/RQJKL·V�VHDUFK�IRU�DQ�DUFKLWHFWXUH�WUDQVODWHV�DV�
work that is responsible to the environment and the cultural 

space, charged with a soul that can elicit emotions in its 

dwellers and visitors, and that connects the present with the 

past, especially in the context of Peru through the regeneration 

of Inca design principles. 

/RQJKL�HQMR\V�QRW�RQO\�ZRUNLQJ�LQ�WKH�QDWXUDO�ODQGVFDSH��DV�
evidenced by his beach houses, but also establishing deep 

relationships with old buildings in ruin. Both his Yuyanapaq and 

Municipal Theater projects connect memories with buildings. 

In Yuyanapaq, housed in the decaying Casa Riva Agüero, which 

ZDV�UDQVDFNHG�GXULQJ�WKH�3DFLÀF�:DU�LQ�WKH���WK�FHQWXU\��KH�
connects memories and buildings and confronts the more 

recent Peruvian terrorism and war (1980–92), the effects of 

which have been borne primarily by the inheritors of the Inca, 

the Andean peasant communities. For six months, through 

pictures and recordings, the victims of the war became the 

dwellers of this house in ruins, achieving a poetic metaphor 

between the country and the house.

7KH�0XQLFLSDO�7KHDWHU��SDUWO\�FRQVXPHG�E\�D�ÀUH�LQ�������
ZDV�DGDSWHG�E\�/RQJKL�WR�EH�D�VHWWLQJ�IRU�6KDNHVSHDUH·V�.LQJ�
/HDU��/RQJKL�WUDQVIRUPHG�WKH�DXGLHQFH�ÁRRU�LQWR�WKH�VWDJH��
connecting the old decaying theater through a platform 

that later became the stage for several other plays. In this 

LQWHUYHQWLRQ��/RQJKL�WULHG�WR�UHVSHFW�WKH�EXLOGLQJ�DQG�LWV�
wounds, leaving them until it was restored.

7KH�3DFKDFDPDF�+LOO�+RXVH�LV�/RQJKL·V�PRVW�HPEOHPDWLF�
work. A residence for a distinguished intellectual couple, the 

KRXVH�FDSWXUHV�DOO�WKH�SULQFLSOHV�WKDW�JXLGH�/RQJKL·V�SUDFWLFH��
recovering pre-Hispanic symbols and traces and masterfully 

expressing the deep interrelations between art, architecture, 

and place. Working with local materials found on-site, he 

created land art between the sea and the hills of the Andes.

7KHVH�DUH�RQO\�WKH�ÀUVW�VWRQHV�RI�D�FRQWHPSRUDU\�0DFKX�3LFFKX�
LQ�/RQJKL·V�YLVLRQ��%XW�NQRZLQJ�0DFKX�3LFFKX�ZDV�QRW�WKH�WDVN�
RI�D�VLQJOH�DUFKLWHFW��/RQJKL��DV�DQ�HGXFDWRU��DLPV�WR�QXUWXUH�
a new generation of Peruvian architects who will respect the 

environment, the place, and the culture and who are ready to 

DGG�QHZ�VWRQHV�LQ�WKH�HGLÀFH�RI�D�FRQWHPSRUDU\�0DFKX�3LFKX�

Photo: Veronica Schereibeis
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´7RXFKLQJ�WKH�2FHDQµ 
Alvarez House 

0LVWHULR�%HDFK��/LPD��3HUX
2010

/RFDWHG�DW�D�FOLII�RI�3OD\D�0LVWHULR�LQ�D�JDWHG�EHDFK�FRPPXQLW\�����NP�
VRXWK�RI�/LPD��WKLV�EHDFK�KRXVH�ZDV�WKH�DQVZHU�WR�D�VSHFLÀF�SURJUDP�
requirement given by the client a successful surgeon with a large family. 

It has a vehicular and pedestrian access at approximately 40m over sea 

level. The social area of the house was required near the entry occu-

pying two levels while accommodations for children and parents were 

organized in two parts: two levels above socials area were designated 

for the boys and their guests and three levels below social area for 

parents, girls and their guests. Swimming pool and recreational facilities 

were located at lower levels occupying a series of terraces designed to 

connect the house with the ocean. 

0 2 10

0 2 10

110



111

Photo: Cholon Photography



134



135

C. Anjalendran
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The Architecture 
of C. Anjalendran

David Robson

Much More from a 
Lot Less

After graduating at University College London, David Robson spent three years in Sri 
Lanka helping to establish a new School of Architecture in the University of Colombo. 
%HWZHHQ������DQG������KH�ZDV�WKH�3ULQFLSDO�+RXVLQJ�$UFKLWHFW�LQ�:DVKLQJWRQ�1HZ�
Town in the UK where a number of his designs won national awards. In the early 
1980s he worked as a planning adviser on the Sri Lankan government’s ‘100,000 
Houses Programme’. He has been Professor of Architecture in the University of 
Brighton and a Visiting Professor in the National University of Singapore and in the 
7HFKQLFDO�8QLYHUVLW\�RI�%UQR���+H�LV�WKH�DXWKRU�RI�ERRNV�RQ�ORZ�FRVW�DLGHG�VHOI�KHOS�
housing and housing for the elderly as well monographs on Sri Lankan architects 
Geoffrey Bawa (2002) and C. Anjalendran (2009). His most recent books include 
The New Sri Lankan House (with Robert Powell, 2015) and The Architectural Heritage 
of Sri Lanka (with C. Anjalendran and Dominic Sansoni, 2015).

©�'DYLG�5REVRQ��%ULJKWRQ��2FWREHU�����

Anjalendran occupies a pivotal position in the evolution of 

FRQWHPSRUDU\�6UL�/DQNDQ�DUFKLWHFWXUH��+H�ZDV�ERUQ�LPPHGLDWHO\�
DIWHU�6UL�/DQND�JDLQHG�LWV�LQGHSHQGHQFH�DQG�JUHZ�XS�LQ�D�
world of apparent harmony and tolerance, a world which was 

shattered by the anti-Tamil riots of 1983 and the subsequent 

decades of civil war. 

+DYLQJ�ZRUNHG�EULHÁ\�LQ�WKH�RIÀFH�RI�PDVWHU�DUFKLWHFW�*HRIIUH\�
%DZD�DW�WKH�HQG�RI�WKH�����V�KH�GHYHORSHG�KLV�RZQ�SUDFWLFH�
during the 1980s against a background of rising communal 

discord. He was younger than the early generation of Bawa 

associates – such as Raheem, Ratnavibushana and Jacobsen 

ZKR�KDG�ZRUNHG�ZLWK�%DZD�GXULQJ�WKH�����V�DQG�HDUO\�����V�
– and older than the generation of Jayatilleke, de Mel and 

Daswatte, his own former assistants, who worked with Bawa 

during the 1990s.  However, throughout the 1980s he acted as 

Bawa’s unpaid personal assistant and took on the role of link 

between these different groups.  

Anjalendran studiously avoided the ‘contemporary vernacular’ 

mode which characterised Bawa’s work of the 1960s, 

and his designs respond to Minnette de Silva’s call for a 

regional modern approach (de Silva, 1953, 1965) which was 

ODWHU�DGRSWHG�DQG�GHYHORSHG�E\�%DZD�GXULQJ�WKH�����V��
Anjalendran’s projects use local materials and technologies to 

make affordable buildings that are robust and easy to maintain 

²�PRUH�ZLWK�OHVV��/LNH�%DZD�EHIRUH�KLP�KH�H[KLELWV�D�VHQVLELOLW\�
to space and the scenographic dimension of architecture but 

he places greater emphasis on surface texture and materiality.  

Whilst Bawa remains his acknowledged guru, Anjalendran 

has never imitated him, preferring to develop his own 

preoccupations. And he exhibits his own special qualities – a 

clarity of purpose, a simple directness, a preoccupation with the 

social implications of spatial hierarchies, and the use of colour 

to amplify intentions.

A member of the minority Tamil community, Anjalendran still 

UHJDUGV�KLPVHOI��ÀUVW�DQG�IRUHPRVW��DV�6UL�/DQNDQ��+H�ZDWFKHG�
in despair as many of his friends and relatives left the island, 

but he resolved to stay, and today he is one of the very small 

number of Tamils who are active in the architectural profession.  

At once an outsider and an insider, his work is undeniably Sri 

/DQNDQ�LQ�VSLULW�WKRXJK�LW�LV�HQOLYHQHG�E\�7DPLO�QXDQFHV��

Anjalendran was born in Colombo in 1951 into a family that 

had originated in Jaffna’s Nallur district and had prospered 

as civil servants under Dutch and British rule. His maternal 

grandfather was Suntharalingam, a famous mathematician 

and politician who was an early advocate of a separate Tamil 

state, and his father, Chelvadurai, was a successful engineer. 

Nominally Hindu, the family was western in outlook and spoke 

English in their bungalow home. 

