
~ Colonial Architecture 

Delllythologising Colonial Architecture, Forllls and Models 

It should not be a revelation to anyone 
that architecture is a me!lns for communi
cating a set of values and a system of 
ideas, commonly called ideology. 
However, much of the built environ
ment over the last 100 years in countries 
on the periphery of the industrialised 
world was achieved under conditions of 
military, economic and social as well as 
cultural domination, in one form or 
another. Principally, this occurred under 
the "civilising" occupation of foreign 
lands by the major imperial regimes of 
Great Britain, France, Italy and the 
Netherlands. The arrival and penetration 
by these European powers of local or 
regional institutions - political, social 
and cultural - brought about situations 
of confrontation between the new and 
the already existing. 

During the first years of the immedi
ate post-Independence period, many of 
the political and cultural leaders in various 
Third World societies understandably 
provided at least "lip-service" rejection of 
the previously-imposed value systems. 
Others simply pretended to ignore the 
fact that Western models of physical 
planning had shaped their principal cities 
and continued to do so through inherited 
institutions and regulations, or that West
ern interpretations of local forms of 
architecture persisted as the framework in 
which daily life went on. Whether it has 
been by policy of rejection or by unthink
ing acceptance, Third World societies 
have tended to neglect the vestiges of a 
relatively recent 20th-century past and 
avoided asking how these cities, their in
stitutional buildings and their housing 
forms came into being. 

Yet, it is a continuing fact, an every
day reality, in the major cities of Moroc
co, Algeria, Tunisia, Senegal and Mali, 
once under French rule, or Libya, 
Ethiopia and Somalia under the Italian, or 
Pakistan, India, Burma, Malaysia under 
the British (to mention but a few), that 
dual systems of values and their conspi
cuous outward signs once cohabited, and 
the influences may indeed be ongoing 

today. Not unlike the phenomenon of 
dual educational systems (e.g. one in 
French or English and another in a local 
language, such as Arabic) which persisted 
after independence, ambivalent attitudes 
toward imported architectural styles, 
modes of construction, uses of space, etc. 
have also endured among the cultural 
elites of some Third World countries. 

The central theme of this issue of 
MIMAR is the interaction of various inter
nal (traditional) and external factors 
which have determined the architectural 
production, the signs and symbols, and 
their levels of meaning within a context 
of confrontation between differing cultu
ral values. 

Through the examples shown here 
and in the articles that follow, we have 
attempted to show that concepts such as 
stability and change in terms of architectu
ral expression are quite complex, espe
cially when applied to cultures with an 
already rich, strong building tradition 
that were suddenly brought into contact 
with imported ideas and tastes; this is the 
case with Morocco, Tunisia, Mali, Egypt 
or Indonesia. The example of Libya, 
which had comparatively little or no such 
indigenous architectural heritage of its 
own, offers an interesting counterpoint 
within the theme of colonial architecture; 
moreover, if one stops to reflect, the pa
rallels between what occurred there 
under Italian Fascism in the 1920's and 
30's and what is happening today in other 
countries lacking a strong tradition that 
submit to modernist ideas is worth 
pondering. Finally, there is the example 
of Thailand, a country with ancient tradi
tions of its own which invited Western 
architects to introduce buildings straight 
out of an alien culture into their home
land as tokens of modernisation. 

We have presented here, primarily 
through images rather than drawings, a 
limited selection of buildings from the 
colonial era in countries whose heritage is 
not so well known, such as West and 
North Africa, rather than the better 
known examples from British India. This 
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Law Courts, Casablanca, J. Marrast, architect, 
1915. This was one of the first public buildings 
achieved under the French Protectorat administra
tion of Marshall Lyautey. The mainfarade, on the 
principal plaza of the city, is noteworthy for its high 
iwan-like entry decorated with carved stone, cera
mic tilework and green tile, ovahanging ro~f Tra
ditional motifs set off typically white walls broken 
by an arcade on the ground )1001' and small windows 
on the uppa )1001'. The plan is remarkable for the 
organisation of offices al"Ound inner courtyards sym
metrically arranged on either side of the entrance. 
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Law Courts, Rabat, A. Laforgue, 1931. The 
sober, neo-classical composition of the farade con
trasts strongly with the more overtly Moroccan 
qualities of the Casablanca coul1house. Concessions 
to traditional decoration are to be seen in the local 
brown stone used for facing, the carved capitals of 
the columns, and the polychromy. Otherwise it is 
distinctly more in keeping with "stripped-down" 
classicism which was in vogue in Italy and France 
of the 1930'5. 

