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Architecture Now!
PHILIP JODIDIO

W
hat is the situation of contemporary architecture? The question implies a complex-
ity that is far beyond the scope of a brief talk. Where are the most talented architects

and what are their styles? Can it be said that there is any dominant style today? The

answers to these questions of course vary depending on the part of the world concerned. My re-
cent book, Architecture Now!, published in six languages and distributed in seventy countries, at-
tempts an overview of recent buildings and projects originating principally in the Americas,

Europe, Japan and Australia. This is not to say that the reality of contemporary architecture is in

any way limited to these parts of the world, but it may be fair to say that the exploration of new

ideas and techniques is rich enough here to justify interest. The Modernist style born of the Bauhaus,

redefined in America and elsewhere, swept across the world after the Second World War, irre-
spective of many cultural barriers. Today no such force seems to exist, but there are trends dependent

on many of the factors that have traditionally influenced architecture. The demands of a site, of a

client, the function of a building, one might be tempted to say its ambitions – all of these are elem-
ents that can give rise to different solutions, some of which are exemplary. I would like to politely

disagree with some of the ideas expressed here in the paper by Charles Jencks. He suggested that

architects are trying strenuously to integrate some kind of undefined but nonetheless complex new

world view into their work. Obviously if our entire view of the universe changes, then architects

may have to rethink their ideas about reaching only for the moon.

While we wait for that event, it seems clear that architects will think rather of such issues as cost,

site, function and the poor forgotten user of their buildings before moving on to the higher issues of

cosmogenesis and “strange attractors”. Yes, architects can and do think of our place in the universe,

but the new directions of architecture can certainly not be classified according to a grand scheme.

Nor can we be so simplistic as to say that Modernism was born of a purely mechanistic view of ex-
istence. Einstein’s Theory of Relativity, Heisenberg’s Uncertainty Principle, emerged years before

Modernist boxes began their inexorable march around the world. Architecture and science may

not always go hand in hand. Fortunately, trends in architecture are more unexpected and varied

than any critic’s attempt to assign them to a new order, no matter how imprecise. Yes, architecture

is changing, but rather than a new paradigm, there is a new freedom, a new diversity.
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spaces. The name of the “Umbrella” comes from what Moss calls “an experimental piece of con-
struction”. “It is a conceptual bowl,” he says, “an arena the slope of which is determined by the

curving top chord of two inverted wood trusses salvaged from the demolition of an adjacent pro-
ject and inserted here.” Like most of his Culver City projects, this renovation does not funda-
mentally alter the exterior forms of the existing structures. Rather Moss chooses to add a sculptur-
al element whose origin is linked to the spaces. It is this added piece that gives an unusual identity

to the completed building, and appeals to possible occupants.

Obviously the sculptural or artistic interventions of talented architects like Frank Gehry or Eric Owen

Moss add something to buildings, but is there fundamentally any innovation involved? A pretty build-
ing draws clients or visitors in the case of a museum, but does it really advance architecture very much?

Frank Gehry is said to be complaining that since he built the Guggenheim Bilbao, all his clients want

him to do buildings of that type. He is a victim of his own success, trapped in a style. With its refer-
ences to anthropomorphic sources such as the “mother cradling a baby”, or flowers, fish and horse

heads, Gehry’s work does in some sense come closer to art than it does to a really new type of archi-
tecture. The “horse-head” that inspired his conference room for the new DG Bank in Berlin was first

exhibited in a smaller scale version at the Gagosian Art Gallery in Beverly Hills California.

Another significant figure of contemporary architecture, Zaha Hadid recently completed her first

built works after establishing a considerable reputation based on her drawings, and indeed on her

personality. Her design for the so-called Mind Zone under the Millennium Dome, in Greenwich,

England, was not intended as a piece of permanent architecture, but rather as a temporary exhibi-
tion pavilion under the Dome designed by Richard Rogers. Situated in the midst of the circus-
type atmosphere of the Millennium Dome, Zaha Hadid’s Mind Zone stood out with its spec-
tacular cantilevered steel structure. As the designer said: “Our minds are amazingly complex

machines and our aim was to unravel some of their mysteries in a truly memorable fashion.”

Working with a number of talented artists such as Ron Mueck, Gavin Turk and Richard Dea-
con, Hadid indeed succeeded in creating spaces that appeared to defy gravity and to prepare the

visitor for the technologically oriented exhibits within the pavilion. A well-designed circus at-
traction? Why not.