Anjalendran studied at Colombo’s elite Royal College, but 

during his teens he trained as a dancer and was the most 

promising male exponent of Bharata Natyam of his generation, 

a fact which probably contributed to his strong awareness of 

space. Soon after his coming-out dance, however, his father 

made him give up dancing to concentrate on academic studies. 

,Q������KH�ZDV�RIIHUHG�D�SODFH�WR�VWXG\�HQJLQHHULQJ�DW�WKH�
University of Moratuwa but later switched to the newly opened 

architecture course in the University of Colombo and gained his 

GHJUHH�LQ��������+H�WKHQ�WUDQVIHUUHG�WR�WKH�%DUWOHWW�LQ�/RQGRQ�
DQG�FRPSOHWHG�KLV�GLSORPD�LQ������EHIRUH�MRLQLQJ�%LOO�+LOOLHU·V�
´6SDFH�6\QWD[µ�FRXUVH�ZKHUH�KH�REWDLQHG�DQ�0�6F��LQ������
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%DFN�LQ�&RORPER��$QMDOHQGUDQ�ZRUNHG�EULHÁ\�ZLWK�*HRIIUH\�
Bawa at a time when the master architect was developing 

GHVLJQV�IRU�WKH�6UL�/DQND�3DUOLDPHQW�DQG�WKH�5XKXQX�
University Campus. However, it soon became clear that he 

GLG�QRW�ÀW�LQWR�WKH�RIÀFH�HQYLURQPHQW��DQG�ZLWK�%DZD·V�
KHOS�DQG�HQFRXUDJHPHQW��KH�VWDUWHG�KLV�RZQ�RIÀFH�RQ�KLV�
mother’s veranda in 1981. But the two remained friends, and 

Anjalendran acted as Bawa’s unpaid assistant and amanuensis 

during the next decade. Indeed he was largely responsible, 

behind the scenes, for putting together Bawa’s so-called “White 

%RRNµ�ZKLFK�ZDV�SXEOLVKHG�LQ�������7D\ORU���������DQG�KHOSHG�
WR�RUJDQLVH�WKH�H[KLELWLRQ�ZKLFK�ZDV�VKRZQ�ÀUVW�DW�WKH�5,%$�
LQ�/RQGRQ�DQG�ZKLFK�ODWHU�WUDYHOOHG�WR�%UD]LO��$XVWUDOLD�DQG�
Singapore.

Anjalendran’s practice has always been small. For ten years it 

operated on his mother’s veranda in Cinnamon Gardens and 

was folded away at night. Since 1991 it has occupied a veranda 

RQ�RQH�VLGH�RI�WKH�FRXUW\DUG�RI�KLV�RZQ�KRPH�RIÀFH�LQ�WKH�
outer suburb of Battaramulla. He owns neither car nor mobile 

phone, and has never employed a secretary. He claims that he 

can survive by building one project per year, while two will also 

support a tour of India, and three will fund a trip to Europe.

One early project was ‘given’ to Anjalendran by Geoffrey Bawa 

and involved the insertion of an advertising agency into an 

existing bungalow. Anjalendran insists that Bawa also supplied 

the initial ideas, but the project helped to launch his practice 

and strengthened the bond between them. It coincided with his 

design of a compact courtyard house for the historian Senake 

Bandaranayake and his wife Manel Fonseka (1980). In many 

ways this can be viewed as a scaled-down version of Bawa’s 

Ena de Silva House, though it occupies one third of the land. It 

suggests that Anjalendran began with a desire to emulate the 

master while making his ideas more accessible.

More houses followed: several, such as the Alagaratnam House 

�������DQG�WKH�/LODQL�GH�6LOYD�+RXVH���������H[SORUHG�ZD\V�RI�
creating viable town houses on ever smaller plots.  The latter 

RFFXSLHG�D�PHUH���SHUFKHV������VTP���EXW�PDQDJHG�WR�SDFN�LQ�
three bedrooms, servants’ quarters, three courtyards and two 

roof terraces, all enjoying light, air and privacy. Non-housing 

SURMHFWV�RI�WKH�VDPH�SHULRG�LQFOXGHG�DQ�RIÀFH�EXLOGLQJ�IRU�
0LOFR���������DQG�DQ�DVWRQLVKLQJ�JHP�IDFWRU\�LQ�1XJHJXGD�
(1992).

In 1983, Anjalendran completed a social centre in Nuwara 

Eliya for SOS Children’s Villages. This led to his becoming the 

organisation’s sole architect over the next fourteen years during 

which time he created a series of schools, social centres and 

orphanages. These projects demonstrated his ability to create 

places of great beauty out of simple materials with minimal 

budgets and allowed him to develop the ideas which had been 

SDVVHG�RQ�WR�KLP�E\�%LOO�+LOOLHU�LQ�/RQGRQ�

/DWHU�SURMHFWV�LQFOXGHG�D�VHULHV�RI�HVWDWH�EXQJDORZV��D�FRFRQXW�
HVWDWH�EXQJDORZ�DW�'DQNRWXZD���������D�FLQQDPRQ�HVWDWH�
bungalow at Mirissa (2002) and, more recently a tea estate 

bungalow at Deniyaya (2013). These enabled him to experiment 

with ways of connecting buildings to landscape.

6RRQ�DIWHU�VWDUWLQJ�KLV�RZQ�RIÀFH�KH�EHJDQ�WHDFKLQJ��ÀUVW�LQ�
the University of Moratuwa and later in the Colombo School of 

$UFKLWHFWXUH��+LV�RIÀFH�KDV�UHPDLQHG�VPDOO�DQG�DOPRVW�DOO�RI�KLV�
assistants have been intermediate or graduate students from 

one or other of the two schools. As a result, a large number 

of today’s practicing architects are his former students or 

assistants.

2IWHQ�WKH�ERXQGDU\�EHWZHHQ�KLV�RIÀFH�DQG�KLV�WHDFKLQJ�VWXGLR�
became blurred. In 1983, he had helped Barbara Sansoni and 

5RQDOG�/HZFRFN�SXW�WRJHWKHU�WKH�VHW�RI�PHDVXUHG�GUDZLQJV�
RI�ROG�6UL�/DQNDQ�EXLOGLQJV�ZKLFK�ZRXOG�ODWHU�EH�SXEOLVKHG�
DV�$UFKLWHFWXUH�RI�DQ�,VODQG��/HZFRFN���������7KLV�LQVSLUHG�
him to embark on his own measured drawing project using 

both his assistants and his students. Measuring old buildings 

gave his students a feel for history and honed their surveying 

and drawing skills, but the results also augmented a growing 

archive of important records and highlighted the need to 

SURWHFW�6UL�/DQND·V�KHULWDJH�

Anjalendran is an obsessive collector and it comes as no 

surprise to learn that his favourite poem is Pablo Neruda’s 

´2GH�WR�7KLQJV�µ�+H�QRZ�RZQV�RQH�RI�WKH�PRVW�FRPSUHKHQVLYH�
FROOHFWLRQV�RI�FRQWHPSRUDU\�6UL�/DQNDQ�SDLQWLQJV�DV�ZHOO�
as representative collections of carved Portuguese saints, 

bronze Hindu gods, Ena de Silva batiks, and Barbara Sansoni 

handlooms. However, it is his vast library of dossiers on all 

the leading architects and artists of his day which is the most 

noteworthy. This has enabled him to write with authority on a 

range of topics and publish widely across the sub-continent.

The following selected projects illustrate a number of different 

typologies and cover each decade of Anjalendran’s practice.
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SOS Children’s Village 
*DOOH���������

In the early 1980s the Austrian charity SOS Childern’s Villages 

,QWHUQDWLRQDO�HPSOR\HG�DQ�,QGLDQ�ÀUP�RI�DUFKLWHFWV�WR�EXLOG�WKHLU�
ÀUVW�YLOODJH�LQ�6UL�/DQND�DW�3LOL\DQGHOD�QHDU�&RORPER��6RRQ�DIWHU�WKLV�
Anjalendran was commissioned to build a second village in Nuwara 

Eliya as well as a school in Piliyandela.  The Piliyandela school was built 

using locally available materials with a unit cost of less than half that 

of the adjacent village.  Subsequently Anjalendran became the main 

626�DUFKLWHFW�LQ�6UL�/DQND�DQG�RYHU�WKH�QH[W�IRXUWHHQ�\HDUV�ZHQW�RQ�WR�
design two more villages, several schools and social centres and a home 

for retired mothers.

The Galle SOS Village is located on the northern edge of the town.  

