
My intent in this paper is to engage issues 
that touch on architectural education when 
three concepts - technology, form and cul
ture - intersect. First I shall touch on some 
aspects of that intersection and the architec
tural significance of technology, and then I 
shall look at some issues for architectural 
education that seem to emerge. I will deal 
chiefly with architecture in the West and 
with examples where technology has been 
consciously incorporated into the archit~c
tural aesthetic. Because architecture in the 
West is so often used implicitly or explicitly 
to support various arguments about archi
tecture in the Muslim world, I felt it essen
tial to dispel certain misconceptions - that 
technology demands specific fonnal expres
sion in architecture, or that its incorporation 
necessarily prohibits designs that are re
gionally and culturally appropriate - and to 
distinguish these misconceptions from myths 
that surround and project technology in 
architecture in the modem world. I believe 
that there are lessons for the education of 
architects in the Muslim world that can be 
drawn from this Western insider's story, and 
I shall try to indicate some of those possibili
ties. 

Issues at the Intersection 

At the intersection of technology, form and 
culture are three apparent oppositions that 
will help to frame the rest of my discussion 
These are: traditional versus modem tech
nology, means versus ends, and centralisa
tion versus regionalisation of the means of 
production. Traditional technologies are sel
dom codified, modem technologies always 
are. Procedures in traditional technologies 
can be described, but are not formulated as 
underlying sets of principles that lend them
selves to a wide variety of applications. 
Theories underlie modem technologies that 
are independent of their applications. Tradi
tional expertise is embedded in expert 
craftsmen; modem expertise in a compact 
body of theory expressed in mathematical, 
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Hajj Terminal, Jeddah, by Skidmore, Owings and MeITill 

Phoro S 0 M IAKAA 

draw upon the wellsprings of indigenous cul
ture; modern technology to be the emblem 
of a new science-based vision of society. 
Traditional technology can be guaranteed 
only through the perpetuation of an appren
tice system that guarantees continuity of 
skilled craftsmen. Modern technology is pas
sed on and improved on through industrial 
organisations and educational institutions 

In the caricatured sense that I have de
scribed them" there can be neither a "tradi
tional" nor a "modern" technology today. 
Militating against a traditional technology 
are the decreased social and occupational 
stability oftraditional societies, the deple
tion of craftsmen from them, the loss of 
expertise that has resulted from the first 
two, and the proven advantages of modern 
technologies when combined sensitively 
with traditional technologies over traditional 
technologies alone. Conscious use of ver
nacular technologies in this day and age that 
are ill-adapted to contemporary life-styles 
can only be read as an aggressive rejection 
of modern technology and all that it may be 

said to represent, and perhaps a naive wish 
for a return to a more primitive and "ideal" 
condition, or a deliberate action with both of 
the above implications that is part of a larger 
program of social reform. 

Wise heads in national and international 
organisations and in responsible architec
tural firms have long since observed the dis
I uptive and damaging effects of the inappro
priate introduction of industrialised building 
into poor countries, especially for housing. 
Conscious use of modern technology, in this 
limited sense, can easily be read as a rejec
tion of past values and an effort at colonisa
tion by ideas and cultures of the West. Tech
nology establishes a relationship between 
means and ends, between the means of pro
duction and the product. It can also establish 
priority of the product over the means to 
produce it Machines and people become a 
"standing reserve" to be used as part of the 
means of production. They become in
strumental, useful, and efficient in relation 
to products and in relation to the processes 
of the industry of production. 

Prefabricated housing in Egypt. 

Photo. W. Porter 

Mumford says much the same thing when 
he calls the teams of human beings the 
machines for city building that have existed 
since ancient times. 2 Nature itself can be 
caught up in this view of modern technolo
gy. The Rhine is no more than a factor in 
power production, the forest a source of 
lumber or paper; the land is stripped of its 
ores, leaving behind refuse heaps just like 
those left after clearing for new cities. Trees 
are destroyed without regard to their ecolo
gical function or their ability to ameliorate 
the climate, let alone their social or aesthetic 
function. Thus technology is a concept with 
ancient roots that can contain an interesting 
paradox: the more we master it, the more 
we reify, even deify it the more we place it 
above other societal objectives, for the 
means of production, including people, can 
become secondary to production itself. 

