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Introduction
The thesis deals with the design process involved in the

production of buildings of quality and ends with the note

on how an analysis of British conditions might be transposed

for use in Syria, the home country of the author.

The thesis opens with a brief statement about the present
position of modern architecture and its critical reception
at varying levels of society. This theme is continued in
a brief historical survey of the present position of the
aesthetic and philosophical theories current in
contemporary architecture. A particular point is made of
the position of functionalism, in the widest use of the
word, as a major determinant of architectural form since

the early days of the Modern Movement.

The second area to be covered deals with the concept of
quality and is treated fully in both subjective and
Objective terms. An aﬁemptlhas been made to define
quality and show how the definitions found are related
to building design. This section is completed by a
survey of the present approach to quality performance
and some methods used in Western Europe and the U;S,A.
Four systems at present in use in Britain, France,
Sweden and America are examined in some detail and thé
disadvantages and advantages are noted. This naturally

leads on to the sociological problems associated with

quality in the built environment and the role of the



architect in traditional terms as well as the possibilities
that may exist for his future role.

There is a further survey of systems of evaluation that
are already in use for determining the quality of housing
developments and finally in this area the appraisal of
building systems that are at present used by leading

practices.

The third part of the thesis consists of an examination of
a number of case studies and investigation into a number
of practices which have been found to produce buildings of

accepted high quality. The methodology involved in

selecting the buildings and designer forms part of the work.

The case studies are fully illustrated and report 1is made

of the office procedures and structures of those practices
involved. The technique developed was to take a building
produced by the office and use this as a vehicle upon which

to draw out the processes generally in use in the practice.
This was extended to cover a range of arChitectural activities.
An analysis of the various desigﬁ methodologies which
determines the final form as a major part of the thesis

and the conclusionswhich are drawn from this analysis lead

on to the fourth and final part of the thesis which deals

with the Syrian situation.

Good thought and data on architectural quality has always

been available and comes from many sources; But mostly,



work is carried-out under different titles. Facts have
been drawn from all fields of architecture and from the

knowledge of other fields of Human sciences.

It has been found essential to draw short term conclusions

where felt appropriate.

Footnotes and references are listed at the end of each
chapter in which they are discussed, and a general

bibliography is at the end of the thesis,
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1. THE PRESENT POSITION OF MODERN ARCHITECTURE

In order to define clearly our approach to the subject of
architectural quality and to identify those changes which
have taken place and their effect upon the actual practice
~of architecture, it 1is important in this preleminary chapter
to follow the developments of modern architecture in a way
which reflects current conditions. It is also of importance
before looking at the contemporary situation regarding the
development of buildings of quality, to see by what stages
the ideas behind them gradually established themselves.

It 1s acknowledged that the appreciation of architecture

can be ehhanced.by studying contemporary work in relation

to the history of the period and the people and factors
leading to the production of fine buildings. There has always

been a strong consciousness in architecture of the influence

of the past.

In historiml studies of buildings, it is much easier to
recognise the aspect of quality in design then to make a
contemporary assessment. On one hand the mere fact that a
building has survived indicates durabiliff; Furthermore,
the relationship to other building of the period can be
assessed more clearly at a distance. The out put of an
architect over his lifetime or comparative studies between
building types are also easier from a historian's viewpoint.

One difficulty is that there may be a discrepancy between



the architect's view and the historian's; perhaps both
are not looking for the same thing. In this study it
is intended to define the aspect of quality in design
with a view offering conclusions may be useful to today's
practising architect. Joedickel explains the difficulties
facing the architectural historian in avoiding speculation
and possibly false interpretation in their explanationn of
modern architecture; to quote:-

"The validity of one's observations depends

upon the moment in time when they are made.