Anjalendran’s plan placed the administrative buildings next to the road 

and relegated the village and its associated primary school to a wooded 

hillside at the back of the site.  This had the advantage of leaving a 

ODUJH�ÁDW�DUHD�IUHH�IRU�D�SOD\LQJ�ÀHOG��EXW�DOVR�DOORZHG�WKH�KRXVHV�WR�
EHQHÀW�IURP�WKH�LPSURYHG�YHQWLODWLRQ�DQG�WUHH�VKDGH�RI�WKH�KLOOVLGH�

Visitors enter the enclosed courtyard of the reception building and then 

FURVV�WKH�SOD\LQJ�ÀHOG�DORQJ�DQ�DYHQXH�RI�DUDOLD�WUHHV���7KLV�WHUPLQDWHV�
in a small pavilion in the form of a traditional ambalama that marks the 

boundary between the school and the village, the two being separated 

by a generously equipped  play space. The plan of the school echoes 

that of the administrative building: two parallel pavilions are linked by 

covered arcades around a courtyard.

The village itself contains a dozen family houses, each home to ten 

children with their surrogate mother, and four staff houses which are

arranged along the contours in such a way as to create two principal 

routes, a central village square and a number of cross-alleyways.  The 

houses are split-level to accommodate the slope. An entrance veranda 

leads into the double height main living room from which half-stairs 

FRQQHFW�XS�DQG�GRZQ�WR�WKH�EHGURRP�ÁRRUV��)ORXWLQJ�WUDGLWLRQ��
Anjalendran placed the kitchen at the front so that it could serve as 

the eye of the house and enable the house-mother to look after her 

charges.

Walls are built of a combination of black granite and honey coloured 

‘kudugal’ and roofs are of clay ‘Calicut’ tiles. Bright colours are applied 

to the concrete frame and the woodwork to add interest and identity, 

DQG�WKH�XWLOLWDULDQ�FHPHQW�ÁRRUV�DUH�SXQFWXDWHG�ZLWK�EULJKWO\�FRORXUHG�
tiles. The buildings were cheap to build but, equally important, they are 

robust and have been easy to maintain.  After twenty years they look as 

good as new.

,Q�*DOOH�$QMDOHQGUDQ�VWULNHV�D�ÀQH�EDODQFH�EHWZHHQ�RUGHU��DFFLGHQW��
unity and variety.  The strong sense of community is tempered by the 

autonomy of the individual parts and the logical pattern of the layout 

is broken to accommodate the vagaries of the landscape.  The spaces 

between the buildings are every bit as important as the buildings 

themselves and every pocket of ground is made to work: boulders are 

incorporated into the landscape and trees offer shade and protection.
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Entrance to the village.



Uluru-Kata Tjuta Cultural Centre (Photo: Jimmy Yang)
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Gregory 
Burgess
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Gregory Burgess has been active as an Australian architect 

VLQFH�WKH�����V��DQG�VLQFH�WKH�����V�KLV�GHVLJQV�KDYH�JDLQHG�
increasing attention in Asia and Europe. His Hackford house in 

HDVWHUQ�9LFWRULD������������EXUQW�GRZQ�LQ�D�IRUHVW�ÀUH��ZDV�RQ�
WKH�FRYHU�RI�WKH�/RQGRQ�$UFKLWHFWXUDO�5HYLHZ·V������LVVXH�RQ�
Australian architecture, and his Uluru Kata-Tjuta cultural centre 

LQ�&HQWUDO�$XVWUDOLD�ZDV�RQ�WKH�FRYHU�RI�7RN\R·V�$�8�LQ�������
3HWHU�'DYH\��UHYLHZLQJ�WKH�ZRUOG·V�DUFKLWHFWXUDO�KRSHV�LQ�������
saw Burgess as one of a few clear prospects as his architectur-

al forms, not determined by market concerns, engaged both 

nature and the spirit. Along with Ralph Erskine and Frank Gehry, 

two of Davey’s other nominees, Burgess shares a pluralist ap-

proach to architecture, with a constant response to the details 

and circumstances of context, built as well as natural. Burgess 

and Gehry developed their approaches initially in responding to 

largely suburban context in their respective cities, Melbourne 

DQG�/RV�$QJHOHV��$W�WKH�VDPH�WLPH��%XUJHVV·�FHOHEUDWLRQ�RI�WKH�
spiritual and the natural in form and materials led to his being 

VHHQ�DV�¶6\GQH\·��*OHQQ�0XUFXWW��5LFKDUG�/H�3ODVWULHU��3HWHU�
Stutchbury) and so outside of Melbourne’s often aggressively 

inner urban, industrial and grit-based architectural thinking. But 

as with Gehry, Burgess has shown an ability to straddle the gulf 

between architectural pluralism and its predominantly urban 

and suburban engagement, and a consciously anti-material, an-

ti-consumerist stance, with architecture marked by a consistent 

environmental concern.

Gregory Burgess’s architectural direction showed early. His 

student designs stressed recycling and careful intervention in an 

existing inner suburbs, warts and all, at a time when the Uni-

YHUVLW\�RI�0HOERXUQH�H[SHFWHG�LWV�ÀQDO�\HDU�VWXGHQWV�WR�ÁDWWHQ�
such surroundings for high-rise replacements. His earlier solo 

practice designs, though broadly characteristic of the early and 

PLG�����V�ZLWK�ZLQGRZ�FKDPIHUV��URXQGHG�UHWXUQ�VWDLUV��EXUVWV�
RI�EULJKW�FRORXU�DQG�HDUWK\�ÀQLVKHG�PDWHULDOV��EXW�VKRZHG�
a spatial and thematic complexity quite distinct from most 

contemporary Australian work. Burgess soon showed an acute 

sense of newer directions, generated in part from his awareness 

of palpably transgressive architects overseas, including Paolo 

Portoghesi, Ralph Erskine, Bruce Goff, Hans Scharoun and, 

much earlier, Rudolf Steiner. 

A marked shift in Burgess’s architecture also developed around 

�����������7KLV�ZDV�VWLPXODWHG�E\�PHGLWDWLRQ�DQG�VKRZV�LQ�
his journey into the sweeping lines and tension of expressed 

movement and the pauses and episodic repose offered by sym-

bolic geometry. These parallel forms resonate with Theosophy’s 

emphasis on eurythmia; they also recall the German Expression-

ists’ fascination with polygonal and crystalline shapes, and the 

way these could act as lenses for the spirit and varied contexts 

of surrounding cities through their vision of the Stadtkrone or 

¶XUEDQ�FURZQ�·�7KLV�OLQNV�KLP�DOVR�ZLWK�:DOWHU�%XUOH\�*ULIÀQ��
Marion Mahony and their circle in Australia earlier. As with the 

*ULIÀQV��%XUJHVV�DOVR�EULQJV�DQ�DFXWHO\�QDUUDWLYH��VHTXHQWLDO�
sense to his plan shapes and expressed themes. The architectur-

DO�FRQVHTXHQFH�RI�QDUUDWLYHV��ZLWK�HSLVRGH�DQG�HQFRXQWHU��ÀQGV�
H[SUHVVLRQ�DQG�H[SORUDWLRQ�LQ�D�VLJQLÀFDQW�FKDLQ�RI�$XVWUDOLDQ�
architects recurring over the last century. Designs of Gregory 

Burgess bring back something of the cultural ferment of the 

1900s when Australia was breaking free from the Victorian 

order through Free Style architecture, the Arts and Crafts Move-

ment, and their own engagement with early modernism.  

To Call My True 
Love To My Dance1
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There is, besides, the continued parallel with often forgotten 

details and imagery from the half-vernacular, half-architected 

tradition of other architecture in Melbourne suburbs and in 

Victoria’s regional buildings. The sheet-panels and battens on 

%XUJHVV·V�0HQGHOVRQ�KRXVH��������������DQG�LQ�WKH�EHGURRP�
wings of his Burraworrin (1998) and Stone House (2005), the 

FDVXDO�WLPEHU�SODQNLQJ�RQ�WKH�RXWHU�ZDOOV�RI�KLV�(OWKDP�/LEUDU\�
and Community Centre (1994), or the similarly planked side 

ZDOOV�RI�KLV�%UDPEXN�/LYLQJ�&XOWXUDO�&HQWUH���������DUH�WKH�VWRFN�
of innumerable, everyday Australian buildings of the period 

1900-1950. Brambuk, which for a moment around its entrance 

leads you in among the storage buildings and side streets of 

many of Victoria’s country towns, speaks of building since mo-

dernity, but of its more casual, taken-for granted byways rather 

than its heroic moments.

And yet Burgess’s architecture has a continual sense of the he-

roic and the monumental. By monumental I mean compressed 

assemblages of forms redolent with meaning, rather than the 

more broadly accepted view of monumental as beyond human 

scale, with massive form and conspicuously enduring materials. 