When the technology of power, sources of 
energy, materials, and elements of construc
tion were introduced beginning in the late 
eighteenth century, products could be di
vorced from the places they would be used 
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and people who would use them. Technolo
gical advances depended little on discoveries 
made locally in the course of application and 
much on scientific and engineering experi
ments that could be carried out anywhere 
Examples abound, starting with the steam 
engines that fired the new industries. 

With power in society distributed according 
to the size of the units of production, it is 
natural to expect that choices in design 
would reflect the interests of factory owners 
rather than the interests of ordinary people. 
Emphasis placed on the production of the 
product itself, rather than on the service to 
be rendered by it, meant that initial cost, 
rather than life-cycle cost, and expediency in 
the production and construction process, 
won out over considerations of maintenance 
and use Businesses that specialised in hous
ing eliminated regional differentiation or 
modification of the product, as a glance at 
almost any prefabricated housing project 
will exemplify. In any event, we have in 
schools architecture, engineering and the 
other environmental professions the dubious 
honor of housing what may be a fun
damental contradiction: we are the agents 
for disseminating modern technology, and 
we are at the same time the chief advocates 
of regionalism and of locale-specific archi

tecture! 

Good building since the advent of modern 
construction technologies, and with increas
ing sophistication, has contained these 
oppositions, taking simultaneous account of 
traditional and modern techniques, engag
ing local enterprise in environmental impro
vement programmes and benefitting from 
the economies of centralisation without sac
rificing regional specificity. Such possibilities 
rest in part on forces outside architecture, 
but they rest as well on architects' under
standing that building functions as sign and 
symbol as well as to satisfy practical needs, 
and on architects' memory of good building 
of the past. The possibility of bad building, 
while it, too, depends on forces outside OUo Wagner, Postal Savings Bank, Vienna, intelior 

architecture, requires as well a naive and Source Art in America, May-June, 1979, p 80 
compliant semantically inept profession. It is 
to these that architectUial education and this 
seminar in particular can address them-
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selves Before discussing the architectural 
significance of technology, I need to develop 
a few ideas about significance in architecture 
more generally. 

Architectural Significance of 
Technology 

Architecture is an internally ordered world. 
Its elements take on meaning in relation to 
one another and to the environment, both 
natural and architectural, in which they are 
located. Language has as its primary aim to 
convey meaning. It signifies things outside 
itself. Of course, its internal structure must 
be consistent enough to make clear its refer
ence to external things. Architecture can sig
nify, too. The orientation of a mosque to
ward Mecca, which can make its street 
facade very different from the orientation of 
the rest of the street, signifies the presence 
of that institution. Minarets may convey the 
idea of a connection between heaven and 
earth, or, like the towers at San Gimignano, 
between wealth and a particular individual 
or family! Buildings like the Pantheon or 
Hagia Sophia have successfully supported a 
variety of associations and uses. The fact 
that many architecturally distinguished 
buildings have sustained a variety of diffe
rent uses and meanings over time underlines 
the point that the life of architectural form 
does not depend primarily on its association 
with a specific use or meaning. 

There is a second important difference be
tween the semantic roles of language and 
architecture: language is the result of centu
ries of usage, acceptance, and modification 
by many individuals, it is a collective pro
duct the form of which at any time cannot be 
thought of as consciously designed. Unlike 
language and unlike vernacular building, 
architecture at one extreme is a product of 
an individual and at the other of individuals 
working together, but at eith~r extreme it is 
a product of a relatively small group of indi
viduals acting in a relatively short period of 
time. Whereas structural analysis may be 
literally applied to language, it can only be 

philosophical or metaphorical when applied 
to architecture. -' Analysis of language may 
provide insight into the ways that architec
ture deals with the question of meaning, but 
it cannot explain how architecture does so or 
how it might do so. 
Like language, architecture has the capacity 
to define new ideas and to convey new 
meanings, but it also accumulates bits and 
structures of older languages that have un
predictable connotations when reused. Most 
architects are aware of this, and it affects the 
aesthetic attitudes that many architects and 
their clients have toward technology, and 
that arguably have driven the making of 
architectural form. "Bricolage" is the term 
sometimes used to refer to these cultural 
artifacts that in their reuse cause surprise, 
delight, and add meaning to the buildings in 
which they are found Bricolage, if gene
rously interpreted to include both elements 
and structures, can provide the chief connec
tions to the past and to cultures elsewhere. 
Palladio's San Giorgio Maggiore in Venice 
superimposes a classical temple front on the 
profile of the side aisles in the first several 
feet of the facade. In so doing he expresses 
the volumetric nature of the interior of the 
building, but he also combines or, if you 
prefer, opposes a domestic scale and a civic 
non-secular scale in a single glance. 