The borders between art and architecture have been intentionally stretched by a number of people

in recent years. Maya Lin, perhaps best known in the United States for the Vietnam War Memor-
ial she designed in Washington in 1981, is a rare case in that she is more recognised as an artist than

as an architect. Her Langston Hughes Library, completed in Knoxville, Tennessee, in 1999, is

based on a hundred-year-old cantilevered Tennessee barn that she literally took apart and set up

on two support cribs. The library space, measuring about one hundred square metres, is the sin-
gle upper-level room whose surfaces are clad in maple, beige carpet and brown recycled part-

Many of those who follow architecture might tell you that the current style looks much like Frank

Gehry’s Experience Music Project, completed in Seattle, Washington, four years ago (pl. 131). If

you look at this image and find that it brings to mind Gehry’s Bilbao Guggenheim, easily the most

published and talked about building of the 1990s, you are absolutely right. Frank Gehry, un-
doubtedly the most sculptural of today’s major architects cites his sources with no shame. In his

1989 acceptance speech for the Pritzker Prize, he said: “My artist friends, like Jasper Johns, Bob

Rauschenberg, Ed Kienholz and Claes Oldenburg, were working with very inexpensive mater-
ials – broken wood and paper – and they were making beauty. These were not superficial details,

they were direct, and raised the question in my mind of what beauty was. I chose to use the craft

available, and to work with craftsmen and make a virtue out of their limitations. Painting had an

immediacy that I craved for in architecture. I explored the process of new construction materials

to try to give feeling and spirit to form. In trying to find the essence of my own expression, I fanta-
sised that I was an artist standing before a white canvas deciding what the first move should be.”

One of the most surprising and ambitious of Frank O. Gehry’s recent buildings, the ten thousand-
square-metre Experience Music Project was financed in good part by Microsoft co-founder Paul

Allen. At a cost of $240 million, it became a constructive response to I. M. Pei’s Cleveland Rock

and Roll Hall of Fame (1995), although it was originally intended to house only Allen’s collection

of Jimi Hendrix memorabilia. Clad in aluminium and stainless steel panels, the building features

a use of colour that is unusual in Gehry’s work. The choice of colours was inspired by rock and

roll or guitar themes such as blue for Fender, gold for Les Paul and purple for Jimi Hendrix’s song,

“Purple Haze”. Gehry adds that the red passages are a tribute to the faded old trucks rock and roll

stars used to drive. One source of the architect’s inspiration for the forms was the idea of a shattered

1960s’ Fender Stratocaster guitar, yet the whole retains the kind of abstract, sculptural volumes that

made him world-famous in Bilbao. Here, as in Spain, Gehry made use of computer assisted de-
sign on a large scale, feeding images of guitars into the imaging software and morphing them al-
most beyond recognition. Each of the building’s twenty-one thousand panels has a unique shape

and size and is cut and bent to fit exactly in its specific location. Gehry insists on the conviviality

of the design, saying: “With its folds, the building is intended to be huggable, like a mother cradling

a baby in her arms against the folds of her garment.”

Others have willingly followed in the footsteps of Frank Gehry, adding an artistic element to their

architectural expression. One of these is a younger Californian architect named Eric Owen Moss,

a talented designer whose work is concentrated in the Los Angeles area of Culver City. His Um-
brella Building is, like other former warehouses he has renovated, unusual mainly because of the

architect’s sculptural intervention near the entrance area. The Umbrella is a 1,470-square-metre

project undertaken for a cost of $1,185,000. It is made up of two contiguous warehouses built in

the 1940s, renovated to include twenty private offices, two conference areas and large open work-
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Modern Art in New York was designed to house a number of works originally from the Horyuji

Temple in Nara. The building covers an area of 1,934 square metres and has a total floor area of

four thousand square metres. It is a four-storey structure built of reinforced concrete with a steel

frame. Inspired by the wooden boxes used to protect precious art objects in Japan, the design in-
cludes a high metal canopy, a glazed entrance area and a completely darkened inner exhibition area.

Open on two sides to the garden environment with a shallow basin marking the entrance area, this

building has a jewel-like precision in its construction. It is a masterpiece in itself, worthy of one of

the finest architects currently working in Japan.