The monumentality of action has been a recurring character-

istic of Australia’s most interesting architecture, and at several 

points has fused between building genres. In Australia’s Feder-

ation period (1890-1915), for example, suburban houses came 

to embody so much force they could notionally be sited on 

central city street corners and still hold their own. This arguably 

also true of Gregory Burgess buildings: numbers of his houses 

and highway rests could be transplanted to inner city corners 

and work there in sheer architectural energy. This is in part why 

they have a heroic demeanour. But heroism in Gregory Burgess 

buildings also stems from their sheer delight in embracing com-

SOH[�WDVNV�DQG�UHÁHFWLQJ�WKDW�FRPSOH[LW\��

<HW��WKHVH�%XUJHVV�EXLOGLQJV�ZRXOG�EH�GLIÀFXOW�SODFHV�WR�LQKDELW�
if there was no separation in scale and movement sense, in 

compression of meaning, between interior and exterior. Their 

monumental or heroic sense would only be sounding brass 

or tinkling cymbal unless balanced with an abiding affection 

for the details of life and task inside each building. Inside, the 

continuing sense of occasion and event in his buildings is now 

sustained by narrative events – the revelation of light through 

moveable skylights, and his continually layered stairwells; the 

renewed use of the corridor, often curving out of sight or 

broadening into unexpected living space. This has evolved into 

two main themes that interweave constantly with each other. 

7KH�ÀUVW�LV�WKH�SURMHFWLRQ�RI�PRYHPHQW�LQ�WKH�LPDJHU\��WKH�
second is the sense of episodes or destination-places in each 

of his buildings, reinforced by either a symmetrical shape or an 

orchestration of light and concentric layers at a central point. 

Melbourne’s red brick provided his designs with an early link 

to surrounding imagery and context, best seen in his John-

son house in Camberwell (1984), or his Northcote Health 

Centre, begun the same year. Brick dominates various of his 

later Melbourne designs, as with his Box Hill Community Arts 

centre (1985-90) and his Catholic Theological College in East 

Melbourne (1999). Familiar with the Ballarat and Stawell 

region, Burgess harnessed the rich bricks of quarries in western 

Victoria, employing them on his Horsham Catholic Church of 

1988 When Victoria’s bricks became expensive after 1995, he 

switched to other forms that could generate a similar vividness 

and texture, and still be harnessed to the projection of move-

ment. These included powder-coated steel, colour-washed 

concrete, rammed earth and wider and less customary use of 

WLPEHU��FHUDPLFV�DQG�JODVV���$�VHULHV�RI�EXLOGLQJV�UHÁHFW�WKLV��
notably the Space Science centre at Strathmore, Melbourne and 

WKH�+LJK�&RXQWU\�9LVLWRU�&HQWUH�DW�UXUDO�0DQVÀHOG��ERWK��������
the Burrunja Cultural centre at Upwey in Melbourne’s eastern 

hills (2011), and the Institute of Koorie (aboriginal) Education, 

Deakin University in Geelong (2012). Many Australian build-

LQJV�UHÁHFW�WKLV�UHFHQW�PDWHULDO�FKDQJH��%XW�%XUJHVV·V�XVDJH�LV�
essentially his own: close-grained, changeful, as Ruskin would 

have it, and again, as Ruskin urged, lined with the colours and 

imagery of nature.

Notes

1�)URP�7RPRUURZ�6KDOO�EH�P\�'DQFLQJ�'D\��WUDGLWLRQDO��IRXUWHHQWK�FHQWXU\"��
in William Sandys’ Christmas Carols Ancient and Modern��/RQGRQ��������
2

.Notably the Metal Workers’ Union building in Kreuzberg, Berlin,1921-24, 

and the Park Synagogue, Cleveland Heights Ohio, 1948-50.
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which bows outward as if in response to the envisaged action 

inside.  The juxtaposition of these geometries reworks Aalto: the free, 

even billowing form of Aalto’s church naves, as at Imatra, and his 

auditoria, as at Helsinki’s House of Culture, and the tighter geometry 

of necessarily rectilinear room grouping, as with the House of Culture’s 

RIÀFH�ZLQJ��WKH�,PDWUD�&KXUFK�YHVWU\�DQG�WKH�HQFLUFOLQJ�FLW\�ZDOO�DURXQG�
Rovaniemi Cultural Centre.  But the sense of sculpture in this building 

is altogether different from the Aalto designs, if not wholly distant 

from the changeful and almost haptic sense in Scharoun’s school 

and hall exteriors. The exterior reads in waves, in gusts, as music is so 

often experienced.  At its edges the timber awning braces recall the 

necks and bows of stringed instruments, cellos and bases. Scharoun’s 

H[WUDRUGLQDU\�VHFWLRQ�LQ�KLV���������%HUOLQ�3KLOKDUPRQLH��ZKHUH�WKH�
auditorium becomes almost a bird’s nest set on oblique strut-poles, is 

recalled here, especially in the building’s rearing mass as it sits against 

the main road outside. 

%XW�%XUJHVV·�GHVLJQ�LV�DOVR�ÀJXUHG�LQ�VFDOHV�DQG�WH[WXUHV�WKDW�DUH�
undeniably local and of attenuated proportions, echoing both his 

considerable contact with Australian inland and with lightly built, 

circumstantial structures on the one hand, and the bulk of his sites in 

Melbourne suburbs, with there materiality and often unexpected ranks 

of plate-glass and aluminium-framed windows.  There is something in 

this design of sticks for balusters and lean-to poles for columns.  The 

LULV�ZLQGRZ��ÀUVW�H[SORUHG�LQ�%XUJHVV·�SXEOLF�KRXVLQJ�RI�WKH�HDUO\�����V��
recurs in the projection of winding stairs on the western entry to the 

De Young Centre for Performing Arts
Carey Baptist Grammar School
Barkers Road Kew, 2010

Named after a former principal, the performing arts centre and music 

VFKRRO�LV�&DUH\·V�ÀUVW�QRWDEOH�DUFKLWHFWXUH�VLQFH�LWV�RULJLQDO�EXLOGLQJ��
DORQJVLGH�WKH�VFKRRO·V�ÀUVW�EXLOGLQJ��8UDQJHOLQH��IRUPHUO\�D�SULYDWH�
house by Reed, Henderson and Barnes, completed in 1884. Urangeline 

ZDV�DPRQJ�$XVWUDOLD·V�ÀUVW�IRUD\V�LQWR�4XHHQ�$QQH�LQÁHFWHG�IUHH�VW\OH��
and the centre acknowledges this in its use of a similar hue to the 

ROG�EXLOGLQJ·V�UHG�EULFN��ÁHFNHG�ZLWK�WKH�EODFN��JROG�DQG�VRPH�JUHHQ�
ÁDVKHV��7KH�UHG�EURZQ�FRORXUV��DQG�VRPH�RI�WKH�DFWXDO�EULFN��FRQWLQXH�
WKH�EXLOGLQJ�LW�UHSODFHG��/D\FRFN�+RXVH���������D�VWROLGO\�SURSRUWLRQHG�
dormitory that was later converted to science classrooms, with a hipped 

roof and symmetrical composition otherwise carrying typically mid-

1920s neo-Georgian suggestions. This shared the new building’s site 

with a pair of tennis courts so the previous imagery was of solidity on 

one hand and open space on the other.  

In the new building this duality is suggested, but now shivered into 

IDFHWV�RI�FKDQJHIXO�HSLVRGHV��LQ�ÁDVKHV�RI�RSHQ�ZLQGRZ�ZDOOHG�¶YRLGV·��
lit like lanterns at night, and with other facets of solid surfacing closing 

RYHU�DW�LQWHUYDOV��OLNH�VKXWWHUV�LQ�WKH�ÁDVKLQJ�LPDJHV�RI�D�]RRWURSH��
The zigzagging skyline, an outgrowth of the earlier fan forms of 

Burgess houses such as Windhover (1981). The main stair, squeezed 

WKURXJK�WKH�RIÀFH�ZDOOV��LV�DQRWKHU�HPERGLPHQW�RI�6FKDURXQ�DQG�
Aalto displacement in mass, marks the boundary not only between 

the auditorium and the smaller classroom areas, but also between 

the inherently rectilinear geometry of the music school rooms and 

their necessary closure, and the large and celebratory auditorium 
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Uluru-Kata Tjuta Cultural Centre
Uluru, Northern Territory, 1995

$SSHDULQJ�RQ�WKH�FRYHU�RI�7RN\R·V�$�8�LQ�������8OXUX�.DWD�7MXWD�
&XOWXUDO�&HQWUH�UHÁHFWHG�*UHJ�%XUJHVV·�JURZLQJ�UHSXWDWLRQ�RXWVLGH�
Australia. Seen from the air, the centre resembled two weathering 

OHDYHV�WKDW�KDYH�ÁXWWHUHG�WR�WKH�UHG�ODQG�VXUIDFH��FRQQHFWHG�E\�
curving stems. As if in ageing the leaf-roofs have turned gold, silver, 

umber and olive.  The forms themselves were related to paintings and 

sand drawings the Angangu people had done, while Burgess and his 

assistants had spent time with them in a period of study and co-living. 