By rejecting the use of inherited architec
tural elements with their associated uses and 
meanings, the architect can demonstratively 
reject any past meanings and project a build
ing that is intended to be entirely of its own 
time, without precedent, and embodying 
only the current and promised societal 
order. It is here that we turn back to ques
tions of modernity in general and technology 
in particular. Otto Wagner, practising in 
Vienna just before the turn of the century, 
argued that the role of architecture was "to 
consecrate all that emerges, in the fulfill
ment of [practical) aims ... Art has the task 
of adapting the face of the city to contem
porary humanity.,,4 Schorske explains that: 

In his educational theory , Wagner declared 
war on the training of the memory, the facul
ty favored by histOl icism. He condemned the 
Italian journey, classic capstone of a Beaux 

Arts architectural education, on the ground 
that Italy's models said too little to modem 
men. Let the architectural novitiate visit in
stead the metropolis and those places where 
modern luxury resides. 5 

His Postal Savings Bank Office was rich yet 
lean and elegant, expressive of the "uni
formity of bureaucratic rationalism.,,6 He 
utilised new materials in careful but unos
tentatious ways. In a program to design 
some thirty stations as chief architect of the 
railway project, itself a sign of modern tech
nology, Wagner attempted to find a contem
porary architectural language. His Unter 
Dobling Station, with its railroad trestle arch 
supporting the central part of the otherwise 
conservatively designed building, however, 
illustrates the problems of utilising techno
logically based forms in uncomfortable juxta
positions. Used in these ways they become 
little more than bricolage, borrowed bits of 
other vocabularies used for their capacity to 
signify rather than their capacity to establish 
a convincing internal order to the building. 
Ironically, Wagner's railroad trestle corres
ponds precisely to some of the current his
toricist's use under the banner of Post
Modernism of elements borrowed from 
architectures of other times. 

Modernism harbours a great many elements 
of formal vocabularies from the past, medi
ated through the eighteenth and nineteenth 
centuries. The perfect geometries of Boullee 
and Ledoux, Durand's classical language re
moved from its functional reference, the 
architecturally inarticulate Viollet-Ie-Duc's 
struggle to raise the Gothic to a cult of 
structural necessity, the Beaux Arts quest 
for symmetrical perfection, and the neo
classical language drawn from antiquity
these and more are embedded in modern
ism, along with its manifesto-trumpeted 
admiration of the machine, of production, of 
materials, of nature, and even of the new 
society that fidelity to technology was sup
posed to make possible. It is tempting to 
label these formal elements merely an 
underlying bricolage, but I think they are 
much more in that they are, in the hands of 
good modern architects, re-shaped to con
temporary notions of technology and cul-
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ture. I have space and time to cite only a few 
other examples to illustrate these points, 
some drawn from the work of architectural 
pioneers earlier in this century. 

lakov Chernikhov in his teaching of the 
1920s in the Soviet Union attempted "to 
establish the clear and precise basis for con
structive concepts and principles, and to 
elucidate their essence, their logic, their 
rules and their laws.,,7 By setting the illu
mination of construction as part of the aes
thetic task of the architect, Chernikhov pro
jected modern technology into human 
perception through building. The indicators 
of a "constructive" building were that it 
should have, in volumetric and spatial 
terms, a precise cohesion between the parts; 
a functionally necessary basis for this cohe
sion; and the presence of a bearing or sup
port, in order to exist in condition of stabil
ity and rest." The general structure should 
reflect "the building'S function and purpose, 
and the spatial organization selected is not 
some appendage, like a decorative orna
ment in the old-style architecture but an in
tegral part of the edifice.,,8 

Chernikhov's "elements of form" are linear 
and planar elements on a plane, and ele
ments in space: planes, surfaces of rotation, 
and volumes. 9 His "constructive joints" de
rive from possibilities opened up by machine 
design, and even the illustrations are of ob
jects possible to produce in the factory. 
Classical aesthetics is explicitly rejected: 
"enforced symmetry of structure, the 
rhythm of simple repetition, and the com
bination of component elements on univer
sally 'beautiful' principles." 10 He goes on to 
state the principles governing his approach, 
and these include free asymmetries, relation 
of the design to the impressions sought of 
the viewer, and expressive colour effects 
These principles effectively break with the 
past. 