was a conscious choice in order to avoid 
duplicating other recent publications. 
Secondly, our choice corresponds to cul
tures where local architects are beginning 
to take a new look at colonial architecture 
that attempted to marry traditional style 
with contemporary sensibility. This is 
occurring in Morocco, West Africa, 



Tunisia. The challenge of preserving and 
adding to a 1920's colonial villa by Tarek 
Ben Miled is one type of positive reply to 
economic and social issues raised by the 
built colonial heritage; the Onersol solar 
research building in Niamey (see Build
ing Study in this issue) is another type of 
reference, to the "neo-Sudanese" style. 

Historical Framework 
The history of colonialism is a vast sub
ject, and there is an extensive literature. 
Nationals of each major colonial power 
have written, and rewritten, global 
accounts of the main military and politic
al events concerning their countries 
sphere of activity; and, there are detailed 
analyses of specific subjects by anthropo
logists, sociologists, economists, and so 
on. However, studies of the planned 
physical environments created during 
colonial times, and the roles of architects 
and engineers, has lagged behind. My 
personal research has evolved towards a 
comparative analysis of French, British 
and Italian interventions in the field of 
town planning and architecture as they 
reflect progressive, or avant-garde, ideas 
current among members of the European 
movement. With the completion of grea
ter numbers of indepth studies of indi
vidual architects, national imperialist 
urban-planning efforts, as well as the 
buildings by so far unindentified contrac
tors, we should be able to learn a great 
deal about reciprocal influences between 
the Western centres and the Eastern cen
tres of cultural creativity. 

For the purposes of this glimpse into 
the realm it should be mentioned that 
there are considerable, complex differ
ences between the short and long-term 
objectives, policies and strategies of the 
various 20th century colonial powers. 
The installation and growth of British 
influence on the Indian sub-continent, 
dating from the 17th century, followed a 
different pattern and evolution than the 
French in Africa. The status of nations 
and peoples within one or another empire 
differed widely. For example, Algeria 
was conquered by the French in 1830 and 
over the following century came to be 
considered an integral part of metropoli
tan France, with an important demog
raphic increase in French nationals. 
Morocco, on the other hand, which was 
the last of France's acquisitions in 1912 
was given the status of Protectorat, 
according to the Treaty of Algesieras. 
While military occupation of the two 
North African neighbours followed simi-

City Hall (now the Prifecture) in Casablanca, 
Marius Boyer, architect, 1931. Won in a competi
tion and built in the 1930's, this key symbol if 
municipal authority exhibits stylistic references to 
Italianate palaces, especially on the formal main 
forade, as well as Moroccan palaces through the 
cemmic and stone ornamentation. The clock-tower, 
added sl(ghtly later, strongly suggests a typical 
Moroccan minaret, hence making an allusion to 
mosque design. The rear farade is treated entirely 
differently, with a composition of asymmetrically 
al1'anged volumes. 