/LJKW�LV�JXLGHG�LQWR�WKH�FHQWUH·V�LQWHULRU�WKURXJK�XQGXODWLQJ�H\HEURZ�
dormers, a little like the one HH Richardson pioneered in his Ames Gate 

/RGJH�DQG�KLV�1HZ�(QJODQG�OLEUDULHV�RI�DURXQG��������$QG�WKH�FHQWUH�
buildings, hugging the land surface under a blasting inland sun with 

the stone-grained sting of a wasp by day and often near freezing at 

night, are locked in a projection of survival, accord, communion and 

VKHOWHU��7KH�URRÀQJ�JORZV�ZLWK�WKH�HQFKDQWHG�OLJKW�RI�%UXFH�*RII·V�
houses in America’s Southwestern prairie, but with a new immensity of 

scale and spread, rising and climbing low hills. Inside, the desert light 

is guided down into the shady core through conical skylights set inside 

arrowhead and herringbone-pattered spline-columns, and the roofs and 

ceilings are linked to the internal columns like the branches and leaves 

of saving trees. Crucial in the community’s ritual and gathering are the 

trees kept on the site, and the new buildings were intended to extend 

the pattern and movement of the people’s gathering and contact under 

a permanent roof.  
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We met in front of the Cave, the now ubiquitously known 
Husain-Doshi Gufa in Ahmedabad, designed and made as a 
gallery for the work of the artist M.F. Husain. It was the day just 
before the Cave Gallery was to be inaugurated. There was no 
lofty portal to ascend, no pilotis to go around, just a gash in 
the body of the earth marked by a short series of steps that led 
GLUHFWO\�GRZQ�LQWR�WKH�ZRPE�RI�WKH�&DYH��:H�VDW�RQ�WKH�ÁRRU��
Balkrishna Doshi and I. Some workers were still scampering 
about doing last-minute work for the opening next day. Doshi 
had brought a cassette of Boléro for one of the workers. It 
played as we conversed on Kahn, Dhaka, and other things that 
last and things that disappear. At that time, I thought I would 
title this piece “The Rsi, the Cave, and Ravel.”

Kazi Khaleed Ashraf: You have talked about your 
experiences with Le Corbusier and Kahn many times before. It 
is still an incredible story. I think we can return to this topic with 
each passage of time.

Balkrishna Doshi:�/HW�PH�ÀUVW�PDNH�LW�FOHDU�WKDW�,�ZRUNHG�
ZLWK�/H�&RUEXVLHU�ÀUVW��,�GR�QRW�NQRZ�KRZ��EXW�,�ZDV�IDVFLQDWHG�
by his work. It is the kind of work, which is always trying to 

break the rule: very lyrical, very Mediterranean with moving, 

ÁRZLQJ�VSDFHV���

I did not know that before I joined Corbusier, but I learned 

it over time. Even when I went to the Acropolis after four 

\HDUV�LQ�&RUEXVLHU·V�RIÀFH��,�GLG�QRW�XQGHUVWDQG�ZKDW�KH�ZDV�
saying about Acropolis. You see, I was a novice in this, but 

there is something called inner sensibility which occurs, comes 

out slowly, and begins to discover what you saw somewhere 

and which you experienced through someone’s building: the 

juxtapositions, counterpoints, strengths of rhythm, surfaces, 

and whatnot.

Then, in 1958, when I got the Graham Fellowship, a friend took 

PH�WR�.DKQ·V�RIÀFH�IRU�WKH�ÀUVW�WLPH��1HYHU�KDG�,�VHHQ�VXFK�D�
humble man. He came out; he met me; he showed me slides of 

Richards Medical Building. There was a model of Salk Institute. 

The towers of Richards Medical Center stood totally differently 

from what one saw as a tower: sketches of towers rising, stacks 

rising, and the glass, glances of the trees, and the geometry 

with minimum columns.

Then, he took us out to dinner. That time, he borrowed money 

from his secretary. A busy man, all of a sudden, meets a 

stranger. He saw my work. I showed him the housing that I had 

GHVLJQHG�DIWHU�OHDYLQJ�&RUEXVLHU·V�RIÀFH��WKH�$7,5$�KRXVLQJ�IRU�
Vikram Sarabhai. He talked about its primitive expression. He 

VDLG��´KRZ�GLG�\RX�GR�WKLV��WKLV�LV�UHDOO\�VWURQJ�µ

After that, I taught at Washington University and, later, went 

to Philadelphia to give a lecture, and again, I met him. Then, I 

went to teach in Philadelphia in 1961 for several weeks. I met 

him frequently then. My introduction to Kahn was gradual. I 

was introduced to him as being a young architect from India 

but more so for my work with Corbusier. He was always asking 

about Corbusier, India, and work and all. Then, when I got 

this commission (the Indian Institute of Management), the 

ÀUVW�SHUVRQ�,�WKRXJKW�RI�ZDV�.DKQ��+HUH�ZDV�D�PDQ�DV�JRRG�
as Corbusier. I wanted him to work on this so that I could get 

a chance to learn something from him. You know the story 

of how I worked with him.

Legacies That We 
Leave Behind
An interview with 
Balkrishna Doshi

<Ăǌŝ�<ŚĂůĞĞĚ��ƐŚƌĂĨ

All drawings are courtesy of The Architectural Archives, University of Pennsylvania.
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I have been seeing Kahn all through these years. He is someone 

who comes from Europe, has a hard life, has a late beginning 

in his career, seen ups and downs, and talked about the 

Depression—the way one had to live almost on nothing, not 

even a shoe-string budget. A lover of classical architecture, of 

Hadrian, Parthenon, but more the Roman, the bricks, strong 

qualities of space. Always the hard shadows and this powerful 

line and all.  You could see that this man was trying, and 

when he talked about an opening, he would make a triangular 

opening. He would make the opening that would go like this 

and end into a triangle because those are the ones, which are 

very ancient, like Egyptian and other openings. I began to see: 

KRZ�GRHV�RQH�EULQJ�WKH�OLPLWV�RI�GHÀQLWLRQ"�7R�JLYH�\RX�DQ�
example, when I did the School of Architecture in 1962, he said 

that you should design so that nobody has a chance to rectify 

it. When you make an angle, you should make it so that there 

is no way you can say why not 29 degrees and why not 31. 

So it was that kind of precision that he was looking for, and 

therefore, it is not the precision of the angle but the precision 

of the opening itself.

+RZ�GRHV�RQH�GHÀQH�DQ�RSHQLQJ"�,W�FRXOG�EH�ÀYH�IHHW��LW�FRXOG�
EH�VHYHQ�IHHW��LW�FRXOG�EH��·�µ��,W�LV�QRW�PRGXODU��,W�LV�WKH�RWKHU�
law, which was coming there that, governs his structure and 

joins at the right place and, therefore, you know where the limit 

is, and therefore, where the sky is, where the opening is.

So, he was always looking for the proper opening; that is, the 

proper beginning and the proper end. And, I think it is very 

important to know how does one end the thing, and how 

GRHV�RQH�EHJLQ"�:KLFK�PHDQV�ZKDW�LV�WKH�VL]H��ZKDW�LV�WKH�
GLPHQVLRQ"�+RZ�GRHV�RQH�GHFLGH�WKH�GLPHQVLRQ�RI�D�URRP"�
The room has to be of such a kind that you know that it cannot 

be more or less. That I found more and more when I worked 

with him on the IIM in Philadelphia and other places, which I 

never found working with Corbusier.

Which leads me to Dhaka. Both Corbusier and Kahn worked on 
assembly projects. With your own experience at Chandigarh, 
how do you see Kahn’s Assembly at Dhaka?

Going to Dhaka, a couple of things always struck me there.

I asked Kahn about Chandigarh as soon as he came back from 

YLVLWLQJ�WKH�SODFH��DQG�KH�VDLG��´,�FDQ·W�GHVFULEH�LW�µ�:KDW�GR�
\RX�PHDQ"�+H�VD\V��´,�DP�\HW�WR�VHH�VRPHERG\�ZKR�NQRZV�
how to materialize dreams; now, I know there is a man called 

&RUEXVLHU�µ�,W�LV�IDLUO\�GLIÀFXOW�ÀUVW�WR�GUHDP�DQG�WKHQ�WR�SXW�LW�
WR�SUDFWLFH��WR�GUDZ��DQG�WKHQ�ÀQDOO\�WR�EXLOG�DQG�H[SHULHQFH�
that dream. So, what it implies is that he was also thinking 

about a dream in Dhaka, but in contrast to Chandigarh with 

LWV�ELJ�EDFNGURS��WKH�+LPDOD\DV��'KDND�LV�DQ�DEVROXWHO\�ÁDW�
plain: teeming mass, no skyline. At that time, the only thing 

WKDW�FRPHV�WR�P\�PLQG�LV�WKH�GHVHUW�RI�,VIDKDQ��/DVW�\HDU��,�ZDV�
in Samarkand, and I realized that in a desert climate like that, 

the dome, the octagon, the mass, the building that sits with 

absoluteness on the ground is important ... the relation to the 

ground and sky, the scale you cannot miss it from any place. 