Le Corbusier, inspired in part by environ
ments like those of an ocean liner in which the 
design is determined in large part by forces 
that must be efficiently responded to, trans
lated ordinary human activities like dwelling 
metaphorically into describable systems of 
forces for which designs can be sought. 

Bou/tee, Newton's Cenotaph 

Courtesy of Arts et Metiers Gwphiques, Paris 

From this came his "machine for living." II 
The idea was not, of course, to shape the 
house as precisely as a ship would be 
shaped "Living" implied the user's adapta
tion of a basic form that modern construc
tion would provide. 12 In his Dom-ino proto
type, he expresses the possibilities opened 
up by innovations like the (then) relatively 
recent Hennebique column to beam connec
tions that made the rigid frame possible and 
that eliminated the necessity of walls to re
sist overturn Le Corbusier sought a form that 
would lend itself to mass production, would 
permit flexibility for the occupant to utilise it 
like a piece of equipment, and would allow 
for a wide range of combinatorial possibili
ties to create varying urban patterns. His 
aim was to combine the advantage of a cen
tralised modern construction industry with 
local building skills that could complete the 
building in a variety of ways dependent on 
local skills and use requirements. 

He pursued this interest in his Maison Citro
han, the name a take-off on the automobile 
company implying the possibility of mass 
production, and at Pessac, where he built 
130 reinforced concrete frame houses that 

have been substantially altered by users, in 
keeping with his earlier thinking on Maison 
Dom-ino. 13 There is a striking contrast be
tween the non-place look of the bare frame 
produced, conceptually at least, in some dis
tant factory and the highly place-specific 
look of the houses once altered, added to 
and adorned His formulation of the "five 
points" for residential design, pilotis, free 
plan, free facade, long horizontal sliding 
window, and the roof garden that restored 
the ground were embodied in his project for 
the Stuttgart Weissenhofsiedlung of 1927 
and the Villa Savoye at Poissy, 1929-31 
These could be thought to represent a trans
position to architecture of the engineer's 
aesthetic and the products of the new mod
ern construction technology that Le Corbu
sier had so long admired to at least the basic 
structural frame for living. In that transposi
tion another important issue for modern 
architecture was dramatised: the opposition 
between freedom from place that modern 
technology implied and the locale-specific 
qualities that people bring to building and 
need in order to reinforce their own sense of 
identity. 
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lakov Chemikhov, project 

SoU/ce Catalogue Centre Pompidou, 1983. p. 21 . 

Le Corbusier, Maison Domino, framework 

Courtesy of Praeger, New York 

There are many other examples that would 
display distinctive attitudes toward technolo
gy that formed a fundamental part of an 
architectural aesthetic. Mies Van der Rohe's 
corner of the Alumni Hall at Illinois Insti
tute of Technology demonstrates an insist
ence to emphasise the materials of the build
ing's making even though the actual struc
ture lies behind the brick, mandatory for fire 
reasons. The truth of the condition is re
vealed by allowing the brick to pass under 
the steel corner elements, thus conveying 
their non-structural role. Louis Kahn in his 
library at the Phillips Exeter Academy in 
Exeter, New Hampshire, achieves a subtle 
and dynamic quality in the exterior eleva
tions by allowing the brick columns to 
diminish in size as their load bearing re
quirements diminish, and he does the same 
with concrete columns at the British Art 

Louis I Kahn, Phillips Exeter Academy Library, 
USA 

Courtesy of Swiss Federal Institute of Technology, 
Zurich 

Center in New Haven, Connecticut. 