Another Japanese architect who has reached with success into the traditions of Modernism to cre-
ate a powerful body of work that also has its roots in Japan, is Tadao Ando. Ando recently com-
pleted what might in some ways be considered his masterwork, the so-called Awaji Yumebutai

on the Island of Awaji not far from the cities of Kobe and Osaka (pl. 133). The site is unusual in

that it had been completely laid bare during work on the Kansai International Airport. Earth and

sand removed from here were used for the landfill of the artificial island on which the airport is

built and for other artificial islands in the region over a period of thirty years. The challenge for

the architect was not only to build structures, but also to “regenerate nature from the devastated

ground”. Fortunately, the warm, humid climate means that nature quickly reclaims the land, but

Tadao Ando’s ambition was far greater than this. As he describes it: “The programme is for a

multi-use facility including a botanical garden, a place for the study of horticulture, an open air

theatre, a convention hall, a hotel and a guest house. Our first idea was to restore the greenery,

more specifically to hold a flower exhibition there and to develop the area into a permanent gar-
den. We called this the ‘Millennium Garden’, and the project was developed on the basis of that

concept. It was decided that the facilities would be linked by living things, that is, plants such as

trees and flowers, and the flow of water and people. The Alhambra in Grenada provides a his-
torical model. There, water links small patios together.” What is most striking about the Awaji

Yumebutai is the progression of sonorous, beautiful architectural and garden spaces outside the

buildings themselves.

Another established master has dealt with the wealth of Modernist tradition in different ways, based

on his Portuguese origins. Alvaro Siza recently completed a new building for the Serralves Foun-
dation, in his native city of Porto, Portugal (pl. 139). The Foundation was created through a part-
nership between the Portuguese government and fifty private sector partners. Established in the

Quinta de Serralves, a large property including a main house built in the 1930s located not far from

the centre of Porto, the Foundation specialises in contemporary art. Siza’s new structure, located

in the park of the Foundation is both substantial in size and ambitious in scope. Using a suspend-
ed ceiling system similar to the one he devised for the Galician Centre of Contemporary Art, Siza

created a number of large, flexible galleries, intended for temporary shows. Internal courtyards and

icleboard. Set on a farm owned by the Children’s Defense Fund, the inside of this library has lit-
tle relation to the rough-hewn timber of the barn – a fact that has led to criticism of Maya Lin.

She compares the design to a “diamond in the rough”. “When you cut into it,” she says, “it re-
veals a more polished inner self.”

Using art and architecture to commercial ends has become a very active area in the United States,

Europe or Japan. One of the cleverest approaches to this synthesis of art and money has been Rei

Kawakubo, the head of the Comme des Garçons label in Japan. Her Flagship Store in Tokyo ex-
isted previously to its 1999 renovation, but she called on numerous artists and architects to give it a

very particular appearance. The undulating glass façade was designed by the English group Fu-
ture Systems. This shop is set on the same street, Omote Sando, where Tadao Ando built his

Collezione boutique building some years ago and where a new Prada shop is being completed

by Herzog and De Meuron from Switzerland. Architecture and fashion here converge, and the

design contributes to setting out the image that Comme des Garçons wishes to project – an image

that goes beyond clothing.

New architecture, especially of the innovative type, is often driven by the desire to make money.

Museums must attract tourists, shops need buyers. What better way to draw in the crowds than to

give an artistic or unusual appearance to a design? Making money or drawing attention are certainly

two of the contemporary functions of architecture, but fortunately not the only ones.

Economic constraints have also driven architects in recent years to seek out an aesthetic that is inspired

by early Modernism and also by Minimalism in art. Factory or warehouse design has long interested

talented engineers and architects, and the Dutchman Wiel Arets with his Lensvelt Factory and Of-
fices, in Breda, the Netherlands, is no exception (pl. 135). Consisting of a warehouse, office, show-
room and assembly area, this facility for a furniture manufacturer is set in an industrial park. With a

floor area of about 6,500 square metres, and a height of eight metres, the double-glazed structure is

intended to glow from within after nightfall. The vertical glass panels are attached to the steel frame

only at mid-height, giving an impression of simplicity and transparency to the whole. A cantilevered

opaque metal box set just above two metres off the ground on the east side of the building houses a

conference room. A similar box, located much closer to the ground on the west side marks the main

entrance and employees’ lounge. Between these two opaque volumes, an interior courtyard offers ac-
cess to two symmetrical showrooms. Corrugated metal roofing material also forms the inside ceiling

of the warehouse, while a simple concrete floor accentuates the intelligent, minimalist design.