Interior of the City Hall, Casablanca. Offices are 
placed around four internal cOUl7yards, bordered by 
two-storey arcaded passageways. Lmgely inspired 
from the magnificent palace courtyards of Morocco, 
each one is treated irl a different way. The mosaic
work of graduated colours in blue and bi'own on the 
columns, reveal however a Western sensibility in 
the Art Deco mode of the period. 

lar patterns, the political and cultural tac
tics employed were markedly different. 
The Italians, who acquired Libya at about 
the same time France took over Moroc
co, tried to install large numbers ofItalian 
citizens in that colony in the 1920's and 
30's in order to reclaim the desert for 
agricultural production - and create jobs 
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Bank if Morocco, Casablanca, by an unidentified 
architect. Located opposite the City Hall on the 
main square (formerly Place Lyautey), this institu
tionalsymbol if economic and jinancialsoundness if 
the colony relies upon a highly-chmged, overall 
treatment of the forade; basic elements of traditional 
farades are present, wide sculpted band just below 
the overhanging roo], decorative courses around the 
sculpted panels enclosing windows, etc. However, 
the total combination of elements demonstrates non
Moroccan authorship. 

Bank of Morocco, Rabat, Cadet and Brion, 
architects. Although this building was also repre
sentative of a new Western institution introduced 
into tmditional Morocco, the ornate decoration of 
the fofade on the main boulevard was more Moroc
can in its r~fined stone and stucco work than its 
"sister" building in Casablanca. Here again it is a 
matter of the interior ornamentation from traditional 
palace courts turned inside out to confolm with a 
Western extroverted architecture. 

Post Office, Rabat, Jules Lafargue, architect, 
1920'5. A key building to house telegraph, tele
phone and postal services of totally Western com
munications netwOl'k, it was located at one end of 
the main boulevard, along which the other principal 
institutions, e.g. law COUl7S, bank, railway station, 
were located. Placed typically on a corner lot, as in 
many French towns, it employed decomtive ele
ments of Moroccan and Spanish Moorish origin. Its 
scale was less monumental than its neighbouring 
institutions. 



for Italians. Hence, the new towns were 
modelled on the contemporary new 
towns established in the Pontine marshes 
near Rome, with a comparable 
architecture to that of the mainland. 
Finally, the city of Segou became an im
portant centre when the French made it 
the administrative centre of the Office du 
Niger, an unsuccessful agricultural enter
prise, intended to compete with similar 
British projects in Egypt, but based upon 
native forced labour. Thus, while para
llels between different colonial regimes 
and their tactics occasionally emerge 
from their histories, circumstances of 
time and place were often quite unique 
and provoked specific responses based 
upon the cultural outlook, or ideological 
attitude of the colonial minority. 

Colonial Exhibitions 
Among the most fascinating insights, 
architecturally-speaking, into what was 
transpiring in the colonies themselves at a 
given moment in time are those provided 
through various types of expositions. 
There were colonial sections in the Uni
versal Expositions held in Paris in 1889 
and 1900, and Colonial Expositions in 
Marseille, 1922 and Paris 1931. Other 
colonial powers, such as the Dutch, the 
Belgians and the Italians participated with 
pavilions in these latter two. Moreover, 
there were exhibitions in the colonies 
themselves, in Casablanca, 1915, Tripoli 
(Libya) 1938 and elsewhere which were 
on the scale of local trade fairs, but com
posed of impressive architectural state
ments of a permanent or temporary na
ture. 

Such cultural encounters had a double 
significance. Traditional architecture, 
both monumental and vernacular, was 
interpreted in the constructed pavilions 
by European architects for European 
consumption. The picturesque qualities 
of the imagery projected had a 
tremendous propaganda effect on the 
public, forming stereotyped notions of 
what one could expect to see were one to 
go to the colony itself On a second level, 
exhibition pavilions gave European 
architects the chance to create s(~ns of an 
exotic culture according to their fancy, 
often utilising modem European technol
ogy to achieve fantastic Disneyland 
effects. For example, the architect Olivier 
used an iron skeleton to construct a giant 
30-metre-high tower, covered with 
straw and sprayed with plaster to imitate 
a mud-brick tower from Timbuktu at 
the 1922 Marseille exhibition. This mar-
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Lefl: Skeletal ji-aming made of iron for the thirtty 
metre high tower of the French West Aji-ica Pavi
lion at the 1922 Marseille Colonial Exhibition, 
Olivier and Wuiffldf, architects. This construction 
combined an ingenious use of high technology of the 
time (metal framing and sprayed plaster) with sty
listic elements of a mosque from Timbuktu to pro
duce an excellent demonstration of colonial myth
making. An elevator took visitors up the inside of 
the tower to the top, allowing them to admire the 
structural prowess ji-om the interior. 
Below: The completed tower of the 1922 Marseille 
exposition, whose special coating imitated the red
dish tint of mud brick. The vastly exaggerated scdle 
compared to the real model, although it shocked 
many traditionalists, neveltheless did much to con
firm this type of architecture as the ultimate symbol 
of true West Aji-ican architecture. 
Bottom: Palace-pavilion of French West Afiica at 
the Colonial Exhibition in Paris, 1931. Olivier and 
Lambert, architects. An aelial view of the centre
piece pavilion in a.filCsimile neighbourhood of the city 
of Djenne; the mosque-inspired design with towers 
and inner courtyard contained commercial exhibi
tions. 