For observers after the event, the

developments of a recent period are more

easily appraised than they are for the

man describing them at first hand. But

he can claim to be a contemporary and
therefore to detect details hidden from

those who come later"2

Collins3 acknowledges the importance of the work of those
architectural historians which remain always as classic
expositions of their subject. He argues that, their type
of work has been concerned essentially with the evaluation
of forms, rather than with changes in those ideals whiCh
produced them, and this according to Collins tends to
minimize one of the most important factors in architectural

design, namely the motives which dictate the character of

an architect's work:

"Architectural historians are quite right

in emphasizing the importance of architecture
as an end product, in concerning themselves
mainly with what a building looks like, how

it is constructed and how efficiently it



fulfils its purpose. But the architects
who created such buildings were obliged
to be equally concerned with more philo-
sophical problems; such as why anyone
should choose one form, material or
system rather than anot’her.“4

Collins concludes that the architect does nbt arrive at

his finished product solely by a sequence of rationalisation,
nor does he reach them by unihibited ihtuition. He thinks
of forms intuitively, and then tries to justify them
rationally; dialectical prdcess governed by what we may

call his theory of architecture, which can only be studied
in philosophical and ethical terms. However, it is evident
that most historians who write about modern architecture
find it éifficult to classify its real values., For them

any classification of modern architecture is simply the
means of identification. Their quality judgments always
start from the external appearance of the bﬁildiﬁgs, and

are mostly concerned with the relationship between
appearance and spatial content. The easily recogisable
qualities that are found in the work of architects aré often

described as 'style', when making qualitative judgments
about bﬁildings. | '

The word 'style' in itself has always helped to show the

common factors between various building, designers and

groups. It has also been used by the architectural

historian to assess 4 building for its merit, considering

it in relation, in time, to earlier and later building,



and in place, to the cultural context of the place which
it was built, Sharp (1972)5. However historians of the
modern movement with their emphasis upon the exploration
of new forms have placed modern movement of architecture
in many categories such as the 'international style!,
'Expressionism', 'Elementarism', ‘constructivism?,
'Futurism' and ‘'functionalism'. For Sharp5 these are a
convenient classification for discussing characteristics
and families of forms.

'style! has been defined in recent years by J.M. Ric'hards6
as "the fashion which each generation can promptly recognise

as it is own", and by Nikilaus Pevsner7, as "what ties

together the aesthetic achievements o0f the creative

individuals of an age".

However, the word 'style' can be related to both form and
expression of ldeas. Theorists in the philosophy of art
have used terms such as ‘'the constant form', 'the constant
elements' to describe those motifs.. and mode of expression
on the part of an individual or group; "above all, a system

of form with a quality and meaningful expression through

which the personality of the artist and the broad out-look

of a group, are visible"e.

9
Allsopp”, saw that the beginning of what might be called
the "“modern style® has emerged out of the concept put

forward by the architectural movement pionneers, who

rejected the idea of style and based their architecture



upon universally applicable principles,advocated as being
justification for their work, Up to the begiming of the

Second World War in 1939 the effect of the modern movement

upon the actual practice of architecture had been slight

and most buildings were traditional using watered-down

versions of classical or other historically based design motilfs.
Nevertheless modern architecture is recognisable since the
begining of the twentieth century, when the modern movement

was emerging and the nineteenth century eclectic work became

unfashionéble.

The change took place partly because of the technological
developments which offered new building materials especially
steel and reinforced concrete. Some architects felt that

the solution to modern architectural problems would be found
in the exploitation of these  new techniques. These changes
together with the systematic examination of human needs in
buildings brought the wider environmental issue into focus.
This modern architecture, wvastly different from the
architecture of the past, gradually moved towards improving
not only the form of buildings, but also the total environment.

The later aim eventually became a prime characteristic of

the modern movement.

Signs of modern architectural development appeared in many

different forms and have been given many names, ref lecting certan

tendencies and philosophies. With the help of social science

techniques, some of the basic human needs had been quantified



and arChitecté soon reacted to the changes taking place.

It become apparent that a new architecture based on
scientific progress, could help to solve some modern

needs in a practical way acceptable to the people involved,
the client and the critics. One important task faces the
architects; the question of awarness of architecture practice
in social progress. This, has been the subject of much
debate; arguing-the need for a new way of thinking about
present architecture and for a new way of analysing past

acheivement. Thus the roles of historian and architect

again co-incide.