Minimalism has also been popular with architects who dispose of very considerable means, such

as the Japanese master Yoshio Taniguchi with his Gallery of Horyuji Treasures at the Tokyo Na-
tional Museum (pl. 138). This new structure by the architect selected to rebuild the Museum of
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it was polluting London too much, the Bankside Power Plant is dominated by a ninety-nine-
metre-high chimney, visible from much of inner London. The Tate Gallery took an option on the

purchase of the building in 1994, and organised a competition the following year that selected Her-
zog and De Meuron as architects, over the likes of Tadao Ando, Rem Koolhaas, and Renzo

Piano. Preserving the spectacular space of the former Turbine Hall as the entrance area, the Swiss

architects opted for an approach that conserves the rough, industrial qualities of the building, while

providing ten thousand square metres of state-of-the-art exhibition space on the Thames side of

the building. Polished concrete and rough cut wood alternate on the floor surfaces, and numerous

viewpoints permit visitors to orient themselves vis-à-vis the Thames and the Turbine Hall. A rather

harsh florescent lighting scheme might appear to be the only obvious fault of this ambitious pro-
ject. With over five million visitors in its first year of operation, Tate Modern is regarded a con-
siderable success.

Another renovation of a very different type was carried out by the Californian architects Mar-
mol and Radziner on the iconic Kaufmann House located in Palm Springs. Originally designed

in 1946 by the architect Richard Neutra, this house was built for the same client who commis-
sioned Frank Lloyd Wright’s Falling Water. As the house had been significantly modified by

successive owners since its construction, Marmol and Radziner set out to return it to its original

state. Approximately three hundred square metres in size at the outset, the house had been ex-
panded to almost five hundred square metres. These later additions were done away with. One

of the key elements in the restoration was the use of Julius Shulman’s famous 1947 photographs

of the house. The architects decided to return the garden to the indigenous desert landscape that

existed in Neutra’s time. Neutra’s minimalism is considered by many to be particularly signifi-
cant today, when there has been a return to such pared down simplicity. Far from the billowing

curves of Frank Gehry’s California dream, Neutra’s pure straight lines seem particularly re-
freshing today.

Where renovation was not the client’s desire, other designers have succeeded in bringing contem-
porary architecture closer to a real symbiosis with an existing historical environment. Contrary to

the idea of the tabula rasa that haunted early Modernism, this is a modernity that lives with its envir-
onment. An example of this type of concept is Rafael Moneo’s Murcia Town Hall in Spain.

Situated on the Cardinal Belluga Plaza, near a cathedral and the Cardinal’s Palace, this is a three

thousand-square-metre building. Rafael Moneo had the difficult task of creating a building that

neither challenged the architectural power of the older structures, nor timidly denied contempor-
ary municipal power. The reinforced concrete Town Hall is clad in local sandstone and brick. In-
terior finishes are in plaster, wood panelling, with stone and wood floors. The programme required

space for the municipal offices, a tourist and information centre, lecture hall, reception room and

cafeteria. As Rafael Moneo says: “The façade is organised like a musical score, numerically ac-

numerous windows permit the visitor to remain in contact with the attractive park environment

(three hectares of which Siza is responsible for).

Though less directly inspired by early twentieth-century masters, Norman Foster in England has

carried forward an international career that is now bringing him his first very visible London com-
missions. His Greater London Authority headquarters is located on the Thames near Tower

Bridge, directly opposite the Tower of London. This new ten-storey structure has about fifteen

thousand square metres of available floor space and was built for a cost of approximately £40 mil-
lion. An office for the Lord Mayor of London and the Cabinet are located on the eighth floor of

this “flask-like form”. The unusual spherical shape of the building “has been generated as a result

of thorough scientific analysis, aiming to reduce both solar gain and heat loss via the building’s

skin, thus reducing the building’s energy needs”. More specifically, energy consumption is to be re-
duced to twenty-five percent of a typical air-conditioned office requirement. Beyond the specific

building concerned here, Foster’s GLC headquarters illustrates the trend to use new, often com-
puter-driven design methods to create architecture with surprising new shapes. Foster is certainly

in tune with the environmental impact of his work, but it could be argued that an unusual shape

serves little other purpose than to be noticed more.