Right, above: Main market in Bamako, Mali, by 
an unidentified architect or civil engineer in 1923. 
Built of emth stabilised with lime, the market is 
triangular in plan with an interior courtyard. Sty
listically, it picks up certain elements of religious 
architecture in mosques, such as the tower, and 
othm found in domestic anhitecture, such as the 
repetitive, pointed pilasters on the upper portion of 
the tower. 
Right: Administrative building (now the MinistlY of 
Public Works), Bamako, Mali, by an unidentified 
architect or engineer. Late 1920's-early 1930's. Of 
clearly Western conception, this building contains 
features of a NOIth Aji-ican, probably Moroccan 
stylistic vocabulary: arches slightly horseshoe in 
shape, supported on columns with continuing pilas
ters and string cow·ses; however, a single comer 
tower possesses the typical "neo-Sudanese" pinacles 
and grouped colonnades. 





vel did much to lend validity to and to 
propagate a "nea-Sudanese" style of 
architecture for institutional buildings 
back in French West Africa itself 

A further dimension to the effects of 
colonial exhibition architecture was the 
way it was perceived by the colonised 
themselves when they visited it (crafts
men and workers were brought to the 
exhibitions to demonstrate techniques or 
add 'local touches' to the exhibits), when 
they saw pictures reproduced in the 
press, or, in the second degree, reflected 
in recent colonial buildings. The 1931 
Colonial Exhibition in Paris reproduced 
an entire neighbourhood of the Malian 
city ofDjenne, as well as an official palace 
inspired by the three-towered Great 
Mosque of Djenne. However, the in
terior of the mosque-like building was 
filled with commercial stands and over 
the main entrance there were wooden 
pagan fetishes for "decoration", which 
would have scandalised any Muslim who 
saw this. (There was also a small mos
que-like building nearby which contained 
a cinema.) 

The countries of the Maghreb under 
French control were prominently repre
sented in the exhibitions by way of repro
ductions of indigenous architecture. In 
1922 an entire Tunisian village (with 
bazaar, mosque and small palace) was 
built in Marseille; in Paris in 1937, it was 
a Moroccan bazaar. In the iJIt-erim there 
had been the centennial celebration of 
French conquest of Algeria, at which an 
authentic, traditional Arab house was re
constructed in Algiers (designed by the 
architect L. Claro and reutilismg elements 
from demolished houses in the old cas
bah) in order to remind tourists - and 
the Algerians - of what had been lost. If 
the centennial house, as it was called, can 
be taken as a vivid reminder of the degree 
to which traditional Algerian institutions 
and cultural heritage had been destroyed 
over 100 years, some French architects 
who had known, admired, and even in
terpreted through their own work the 
rich architectural heritage of Tunisia and 
Morocco (e.g. Valensi, Laprade and Paul 
Toumon) did build pavilions for the 1931 
Colonial Exhibition which sought to 
portray continuities between the old tradi
tional and the new modem architecture. 

Ultimately the questions arise: who 
was the principal client, or consumer(s) 
of such magnificent displays, and what 
interpretation(s) did they carry away? For 
the metropolitan, and colonial, French 
public, they could see at their doorstep 

Administrative building (now the Ministry of 
Geology and Mines) in Bamako, 1930's. 