The Centre Pompidou in Paris projects tech
nology in a variety of ways that are much 
more complex. Severely functional to the 
point of exaggeration in its mechanical ser
vice systems, it does not pick up cornices, 
arcades or other features of building in the 
area. 14 Transparent, flexible and apparently 
functional, in clear distinction from its 
museum predecessors in Paris, it utilises a 
compulsively simple scheme, a metric re
petition of steel trusses and columns that do 
not vary in their dimension and that convey 
the sense of anonymous and non-specialised 
building - a warehouse ( or supermarket) of 
culture. But because of the extraordinary 
spans and because of the architects' wish to 
make these structural elements particularly 
expressive, columns, trusses and joints are 
all specially designed for this building and for 
this building only. Industrialisation and stan
dardisation are here opposed to hand
crafted, custom-built one-at-a-time objects. 
Through its structural exhibitionism it 

Piano and Rogers, Centre Pompidou, Paris. 

Photo W Porter 

makes reference to Notre Dame and the 
Eiffel Tower, both visible from the front and 
public facade; but neither of those buildings 
contains the obvious references to other 
buildings nor the complex and culturally 
contemporary equally important oppositions 
contained in the Centre Pompidou_ Appa
rently simple, but semantically complex, this 
is an artifact to be "deconstructed" by our 
critics of contemporary art! 15 

The grid is the last idea that I shall present as 
characteristic of how architects and artists 
have projected technology in modern times 
The grid has been a much used figure of the 
avant-garde. "The absolute stasis of the 
grid, its lack of hierarchy, of center, of in
flection, emphasizes not only its anti
referential character, but - more impor
tantly - its hostility to narrative. ,,16 Krauss 
goes on to argue that the grid by virtue of its 
lack of reference emphasises not only the 
originality of the art work itself, but also its 
own organisation and its materiality. 17 By 
denying the possibility of signifying other 
architectures, times, cultures, and human 
events, the grid turned attention to the 
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means ofthe building's own making - its 
technology - which, in turn, could then 
signify modern technology in general. 

The grid struck at the heart of historicism 
and of eclecticism, and at the symmetries, 
axes, hierarchies and other devices of formal 
organisation practiced by Beaux Arts and 
neo-classical architects. I say "struck" rather 
than "strikes" because, by now, the grid is 
so well established a figure in architecture 
and art that, when it is now used, it is often 
used demonstratively as in this case of 
Agnes Martin's paintings, and it is semanti
cally much more complex than when it be
gan to emerge earlier in this century. 
Richard Meier, for example, in his Museum 
fur Kunsthandwerk in Frankfurt, utilises the 
grid not only to provide internal organisa
tion to his building, but to forge links with 
the surrounding site and even with the Villa 
Metzler, in order to incorporate it into the 
overall composition. Again in the spirit of 
the deconstructionists, the ideas of past and 
present, of difference and similarity, and of 
originality and repetition are presented 
simultaneously and with equal force utilising 
a figure, the grid, that was, in the hands of 
the early avant-garde, used to make a sharp 
break with the past, with other buildings, 
and with eclecticism. 

Teaching Technology 

I have tried to put technology, especially 
modern technology, into an architectural 
perspective. I have not yet dealt with how 
technology should be taught. Too narrow a 
view of technology in architecture has prob
ably dominated the teaching of technical 
subjects in architectural curricula. I am cer
tain that technology must be taught by tech
nically oriented faculty. I am equally certain 
that this, while necessary, is not sufficient. It 
is not sufficient, because technology is re
lated to form and to culture in ways that are 
complex and subtle and that involve the in
sights of many, including architects, theo
rists as well as those with specific technical 
competence. Several ideas follow that are 
rooted in an architectural understanding of 

technology and that could, I believe, affect 
how technology is taught. 

Deep Understanding 

It is not appropriate in architecture merely 
to teach the calculation of structures or 
mechanical systems and not the deep undel
standing espoused by Robert Maillart. He 
called for the student of engineering to have 
"experience in construction; scale model 
testing and development of design proce
dures; thorough training in rigorous analysis 
of structures; and free vision" against the 
background of his belief that efficiency 
could be one form of economy as well as 
beauty. " 'Beautiful continuity' meant keep
ing all parts contributing to its conception, 
forming all with equal reverence, and shap
ing and reinforcing to use the whole [of the 
material] closer to its ultimate capacity." IX 