Despite events such as the September 11 attack in New York, tall buildings remain another area of

significant urban presence for architects. China’s rapid economic expansion has brought forth the

desire, if not the need to construct skyscrapers of record height. The American architects Kohn

Pederson Fox have designed the Shanghai World Financial Centre intended, at 460 metres in

height, to be the tallest building in the world when it is completed in 2004. Located in the Finan-
cial and Trade District in Pudong, the building’s most spectacular feature, apart from its height, is

the fifty-metre cylindrical void at the top, baptised the “moon gate”. This opening, which gives the

tower something of the appearance of an archaic Chinese artefact, serves to relieve wind pressure

on the structure. To contain office and retail space as well as a hotel, the tower’s form is based on

the intersection of a square prism and a cylinder. Retail space will be housed in the lower, podium

area, and the building will rise to a total of ninety-five storeys, clearly marking the emergence of

China in general, and Shanghai in particular, as economic forces to be reckoned with. Another

building that desires to be noticed.

Economic concerns coupled with a certain respect for the recent architectural past have made the

renovation of twentieth-century buildings a new and very popular area of intervention for talent-
ed architects. One of the most spectacular initiatives of this type was of course the new Tate Mod-
ern in London by Herzog and De Meuron. Located opposite St Paul’s Cathedral on the Thames,

the Bankside Power Station was built in two phases, in 1947 and 1963, by Sir Giles Gilbert Scott,

who was also the inventor of the famous red English telephone cabin. Shut down in 1981 because
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Many younger architects across the world have of course begun in significant ways to use comput-
er assisted design in their work. Beyond the practical considerations of normal construction, some

seek to design buildings that will never exist anywhere else but on a computer screen. An example

of this trend is Asymptote’s Virtual Guggenheim Museum (pls. 136, 137). As part of a larger pro-
ject intended to commission Internet based works of art, the Guggenheim Museum in New York

has asked Asymptote to create the “first important virtual building of the twenty-first century,” a

fusion of “information space, art, commerce and architecture”. This ambitious plan, calling for

“navigable three dimensional spatial entities accessible on the Internet as well as a real time inter-
active component installed at the various Guggenheim locations,” imagines a virtual architecture

that would change with visitor preferences or uses. In this sense, the Virtual Guggenheim will be

in constant flux, corresponding, according to the architects, to the real requirements of truly con-
temporary art and art appreciation. The economic difficulties of the Guggenheim have at least tem-
porarily put a hold on the full development of this particular project, but virtual buildings are

nonetheless very much a part of the present and future of architecture.

The Dutch group MvRdV created a video installation for the Stroom Centre for the Visual Arts

in The Hague at the end of 1998 (pl. 132). Their “Metacity/Datatown” is essentially an exhibi-
tion that has been shown in such locations as Glasgow’s Lighthouse. “Datatown,” say the archi-
tects, “is based only upon data. It is a city that wants to be described by information; a city that

knows no given topography, no prescribed ideology, no representation, no context.” Extrapolating

from the rapid expansion of urban centres, based on methods of transportation and communica-
tion, MvRdV concludes that the Datatown of the future will measure some four hundred kilo-
metres square (roughly the distance from Tokyo to Osaka), and that it will have an extremely high

population density (1,477 inhabitants per square kilometre) that would imply a city population of

241 million people. A cross between computer games such as Sim City and genuine urban devel-
opment ideas, Metacity/Datatown is also an aesthetic environment that reflects the design think-
ing of this influential Dutch firm, even if the world is not quite ready for the 376 Datatowns they

imagine (in other words, a world urban population of more than eighty-eight billion persons).

Returning at last after this very rapid and selective overview of some recent buildings and projects,

to the more ‘real’ world, is the French architect Jean Nouvel’s plan for the new Museum of Arts and

Civilisations, in Paris, scheduled for 2004 completion if all goes well. Jean Nouvel’s project was

chosen as a result of an international competition whose original fifteen participants, including

Tadao Ando, MvRdV, and Rem Koolhaas, were narrowed down to three (Nouvel, Renzo Piano

and Peter Eisenman) early in December 1999. Working with the noted landscape architect Gilles

Clément and the lighting expert Yann Kersalé, Nouvel proposed a 7,500-square-metre garden on

the 2.5-hectare lot situated on the banks of the River Seine. The main building will be two hundred

metres long and will be set twelve metres off the ground. Two smaller structures will house logis-

cepting the horizontal levels of the floor slabs. It resists symmetries and offers as the key element the

balcony of the gallery that rests on exactly the same horizontal plane as the central balcony of the

piano nobile of the Palace, both at the same height.”