Kahn’s Assembly building has some remote connection to that 

because of the octagon, the openings, and the skyline. So, the 

struggle, then, is how does one bring the quality of the dome, 

the quality of the sheen of the mosaic in contemporary terms 

and, therefore, the transfer comes out in concrete and marble 

VWULSV"�(YHU\ERG\�NQRZV�WKLV�WKDW�WKH�WUDQVOXFHQW�LQ�EHWZHHQ�
would give away to heavy mass in concrete, like butter in 

between. So, you almost feel that the heaviness is melted in 

these little white lines.

The triangular openings are coming straight down, the circular 

openings from Ahmedabad and other places. But the circular 

openings in a square are much more powerful than a square 

opening unless it is made in diagonals because the circle wants 

to defy that boundary of the square frame so that the circle 

wants to expand like ripples in the water. So, there is a question 

of the container and the contained. And I think that’s what the 

whole dimension does.

I found the geometry of Kahn connected to his own 

background plus the Islamic tradition of the geometry. Also, it 

had this matter of how you make this geometry twist around 

and make this rotation work as if they are moving continuously 

inside. It is like a building within a building, but churning all 

the time. This churning is quite different from the juxtaposition 

of Corbusier, in which they confront physically and dimension-

wise. They are isolated because they are two assemblies and 

because he was playing the game of columns, of forests and 

buildings, which are eccentric.

+RZ�GRHV�RQH�JR�EDFN�WR�WKH�VRXUFH"�:KDW�KDSSHQV�LV�
WKDW�ZKHQ�\RX�WDON�DERXW�WKH�MXVWLÀFDWLRQ�IRU�WKHVH�PRYHPHQWV��
geometry and all that ... one doesn’t know what must be the 

force behind which really makes it. Then, he is justifying this 

by locating them, rotating them, but the whole idea of this 

movement, that this rotunda which moves, how would this 

EXLOGLQJ�PRYH�ZLWKLQ��WKH�IDFH�ZKLFK�LV�RXWVLGH��ZKLFK�LV�À[HG��
and the face which is inside, which is going to have discourses, 

GHEDWHV"�+RZ�GRHV�LW�PRYH�VR�WKDW�LW�FRQWLQXRXVO\�FKXUQV�
ZLWKLQ�LW�DQG��WKHQ��LW�UHDOO\�GLVFRYHUV�VRPHWKLQJ"�$OPRVW�OLNH�
the churning of the ocean. This is really what the Assembly is 

about.

Kahn comes from a classical, materialistic thinking. Violation is 

not permitted. Corbusier believed [only] in violation, showing 

D�UXOH�LQ�EHWZHHQ��<RX�ZRXOG�QRW�ÀQG�D�VLPLODU�FRQFHUQ�GRQH�
in the same way. One is to use a geometry you cannot break, 

EXW�WKH�PRPHQW�\RX�VD\��´,�KDYH�QR�JHRPHWU\�µ�\RX�KDYH�
no problems of breaking. This is where the whole difference 

begins to happen. Kahn wanted to break that geometry, but 

WKH�SUREOHP�LV��KDYLQJ�VWDUWHG�WKDW�JHRPHWU\��KH�LV�ÀQGLQJ�ZD\V�
to see that the geometry does not exist. A very tough job, but 

that is what he was challenging himself with. I think his whole 

mind was saying that I have to make the laws, and I have to 

see how far I can go so that out of those laws, I get the eternal 

truth so that they become transparent. How do you make a law 

WUDQVSDUHQW"

I think law has a very coarse attitude. But when the law 

becomes transparent, it is truthful; it has no limits. Then the 

law is completely universal. I think this is what Kahn’s search 

was before he left, before he disappeared. He used to come 

to the house every day when he visited here. We used to have 

dinner together, almost in isolation, three or four people, my 

family, and he talked. He said that if Corbusier were alive today 

he would gradually make a building as simple as possible; his 

lyricism would make that building so simple that you cannot 

make it simpler than that -- almost reaching the level of the 

Parthenon but in a much simpler way. Actually, he was not 

talking about Corbusier; I think he was talking about himself. 

And, to me, this is what Kahn was trying to do. That’s why 

you have Kimbell, an extremely simple building, against this 

complex, large building. For him to work in the West is different 

from working in India and Bangladesh, but this is the way he
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was working, and this is what the great thing is about. His 

other buildings in Dhaka – hospitals, staff quarters, and all 

that – are very close to the vocabulary in Ahmedabad. The 

other thing that is amazing about Dhaka is the pedestal, the 

steps. Having done this building, and having decided that it will 

EH�OLNH�WKDW��KRZ�GR�\RX�GHPRFUDWL]H�LW"�'LG�KH�GHPRFUDWL]H�
LW��EHFDXVH�WKHUH�FRXOG�EH�WZR�YLHZV"�:KHQ�$OGR�YDQ�(\FN�
FDPH�WR�,QGLD�IRU�WKH�ÀUVW�WLPH�LQ�WKH�����V��KH�VDZ�WKH�
Assembly and the Mill-Owners’ Building, and he mentioned 

that Corbusier is a great democratic man because he makes 

the Assembly only 30 centimeters above the ground, so that 

anybody can walk in without any problem. He doesn’t make 

steps; he doesn’t make pedestals so that you have to look up, 

and the emperor looks down, or the parliamentarians look 

down. This is Aldo’s interpretation of Corbusier, which I think 

is very correct. Now, here is Kahn, who should have done this 

building absolutely on the ground, but he raises it to one side, 

ZLWK�WKLV�KXJH�ÁLJKW�RI�VWHSV�JRLQJ�XS����DOPRVW�DZH�LQVSLULQJ��
OLNH�WKH�0XJKDOV��/LNH�WKH�0XJKDO�EXLOGLQJV��ZKLFK�KDYH�
podiums, you have big pedestals and steps going up. But then 

the scale of the steps and the kind of plaza has that feeling of 

a bigness, the vast number of people, but the moment you go 

LQ��WKH�PRPHQW�\RX�DUH�LQVLGH��\RX�ÀQG�WKDW�WKH�OHYHO�EHJLQV�WR�
become very simple and easy. But perhaps this is one area that 

he would have resolved very differently if Bangladesh were free 

at that time. Perhaps. I don’t know because, when he began 

the scheme, it was with [General] Ayub Khan. Even though 

LW�LV�LQ�%DQJODGHVK��LW�LV�VXSSRVHG�WR�EH�WKH�´VHFRQG�FDSLWDO�µ�
Whether he thought like this or not, I don’t know. But this 

question has always created a little doubt in me. Did Kahn think 

RI�PHUJLQJ�WKLV�EXLOGLQJ��WKRXJK�ELJ�LQ�VL]H��ZLWK�WKH�PDVVHV"�,�
think this building has not merged as other buildings have.

I wonder about Aldo Van Eyck’s interpretation. The Assembly 
at Dhaka also scales down in other ways. The plaza level 
mediates between the ground and building level; and the way 
the concrete assembly is set with the brick architecture, and the 
way the whole thing is staggered, is other ways of mediation. 
From any vantage point, you can see the Assembly, not 
in isolation, as perhaps the case is with the Assembly in 
Chandigarh.

I don’t know. When you look at the plaza here [at IIM in 

Ahmedabad], when you look at the entry here, when you look 

at the relationships, you do not feel you are away from the 

place. The building is not distanced.

I think, in Dhaka, Kahn wanted to create a distance and 
relationships. There’s a play between creating a distance and 
then overcoming it, what I have described as a tug between a 
centrifugal and centripetal force.

That could be interpreted in many ways, but when it is a 

democratic assembly, people’s representatives are there, so 

people are there directly or indirectly.

It is curious that Kahn had never used the term “democracy.” 
He thought of “assembly.”

Kahn did not describe this point; neither did he think [of] it 

WKDW�ZD\��7KLV�LVVXH�LV�YHU\�VLJQLÀFDQW�IRU�PH��EXW�OHDYH�DVLGH�
whatever it is, I think once you go there, once you are inside the 

EXLOGLQJ��RQFH�\RX�ORRN�DW�WKH�VSDFHV��WKH�NLQG�RI�RIÀFHV�ZKLFK�
are located all around, the way you enter and go around, it’s a 

maze but very beautifully articulated. What he also did was not 

question certain issues; for example, the mosque, the angle, he 

took it that way. Corbusier would have reinterpreted it. Kahn is 

also capable of reinterpretation but the moment was not right. 

The time that Kahn did this job, and the way the foundations 

were dug, it was already managed from Islamabad, if I am not 

mistaken. Therefore, in a majority Muslim country, he did not 

want to raise those questions.

But the mosque is very vital to understand relationships of 
the Assembly with the whole complex. As you know, initially, 
the prayer hall was not attached to the Assembly. It was a 
freestanding, large-scale structure. Kahn had been studying and 
working on the mosque for a long time. There were a number 
of reactions in Dhaka at that time. He was using the mosque 
as a buffer between the Chief Justice and the parliamentarians. 
There is the story of a meeting between the chief justice and 
Kahn in which they were going over a drawing, and the chief 
justice snatched the pencil from Kahn remarking, I don’t want 
to be with those rogues.