This is perhaps the most dominant criterion 

in good teaching of technical subjects, but 
one which is very difficult to achieve for 
most architecture students, and one which is 
best illustrated by bridges and other en
gineered structUl es The structure of the 
Hajj Terminal Building in Jeddah, illustrat
ing absolute fidelity to an idea of structure 
and aided by some of the most powerful 
computers in the world, gave rise to an 
extraordinarily powerful and evocative arti
fact, regal dless of its presumed metaphoric 
origins in the desert tent 

Nature Revealed Through Purity of Form 

Structure in the hands of master architects 
has taken various forms. In the quest for 
clarity in displaying the distribution of forces 
and in holding spaces for use, the buildings 
have approached the perfection of form that 
natUle herself does not achieve in the visible 
everyday world Mies Van der Rohe's early 

Richmd Meier, Museum fur KlIIlSthandwerk, Flankfllrt am Main 

Courtesy of R Meier Assoc 
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Mies van der Rohe, skyscrapel plOject 

Source Roteh LibJary 

A EI-Wakil, Halawa house, Agamy, Egypt 

Photo A EI-Wakil. 

National Commelee Bank, Jeddah, by Skidmore 
Owings and Melrill 

Photo SaM 
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scheme for a skyscraper, for example, stands 
as an extraordinary analogue to the crystalline 
structure of matter. Gordon Bunshaft's new 
Jeddah National Bank building is a fine con
temporary illustration of a search for 
geometrical perfection in another cultural 
context. 

Nature Revealed Through Distortion 

Structure is not the only source of inspira
tion for fidelity to the nature of things. 
Ralph Knowles allows the exterior envelope 
of the building to be shaped by the combina
tion of sun position and the envelope's needs 
for light and shade. And others in the name 
of energy have sought systematic trans
formations that would reveal through form 
the resolution of forces at the boundary be
tween man and nature. One can imagine 
pure forms that are distorted by natural 
forces, like wind or sun, expressing nature, 
and that at the same time retain their identi
ty, ideas like those of Sir D'Arcy Thompson 
given architectural expression. IY 

The Idea of Nature, Pursued 

The idea of nature itself, as a source of 
energy and renewal of life, can inspire archi
tectural solutions that themselves take on 
qualities that endure beyond their original 
inspiration. The Bagh-i Fin, the celebration 
of the water source at the low hills above 
Kashan in Iran, and Shah J ahan 's great Sha
limar Bagh at Lahore, not to mention the 
Alhambra itself, illustrate past accomplish
ments of supreme beauty and inspiration 
that utilise the technology of exploiting wa
ter to build the formal elements and struc
ture of a place. 20 

Recognition of the Semantic Dimension 

In architecture, even more than in engineer
ing, it is important to understand meanings 
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Nianing Agricultural Center, system from BREP~, 
UNESCO 
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Andre Revereau, Mopti Health Center 

Courtesy of AKAA 

inherent in the forms that are taken by con
struction and other architectural technolo
gies. In one of the more productive analogues 
with langu~ge, Panofsky observes that "To 
perceive the relation of signification is to 
separate the idea of the concept to be ex
pressed from the means of expression. And 
to perceive the relation of construction is to 
separate the idea of the function to be fulfil
led from the means of fulfilling it. ,,21 Caws 
observes that the practicing engineer as well 
as the architect" ... may well be part bri
coleur. He may order his materials and 
calculate some components of his forms as 
an engineer, but he will almost certainly 
allow elements of brifolage into his design 
.. ,,22 In the teaching of technology, if stu
dents became more aware of and adept at 
handling their inheritance in technical fields, 
it would help considerably in raising their 
awareness of that idea in architecture more 
generally. 

Vernacular Reformed 

The Halawa house, with careful insertion of 
modern techniques, conveys the look, and 
to a large extent the reality, of traditional 
methods of building in a house for the lich. 
The juxtaposition of vernacular forms with 
an upper class contemporary life-style 
strengthens the image of both. The Nianing 
Agricultural School was the result of a re
search effort at UNESCO that in a short time 
created a whole method of construction pat
terned after vernacular building, but 
adapted to modern space requirements for 
schools and other building types. And at 
Mopti, by adding concrete as a building 
material to the traditional materials and 
methods, small but important changes be
came possible in shaping the building's sec
tion, and in making entrances and openings 
without losing the qualities and forms of 
traditional building that permit it to fit 
gracefully into its setting. 