Law Courts in Bamako, by an unidentified 
architect. This curious complex of buildings dates 
from an early phase of institutional constmction 
when a highly personalised interpretation of classic
al vocabulary was deemed appropriate. The 
Napoleonic code applied in the colonies here found 
its home in Bamako. 

Post, Telephone and Telegraph offices in Bamako. 
Datingfrom around 1915, it too reflects tastes of the 
first engineer constmctors in this colony. 
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Law Courts, Segou, Mali, 1930's. Built in an 
ancient capital on the banks of the Niger River, a 
whole administrative neighbourhood grew up dur
ing the 1930's when Segou was the seat of the 
Office of Niger corporation. The horseshoe arches 
on delicate columns reflect the North African or 
Moorish influence upon colonial designs of this 
period in the early 20th century . This influence was 
present in the region since the 16th century when 
the kingdom of Marrakesh extended its power this 
far south - replaced by the French 400 years later. 

Law Court, Djenne, Mali, of relatively recent con
stmction. 

City Hall, Dakar, Senegal. Clearly drawing in
spiration from the archifecture of French palaces, 
this municipal building could have been found in 
nearly any provincial town of France. 
Right, above: Chamber of Commerce in Bamako, 
1920's. The overhanging roof supported on brack
ets and the green tiles of the roof evoked the 
architecture of Morocco, once again confirming the 
presence of designers familiar with or having work
ed in the northern protectorate. 
Right: Bank of Rome building, Tripoli, Libya, 
1930's by Alessandro Limongelli. One of the most 
beautiful of the Italian colonial constmctions of the 
period, it subtly combines strong classicist vocabul
ary with a few 'oriental' touches such as the cupolas. 
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the "civilizing" efforts of their country
men, from the temple of Angkor Wat to 
mosques of Mali. However, their im
pressions were not necessarily those of 
such . heads of State as the Sultan of 
Moroc~o or the Kirig of Siam, who also 
visited the exhibitions . . ," 
Clear~ng away some myths 
Indeed, there are three myths that deserve 
more attention, · especially if practitioners 
of archite~ture and a design-oriented pub
lic in the former colonies are ever to ev
aluate the building stock they inherited 
f~~m that period of strongly foreign, 
cultural influence. Myth number one is 
thaJ colonial architecture and town plan
rung Gin be categorised (and thereby dis
missed) as being of two sorts, a) the sim
ple replication of styles or methods founa 
in England, France, Holland or Italy and, 
b) the imitation, to . one degree or 
an"other, of local architectural styles, in
tend~d primarily to mystify, seduce and 
thereby subjugate indigenous popula
tions. In the first instance, it should be 
clear there was never a uniform, 
homogeneous 'colonial' style, however 
"classicisip.g" a style may have seemed 
through the use of columns, capitals, 
pediments or sculpture. A testimony to 
the mobility, and even distortion of 
forms and models is to be found in the 
fact that a town hall design proposed for 
Abidjan, Ivory Coast in 1921 employed 
elements with an unmistakably Indo
Chinese flavour. 

There is a trend in thinking today that 
would have us believe that the best exam
ples oflocally-inspired building styles for 
colonial institutions were designed to 
convince native Moroccans, Tunisians or 
Malians that the French, for example, 
were respectful and appreciative of their 
traditional architecture. Fine as some 
buildings were, the "dressing up" of 
facades of post offices, banks, or town 
halls in Morocco with local decoration 
did not, it seems to me, fool anyone. 
Moroccans, for example, knew that 
where once there had been one, Islamic 
code of Justice, after 1912, there were 
two - and which one was becoming 
stronger. Moreover, the 'artistic' licence 
indulged in by the Western architects 
who took decorative motifs or spatial ele
ments traditionally employed in private 
interiors and applied these to 
monumental exterior facades on public 
streets violated accepted architectural de
corum. In fact, such buildings in Casab
lanca or Rabat received, in all probability; 