If it were a democracy, the situation would have been different 

because there would be a direct access, and the people won’t 

be rogues because the [condition of the] ruler and the ruled 

won’t be there.

Absolutely. I see that. Had it been not only a democratic 
government but, say, the government of Sheikh Mujibur 
Rahman, it might have wanted the mosque in some other ways.

Not only that, Sheikh Mujib would have said, look, give me a 

Bangla assembly so that I can have access to people, and let 

people come to me, or I can go to them. This is where the 

difference is. Pandit Nehru telling Corbusier, look, I want to 

shake hands with my people; I am part of the masses. The 

moment you say that you come out of the assembly, then 

you are part of the masses. But if a military ruler comes to 

India, he says, no, I cannot be there. The British have made 

the Parliament building and the Rashtrapati Bhavan. You have 

to climb up; you are not easily accessible. What I am saying is 

if Kahn were there today, it would have been a very different 

expression because he would have really looked at the people in 

a different way, not in terms of the relationship of the ruler and 

the ruled.

If Kahn had to work on this job when he had all his life and not 

receiving many commissions, and when you meet a dictator 

where your meetings can be anything, when you have no 

access the way Corbusier had. Corbusier’s access to Nehru or 

anybody was with absolute freedom. That access was never 

there for Kahn. In these constraints, the only thing anybody 

could do was to make these beautiful transparencies of laws; 

transparencies of light which travel and [are] all pervading, 

so the illumination comes in. This is where Kahn becomes 

important at that point, because anybody else would not have 

thought of light and the rules, which can become transparent. 

This is where Kahn is great. His buildings around the Assembly, 

those buildings he made as time went by, those buildings are 

very beautiful because they are slow, easy, accessible. He tried 

to compensate [the Assembly] with the buildings he made in 

brick – the housing, the hostels, and everything else. And the 

second thing he was experimenting with was a vocabulary that 

never existed before, and this is the genius of an architect. How 

does one create a new experience, and how does one invent 

WKH�ODQJXDJH�RI�DUFKLWHFWXUH"�/LNH�&RUEXVLHU��.DKQ�ZDV�WU\LQJ�
to invent his own language, and I think he would have made 

his language complete after the Mellon Center [at Yale] and 

Kimbell.
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Bangladesh played a critical role in the history of mid modern 

architecture but it is a poorly narrated story. Even earlier, a 

major architectural idea emerged from Bengal/Bangladesh 

that eventually became a global paradigm of dwelling: the 

bungalow. The production and circulation of the bungalow 

type followed the nineteenth century English adaptation of the 

bangla, the rural hut of Bangladesh, as a climatic paradigm. As 

an intersection of ecology, sociology, and technology, there was 

much to learn from the primal bangla hut – a machine for living 

in a hot-humid milieu. A techno-utilitarian aspect generated 

from the diminutive bangla hut subsequently informed the 

FRQWHQW�RI�´WURSLFDO�DUFKLWHFWXUH�µ�DQG�LWV�PHWULFV�RI�FRPIRUW�
and wellbeing.

Early modern architecture in Bangladesh, in the works of 

the pioneering modernist architect Muzharul Islam (1923-

2012), was framed primarily by meteorological and ecological 

WKHPHV��EHÀWWLQJ�WRSLFV�RI�WKH�WURSLFV��DQG�DQ�XWLOLWDULDQ�HWKLF�
that coincided with post-colonial nation-building. Through 

the initiatives of Muzharul Islam and others, examples of a 

´WURSLFDO�PRGHUQLVPµ�ZHUH�UHDOL]HG�LQ�WKH�����V�DQG���V�LQ�WKH�
works of Constantin Doxiadis, Robert Bouighy, Paul Rudolph, 

Richard Neutra, Stanley Tigerman, and others. This was an early 

version of sustainable ethic that combined climate, ecology 

DQG�IXQFWLRQDOLVP�LQ�ZKLFK�DQ�DUJXPHQW�IRU�´UHJLRQDOLVPµ�ZDV�
couched in a climatic logic –angle of the sun, direction of the 

wind, and measures of thermal comfort. 

Next to Chandigarh, Dhaka played a key role in the evolution 

RI�PRGHUQLVP�WRZDUGV�PRUH�KXPDQLVWLF�GLPHQVLRQV��/RXLV�
Kahn was a critical interlocutor in that turn. His engagement 

with some of the taboo topics of modernism – landscape 

and geography, spirituality and sacrality – found inspiration 

DQG�UHFLSURFDO�VLJQLÀFDQFH�LQ�%DQJODGHVK��:KLOH�WKH�UREXVW�
geometry of Kahn’s Capital Complex has received greater 

attention from architects and critics, with some hesitant 

acknowledgment of architecture’s psycho-spiritual dimensions, 

a landscape theme in architecture has remained largely opaque. 

Bangladesh’s hydro-geographical terrain changed Kahn’s own 

attitude towards the relationship between architecture and 

landscape. It’s a lesson Kahn adopted in his inimitable way 

and then abstracted as a broader philosophical principle that 

traveled to his other works. It is to Kahn’s meditation on “how 

WKH�EXLOGLQJV�DUH�WR�WDNH�WKHLU�SODFHµ�RQ�WKH�ZHWODQGV�RI�'KDND�
that one may locate a new wave of geography-responsive 

architecture.

'HVSLWH�EHLQJ�D�VPDOO�QDWLRQ�RI��������VTXDUH�PLOHV��
Bangladesh contains diverse (hydro-)geographical zones, each 

one claiming a distinct sociological and architectural scenario. 

)URP�D�SUHFDULRXV�ZDU�WRUQ�QDWLRQDOL]HG�HFRQRP\�LQ�WKH�����V��
Bangladesh has been able to make a turnaround despite a 

wobbly infrastructure and fractious governance. With much of 

the economic growth driven by shifts in global manufacturing 

to low-cost countries, a New York Times article notes that 

“the trend, which began turning parts of Asia – notable 

China – into manufacturing hubs in the 1980s and 1990s, has 

VWDUWHG�WR�WDNH�URRW�LQ�%DQJODGHVKµ���������$W�WKH�VDPH�WLPH��
DLG�GHSHQGHQFH�DQG�WUDGH�GHÀFLWV�LQ�%DQJODGHVK�DUH�GRZQ��
and indicators of social progress, such as maternal mortality, 

nutrition and sanitation, etc., are rising.

An architectural formation refracted by climatic parameters and 

affected by transnational idioms continues down to this day 

as a norm; it has served well architects increasingly engaged in 
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the fruits of a liberalized and globalized economy. Conducted 

mostly in urban areas, new projects are mobilized for a growing 

FRUSRUDWH�FXOWXUH�ZLWK�LWV�´LQWHUQDWLRQDO�VWDQGDUG�µ�ULVLQJ�
middle class aspirations, and grand scale state operations. 

(KVDQ�.KDQ·V�´*ODVV�+RXVHµ�WRZHU�LQ�'KDND��0XVWDID�.KDOLG�
DQG�0RKDPPDG�)R\H]�8OODK·V�*UDPHHQ�3KRQH�RIÀFH�LQ�'KDND��
Vitti Architects’ Krishibid Auditorium in Dhaka, and Patrick 

Rozario’s Aarong Centre are examples of an architectural 

sophistication in executing complex programs for new urban 

W\SHV��,Q�WKH�UHVLGHQWLDO�UHDOP��5DÀT�$]DP·V�K\SHU�DUWLFXODWHG�
apartment complexes, Enamul Karim Nirjhar’s textual houses 

and Salauddin Ahmed’s meticulously crafted buildings provide 

instances of new dimensions to urban domesticity.

If architects in Bangladesh were to take on a distinctive 

challenge today, it will have to be around a (hydro-)geographic 

theme. While many successful practices are able to prove their 

forte in dealing with new global and urban types, it is to the 

gentle but persuasive wave of landscaped themed projects that 

one must turn to for a new phase.

Modest-scaled detached structures tucked among foliage and 

SRQGV��LQ�WKH�ODUJHU�EDFNJURXQG�RI�ULYHUV�DQG�ULFHÀHOGV��SURYLGH�
a perennial image of the Bengali landscape. Such a scenario 

seems apt for a theoretical understanding of architecture 

as part of an environmental continuum. Going beyond the 

picturesque relationship between building and landscape, a 

new design intelligence is needed to address contentious and 

FULWLFDO�LVVXHV�RI�WKH�GHOWDLF�ODQGVFDSH��FOLPDWH�FKDQJH��ÁRRG�
DQG�ÁX[��DJULFXOWXUDO�PLOLHX��DQG�VRFLDO�LPEDODQFH�JHQHUDWHG�
E\�WKH�ÁX[��5HVSRQGLQJ�WR�WKH�DOOXYLDO�ODQG��.DKQ�KDG�HDUOLHU�
intuited that in Bangladesh one is required to be a “land 

DUFKLWHFW�µ�:KLOH�.DKQ�GLG�QRW�ZRUN�RXW�WKH�LGHD�V\VWHPDWLFDOO\��
he did indicate an architecture whose language will be 

conditioned by the physics of the delta – the mutuality of land 

and water, the malleability of earth, and precariousness of 

dwelling. 