Tectonics and Experience 

Construction systems only qualify for archi
tectonic systems if, like Herzberger's Cen
traal Beheer in Amsterdam, they are used 
so that construction and experienced spatial 
definition merge. Making this distinction 
evident in alternative examples would also 
help the architecture student to make the 
bridge between the technology of structure, 
for example, and the art of architecture. 
Herzberger's Centraal Beheer and Louis I 
Kahn's Richards Medical Research Towers 
in Philadelphia represent a relatively con
servative view of how environments are to 
be experienced and read, because their spa
tial, functional, and structural systems are 
essentially congruent. In those buildings 
multiple and contradictory readings are not 
supported. Their architectonic systems are 
neither universal enough to be decoupled 
from the particular activity and seen in their 
more general frame of reference, nor speci
fic enough to suggest alternative use associa
tions. Furthermore, the semantic dimension 
was simply not tapped beyond a not-so
crude brutalism that signified the presence 
of an aggressive and dominant technology. 

Hardy Holzmann and Pfeiffer's Columbus, 
Indiana, Occupational Health Center exem
plifies a dialectical relationship among archi
tectonic systems, still in the modernist vein 
and tightly linked to the expression of mod
ern technology and modes of production. 
Kallmann, McKinnell and Woods' Amer
ican Academy of Arts and Sciences building 
in Cambridge, Massachusetts and, quite 
possibly, the Larsen Ministry of Foreign 
Affairs building in Riyadh establish a power
ful dialectic as well with vocabularies of the 
past 

Concluding Remarks 

Many nations, caught up in the problems of 
their own development, may look to archi
tecture to clarify their identity and express it 
to others. Many nations in the past have 
attempted this, with success ranging from 
the challenging and the beautiful in Chandi-



58 Technology Form and Culture in Architecture Misconception and Myth 

Herman Herzbelger, Centraal Beheer, Amsterdam 

Photo A Miao 
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garh, the diplomatic quarter in Riyadh, and 
some of the recent planning for Baghdad, to 
the less obviously successful Algerian New 
Towns or King Khalid City in Saudi Arabia. 
Religion, too, may look to architecture to 
validate its claim on the lives and minds of 
the faithful and to exclude others And pri-
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vate enterprise had made the same claims on 
the landscapes of our cities all over the globe 
by privatising the skyline and even parts of 
cities' public access systems. Architecture 
has the capacity to support these objectives, 
but its greater force comes, in my view, from 
deeper linkages to the cultures that underlie 
businesses, nations, and religions. 

Technology is caught up in this problem of 
emerging identity. If buildings in non
industrialised countries resemble too closely 
buildings in industrialised countries of the 
West, or utilise processes of production 
associated with those countries, they do not 
carry a forceful local identity Moreover, the 
emerging nations of the Muslim world are 
not emerging in the vanguard of the new 
industrialisation, they are emerging as new 
and distinctive cultures. Technology, as ex
pressed in the Centre Pompidou or the Hajj 
Terminal structure, or celebrating the 
machine as Chernikhov did, or any other of 
the several examples I have cited may not 
represent the right approach for the people 
and the institutions of these nations. Indeed, 
I suspect that too obvious a use of technolo
gy as the primary source of formal expres
sion in building may not be appropriate in 
most countries of the world today, possibly 
for different reasons in each. But the more 
important point I have tried to make is that 
the formal language of architects must be 
able to support complex readings specific to 
where each building is built, and the archi
tect must be able to manipulate that formal 
language in knowing ways. 

The aim of this paper was to discuss linkages 
among technology, form and culture in the 
architecture ofthe West, and to distinguish 
in that discussion between misconception 
and myth. The problems facing architectural 
educators in the teaching of architecture in 
the Muslim world are subtle indeed, but I 
believe their cause is not well served by 
transferring ideas from the West out of con
text, and especially by wrongly relegating 
technology to a secondary position because 
of its associations with already industrialised 
nations I hope that I have been able to set 
forth some ideas that will stimulate thought 
and debate along these lines and that will lead 

to improved education for architects who 
will then be able to draw more fully upon 
the potentials of both modern and tradition
al technologies in the service of their 
societies. 
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