Bank of Rome and Shops on main square (now 
Green Square) opposite the old medina in Tripoli, 
Libya. A. Alpago Novello and O. Cabiati, 
architects, 1936. Although much more modest in 
scale and pretention than its countelparts in urban 
I'enewal pl'Ojects of the same period in Italy itself, 
this building colTesponds to a similar typology and 
austere classicism of expression as the othas. 

their ornamentation for purely econo
mical reasons, because local craftsmen (in 
tilework, stucco, wood, etc) were avail
able, capable and cheaper than imported 
French, Spanish or Italian equivalents. 
And, ultimately the institutions were in
tended to service the colonial rather than 
colonised population. The same argu
ment applies to the institutional edifices in 
the "Neo-Sudanese" style, largely mod
elled upon the language of mosque de
signs. In the examples cited here, the 
choice of styles of architecture, or lan
gauge, was entirely the pr.erogative of the 
colonial clients (public or private) and re
flected their self-image, their sense of per
manency and the necessity in the begin
ning of relying upon local materials and 
techniques. How could such options 
based purely upon self-interest persuade 
the colonised of imperial goodwill to
wards them? 

Myth number two pertains to the 
effects of colonial building programmes 
upon the local building industries. Some 
still believe that the introduction of West
em methods and materials (especially 
concrete, iron, tin, glass) promoted a de
sirable restructuring of traditional build
ing trades to respond to modem institu
tional commissions. In reality, what 
occurred was a destructuring of tradition
al know-how and methods of organisa-
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Inset: The same square in Tripoli during a Fascist 
mill' in the 1930's. Mussolini's government in
vested heavily in the Libyan entelprise that would 
traniform the desert into a 'bread basket' for the 
motherland. 

Principal new plaza in Tripoli, Libya created by the 
Italians, around which various institutional buildings 
such as the centml post c1fice were located. A cel1ain 
stylistic continuity exists among all of the edifices, 
highlighted by projecting balconies, tall, anhed open
ings and smooth surfaces painted in similar tones. 

Right, above: Prince of Wales Museum, Bombay, 
India, 1914. George Wittet, al'Chitect . Completed 
jllst at the moment when diswssions wae underway 
concerning the appl'Opn'ate style to adopt for build
ings of the future imperial capital of New Delhi, 
this piece of eclecticism sought to combine elements 
of 16th century Indian architecture with late Victo
rian tastes. 
Right: Detail view of the SecI'etariat building (left) 
and the Council Hall (nght) of Imperial New 
Delhi, India 1920-27 by Herbert Baker. These 
monumental structures by Baker who was the assis
tant to Sir Edwin Lutyens, designa of the Vicer
oy's Residence, reveal attempts to blend Mughal 
al'Chitecture and that of the Italian Renaissance. 
The task of doing so was imposed by the highest 
political authorities in order that they symbolise the 
evolving British policy of power-sharing with 
populations of the empire. ArchitectUl'e, it was 
hoped, would epitomize the aims of mutual respect 
and tolerance among two rich wltural heritages 
desired by the British . 
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House in Carthage by Tarek Ben 
Miled 

A persuasive yOW1g architect \'lith a child
hood fascination for this colonial villa built 
in 1922 saved it from being demolished by 
a wealthy client who wanted an entirely 
contemporary new residence. Convinced 
that the modest classical vocabulary of the 
old villa had true sources rW1lling back in 
Tunisian history to Roman times, Ben 
Miled took this tiny, one-storey dwelling 
with colonnaded verandah and added more 
rooms on the groW1d floor and the entire 
upper storey. He pushed a lightwell up 
through the living room ceiling and 
arranged first-floor rooms aroW1d it. Ter
racing, pool and fOW1tain were created in 
front of the house, set against a hillside in 
Carthage. 