In a world where architecture is commanded largely by money, it may be useful to recall that some

talented architects use their skills to seek out real innovations that may sometimes benefit those who

are not well-off, as opposed to the fortunate users of most of the buildings shown here today. Toshiko

Mori, recently named Chairman of the Department of Architecture at Harvard has indeed thought

about a less glamorous side of her profession that may be far more important than the glitter of fash-
ion. Her “Woven Inhabitation” presented at the Artists’ Space in New York in 1999 seeks to pro-
vide a simple, elegant solution to the vast problem of providing temporary housing to refugees or

victims of natural disasters. Her concept is to make use of “the woven remnants of revolutionary

industrial fabrics already utilised by the aerospace, medical and fashion industries but never before

developed as architectural building products”. Mori proposes an elegant, inexpensive solution to a

vast problem.

Another Japanese born architect, Shigeru Ban has thought extensively about the creation of shelters

made for the homeless out of... paper. Ban has demonstrated amply that if properly treated, paper can

be used as a structural element. His Japanese Pavilion for Expo 2000 in Hanover, Germany (pl. 134),

was made of recycled paper tubes as the primary structural material. The foundation was designed

using temporary rental scaffolding, stones and sand in order to minimise construction costs and to aid

in reuse of the materials. Despite his use of the paper tube technique in Japan and its approval for

structural uses by Japanese authorities, Shigeru Ban had never attempted such a large-scale structure

before and, as such, he called on the assistance of the noted light-architecture specialist Frei Otto.

In a fundamental way, seeking to use paper as a structural material could be seen as a challenge to

the myth of solidity that has always surrounded architecture. Plainly said, many of today’s archi-
tects, and particularly the younger ones, do not conceive of their work as being intended to last for

centuries, or even decades. Like some artists, they have sought to dissolve walls and open spaces in

new ways. One of the most poetic efforts of this type was successfully carried out by the New York

architects Diller and Scofidio for the Swiss national Expo 02 on the banks of the lake of Neuchâ-
tel at Yverdon. This structure was intended to resemble nothing so much as a cloud hovering over

the lake. Ninety metres wide, sixty metres deep, nine metres thick and rising to fifty metres above

the water, the ‘cloud’ effect was obtained through the use of filtered lake water “shot as a fine mist

through a dense array of high-pressure water nozzles integrated into a large cantilevered structure”.

A ramp lead into the cloud where visitors discover a sort of sensory deprivation due to the “white-
out” accompanied by “white noise” related to the mist projectors.
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tical facilities and a media centre. Working with Françoise Raynaud on this project, Nouvel prom-
ises to pay careful attention to ecological concerns, making ample usage of materials that can be re-
cycled. The museum will house collections coming from the Musée de l’Homme and the Musée des

Arts d’Afrique et d’Océanie. For all of his recent projects, Nouvel has used this type of computer

perspective to translate a style that appears to change with each new project.

Nouvel’s lack of apparent style, or his willingness to change approaches based on each new pro-
ject are indicative in a fundamental way of a real current trend in contemporary architecture. The

only real style is no style. Architects have assimilated the conquests of early Modernism and gone

beyond into the new realms offered by the computer, for example. Much contemporary architec-
ture is influenced by questions of money and being noticed. This does not mean that it must nec-
essarily be considered a superficial pursuit, although the tendency of architects to take themselves

for artists does not always auger well for the users, for the people who must live with buildings that

remain fashionable for just a year or two. Would it be surprising to say that some of the most po-
tentially interesting buildings seen here today are made of cloth, paper and mist? 

Established architects such as Rafael Moneo in Spain, Alvaro Siza in Portugal or Tadao Ando in

Japan have adapted the lessons of modern architecture to their own countries. This lesson need not

be lost because science makes progress in other areas, nor will restorations of buildings stop. From

the sculptural approach of the (aging) Californians to the Minimalism of the Dutch or Japanese,

from the dissolving walls of buildings made of water mist, to the virtual reality of structures not

intended ever to be built, architecture now is alive and well, embracing diversity, refusing easy

classification.

Perhaps a time of economic austerity will mean more attention to those who use buildings, though

many of these works of architecture make the spirit soar and open the mind. That realisation may

also be what contemporary architecture is all about.

For illustrations of this article, the reader is referred to pls. 131-139.
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