An attitude of archaeological humility and geological impulse 

was noticeable in Raziul Ahsan’s SOS Children’s Village in Bogra 

(1994). An earlier project for now, the SOS Village remains 

a remarkable essay on placing and siting where buildings sit 

effortlessly with the land without having to cry out “look, 

,�DP�DUFKLWHFWXUH����µ�DQG�\HW�RIIHU�D�ULFK�YDULHW\�RI�VSDWLDO�
experiences.

In an example apart, Kashef Mahbub Chowdhury’s Friendship 

Center in Gaibandha suggests land modulation as an 

architectural strategy in which a matted building complex with 

SDYLOLRQV�DQG�FRXUW\DUGV�LV�HQIUDPHG�E\�DQ�´HPEDQNPHQWµ�WR�
NHHS�WKH�ÁRRG�ZDWHU�RXW��%XLOW�RQ�D�ÁRRG�SODLQ�DV�D�WUDLQLQJ�
center for people living in vulnerable areas, the project 

speaks of a new landscape-form even if it presents with the 

HPEDQNPHQW�D�VXEGXHG�RSSRVLWLRQ�WR�WKH�VXUURXQGLQJ�ÁRRG�
plains. 

Various projects, from social engagements to architectural and 

quasi-architectural creations, indicate new, innovative responses 

to the aquatic terrain. Bypassing the conventions of city 

JHQHUDWHG�IRUPV��WKHVH�SURMHFWV�DUH�´VRIWµ�E\�WKHLU�QDWXUH�DQG�
comportment, and suggest a new language of quietude and 

commitment to social betterments.

A correspondence between boats and buildings seems to 

be an obvious answer to the diluvial delta. For his much 

IHDWXUHG�HGXFDWLRQDO�DQG�VRFLDO�SURJUDP�ZLWK�ÁRDWLQJ�VFKRROV��

Mohammed Rezwan converted boats into classrooms that 

ply to where the students live if they are unable to come to 

school. Solar powered electricity and computer based education 

support the arrangement. Yves Marre and Runa Khan, of 

Friendship, have contributed considerably to restoring the 

disappearing culture and technology of boat building. In an 

economic environment in which developmental programs are 

GLFWDWHG�E\�WKH�QRUPV�RI�D�´GU\µ�FXOWXUH��D�UHQHZHG�DWWHQWLRQ�
to boats goes a long way. Springing from the deep riverine 

culture of the delta, in which boats have played a key part, 

restoring and reintroducing some of those beautiful boats 

may bring about a new ethic and appreciation of water-based 

practices.

)RU�D�VSHFLDO�VFKRRO�RQ�D�ÁRRG�SODLQ�RXWVLGH�'KDND��6DLI�
8O�+DTXH�KDV�FUHDWHG�D�ÁRDWLQJ�EXW�DQFKRUHG�SODWIRUP�RQ�
which simple bamboo woven walls and roofs form a series 

RI�FODVVURRPV��8QID]HG�E\�YROXPHWULF�ÁDPER\DQFH��WKH�
architectural language is one of restraint and adaptation. For a 

modest arrangement, the school is an important experiment on 

KRZ�WR�GHDO�ZLWK�WKH�ÁX[�RI�ZDWHU�DQG�QRW�SXVK�LW�DZD\��DQG�
how to carry on life when the water arrives.

Khondaker Hasibul Kabir has been carefully crafting a language 

of landscape arrangement in which ecology is the fundament of 

DQ�DHVWKHWLF�RSHUDWLRQ��,Q�KLV�´JHWDZD\µ�RXWVLGH�'KDND��FDOOHG�
-́ROR�-RQJRO�µ�.DELU�KDV�FRPSRVHG�D�FRRSHUDWLYH�ODQGVFDSH�

in which all elements participate in a delicate symphony, with 

none overwhelming the other. Buildings – more like lean-tos 

– become deliberately non-descript and unassuming as if they 

had been either always there or on the verge of dissolution; 

they straddle the edge of a wetland in precarious poise. In his 

QRZ�GHPROLVKHG�´EDPERR�SODWIRUPµ�LQ�D�VOXP�LQ�'KDND�FLW\��
Kabir arranged a similar situation in which an almost invisible 

architecture, garden, and community assembly sent a quiet 

challenge to the city’s rowdy building culture.

$QQD�+HULQJHU�DQG�(LNH�5RVZDJ·V�´KDQG�PDGHµ�VFKRRO�
in Rudrapur indicated a new direction and commitment 

for architects willing to be involved in Bangladesh’s rural 

environment; the much publicized project set up an inspiring 

model for young architects. Marina Tabassum’s Panigram 

resort indicates another direction and commitment for working 

in the rural milieu. Considering that the language of the 

Bengali building vernacular has always been one of restraint 

and accommodation with the landscape, the mud huts of 

Panigram with their raggedy thatch roofs are alluring because 

of a reference to the perennial image of the delta with a tilt 

towards the slightly unusual. Jalal Ahmed and Kashef Mahbub 

Chowdhury’s different projects for the rehabilitation of people 

living in vulnerable areas, and community driven works such 

DV�WKH� -́RJHQ�%DEXU�0DWK�µ�VSHDN�RI�H[WHQGLQJ�ERWK�WKH�
geographic and social scope of architecture in Bangladesh.

KKA



246

Marina Tabassum Architects  

Panigram Eco Resort 

Taherpur, Jessore 

2011

Considering the unique beauty of rural Bengal, the client approached 

the architect with the idea of an eco-resort that will give guests an 

DXWKHQWLF�H[SHULHQFH�RI�UXUDO�%DQJODGHVK��/RFDWHG�RQ�WKH�EDQN�RI�ULYHU�
Kopotaksha, the site is surrounded by farmland where life moves in a 

slow pace. The architect felt that it would be ‘a crime to invade this 

VLOHQFH�ZLWK�WKH�URDULQJ�QRLVH�RI�DUFKLWHFWXUH«·�&RQVHTXHQWO\��WKH�
project was seen as an opportunity to bring back the lost pride and 

belief in the wisdom of the land with a buiding tradition crafted over 

hundreds of years of dwelling in the delta. Farming is the way of life 

there that feeds the whole country with three crops year round. Studies 

conducted for the project on nearby villages revealed techniques 

of building with mud in which women were mainly responsible 

on the maintenance and decoration of the mud houses. When 

engaged in conversation, the village elders showed an  encyclopaedia 

of information. Alhough mud is an entirely new material for the 

architect, with the combination of local knowledge and a language of 

architecture that is of the land, the project progressed steadily. A forty 

ÀYH�NH\�GHVWLQDWLRQ�UHVRUW��3DQLJUDP�ZLOO�FRPH�WR�FRPSOHWLRQ�E\�-XQH�
�����
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Marina Tabassum Architects 

Bait ur Rouf Mosque 

Faidabad ,Uttara, Dhaka

2012

The mosque attempts to trace the lost glory of Bengali architecture 

EXW�E\�UHWDLQLQJ�D�FRQWHPSRUDU\�H[SUHVVLRQ��/RFDWHG�LQ�WKH�QRUWKHUQ�
expansion of Dhaka, a fast growing community of lower middle income 

IDPLOLHV��WKH�PRVTXH�LV�ÁDQNHG�E\�URDGV�RQ�ZHVW�DQG�VRXWK��RQ�D������
sqft of area that creates a 13 degree angle with the axis of the Qibla. 

Three volumes were introduced, one inserted within the other to create 

VHTXHQFH�RI�VSDFHV��7KH�RXWHU�PRVW�YROXPH�LV�D���·[��·�VTXDUH�RI���·�
height that is situated parallel to the road creates the main façade 

of the mosque. This façade was conceived as screen and acts as a 

breathing wall for the hot humid climate. A cylindrical volume is then 

inserted into this outer most volume that facilitates the rotational axis 

of the prayer hall simultaneously formulating light courts on four sides. 

All ancillary functions such as the entrance courts, ablution and toilet 

IDFLOLWLHV��,PDP·V�RIÀFH�DQG�VWDLUV�DUH�ORFDWHG�ZLWKLQ�WKH�VSDFH�FUHDWHG�
by the outer square and cylindrical volume. This part of the design is 

conceived as load bearing brick construction; whereas, the prayer hall 

is in concrete. The main prayer hall is a column free space, 50’x50’ in 

square and 35’ in height. Intricate terracotta works in the form of jaali 

(screen) gives porosity ensuring ventilation and controlled light. The 

rapidly urbanising location of the project site demanded an internalised 

planning that also enhances the use of light as a spiritual element. 
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