What is significant is that Ben Miled 
attempts through this work to formulate a 
kind of anti-modern 'manifesto' within the 
present Tunisian context, where prevailing 
tastes are predominantly influenced by ban
al imported European models. The exercise 
in artistic sensitivity is highly sophisticated: 
the architect added more columns on the 
groW1d floor and it is impossible to tell 
which were preexisting and which are new. 
These, and the cornices and moulding 
turned out to be an arduous technological 
challenge, since most of the Italo-Maltese 

Jacadiers who executed this kind of detailing 
have disappeared from the scene. Such ele
ments are now done in reinforced concrete. 

In order to create a new, enhanced au
thenticity of classical referencing, Ben 
Miled introduced antique motifS, such as 
the same pattern of marble paving from the 
Roman proconsul's house in Carthage for 
the terrace; the pool is inspired from Pom
peii. To heighten awareness of the true 
Roman classicism, an Italian fresco-painter 
was engaged to paint the walls of the stair
way and the walls of the lightwell with 
decoration and trompe I J oeil scenes with 
amazing delicacy of colour and realism. 

Here is a rare and excellent example of 
an architect renoW1cing the prejudices 
against a colonial past and against historical 
references in general to build upon and to 
elaborate historical forms and models, to 
proclaim a kind of "universal" validity for 
certain architectural vocabularies. One also 
wonders whether a tendency towards "his
toricist" rationalisation - a la Venturi or 
Charles Moore - is not gaining the Third 
W orId as well. 

Brian Brace Taylor 
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Lift, above: View of the main farade of the house 
onto the garden. 
Lift: Detail of the main farade at the level of the 
terrace with its swimming pool and fountain. 
Below: Detail of the trompe r oeil.fresco on a wall 
of the open area above the living room. Daylight is 
brought down .from above. 
Below, right: Detail of the columns of the living 
room, looking towards the dining area. 
Photographs courtesy of the architect. 
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Above: Ground floor plan 
1. Entrance hall 
2. Sitting room 
3. Living room 
4. Study 
5. Guest room 
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6. Dining room 
7. Maidroom 
8. Kitchen 
9. Verandah 

to. Terrace 
11 . Swimming pool 
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tion which, in many instances where col
onial powers had not trained local techni
cians and cadres, subsequently left many 
countries at independence with a building 
industry incapable of doing anything 
other than meet demands of the modernist 
sector. Where a traditional building in
dustry was strong and highly developed, 
(as in Morocco) and colonialism came 
late, local industry resisted better, even 
though the French did nothing to encour
age training of local cadres. In India, the 
British had founded technical training 
schools, such as in Roorkee, in the 19th 
century, and debate thereby occurred 
rather early concerning which path of 
development to follow, that based on 
traditional techniques or that based on 
modem ones. 

Finally myth number three assumes 
that there was no connection between the 
work of the official architects, planners, 
and technicians in the colonies and the 
so-called avant-garde, or pioneer, move
ment in European architecture or; that 
whatever buildings were put up by 
Frenchman Auguste Perret in North 
Africa, proposed by Le Corbusier for 
Algeria, or planned by Ernst May in East 
Africa were anecdotal. Ln fact, there was 
considerable circulation of men and ideas, 
in spite of the fact that their theories, 
forms or models did not immediately 
prevail with colonial authorities. There 
are not two histories of modernist 
architecture and their influence abroad 
but several, complex and interconnected. 
The myths concerning national planning 
and construction which the avant-gardists 
of Europe promoted from the 1920's on
wards may not have found sympathetic 
ears during the colonial period, but they 
did find willing adherents later in marty 
newly independent countries of the Third 
World such as India, Pakistan, Algeria 
and others. 

Demythologising colonial architec
ture involves an assessment, a critical 
reappraisal, of the cultural ideals, aesthetic 
tastes, and technological means that 
brought certain building models and 
forms into being at a particular historical 
moment. The relationships of dorninance 
and dependence that were operative then 
may have parallels today, and they may 
not. But a deeper understanding of the 
processes by which that environment 
was first produced should offer today's 
architects some insights, perhaps even 
some inspiration, for coping with foreign 
cultural influence in their own respective 
contexts. 