Allsop (1977)10, extended the argument pointing-out the

need not only for a new look at architecture in a way which

reflect the conditiors and the need of our time, but also to

enable ordinary people to explore them creatively not only in

the enjoyment of architecture but also as participants in the
design:

"Modern people are becoming more aware

of the architecture of the past as an
irreplaceable part of the present
environment and as something we have

in truth. It is natural for people to
make comparisons and to expect that the
architect will know at least as much as
the lay man about historic architecture
and indeed help the lay man to widen and
deepen his understanding and appreciation
of all kinds of a.rc'hitecture.“lO

However, current architecture has been analysed in greater

depth in the last few years andufrom the point of view of a



study of quality two areas seem particularly appropriate to

this study. Firstly, the ideal postulated by some founding

members and plioneers of the modern architectural movement
that buillings should reflect social ideals and represent
in "built terms" a changing social scene. Secondly, and
this 1s more usually associated with modern architectural
form, the influence of new materials and techniques which

have enabled revolutionary structural innovations to be

made.

The former can be extended to include questions on the use
of buildings and operational nature of buildings which led
to the development of new building types. The second area
covers a very important sphere of activity which is the
transition from what was essentially a craft based industry

to an industry which has gone a long way along the road to

reorganisation and industrialisation.

day where our‘study of quality in building commences. It will

deal with various aspects of the two principles enumerated

movement and has, in_fact,'been achieved in some buildings.

Some major criticisms will also be noted as , these can be

taken to imply that the aims have not been realised.



Some very generalised critical views have been applied to

the whole of new architecture. One purpose of this thesis
is to refute this general criticism by identifying modern
work which is of quality. A further objective being to

analyse how these examples have been designed and the

designs implemented.

J‘encksll has put the position on some modern buildings

well:-

"Certain buildings have a richness of density

of meaning which make them more enjoyable

to 1inhabit, view and visit, than others.

These are the buildings which are re-interpreted
as new by every generation. We return to

them again and again not necessarily because

of any particular meaning which they may

convey but more because of the exciting and

deep way in which the meanings are interrelated
or fused together into a powerful paﬂern."ll

The foundations of the Modern Movement in which we will be

looking for the sort of building with the qualities
described by Jencks can be said to lie in the first two

decades of the twentieth century. It was in this period

that the tedhnical, economic and social conditions of

Western Europe changed dramatically and led to solutions

being sought for architecture which lay outside the

reproduction of past styles. Benevolel2 explained that

avant garde culture from 1890 onwards has responded to

these changes in many cases moving ahead of the usual

culture control models. There is a paradox in that very



often the influence of avant garde groys were greatly
inferior to the requirements for buildings and the demand
for change, particularly after the First World War.
Nevertheless it is during this period that creative
imagination in design control began to displace
scholarship in knowledge of past styles. At the same
time the effect of new materials and techniques used in
industrialised society in the latter part of the nineteenth
century also began to make changes in constructional
techniques available to the architect, and very often the
economy of building which was possible,especially when
related to urban sites, led to a rapid change in

constructionalmethods available to the building industry.

It is interesting to note that architectural historians

point to the work of Berlage13 and Berhensl4, both of whom

tended to use industrial techniques for factory buildings,

as a significant point and it is mticeable that both Miés

van der rohe  and Le Corbusier two masters of modern architecture
were either working with Berhens or knew intimately of

his work in the period before the First World Wwar.

It is also important to recognise that the careers of these

two archltects spanned the period from the First World war

until the 1970s and thus covered the period under review.

15

Collins™™ wrote "there is no doubt that Le Corbusier’'s

slogans'exercised powerful influence on the twentieth



century's desire to adopt mechanical analogies". Corbusier's

book "Towards a New Architecture" first published in 1927
includes three important points which can be used to sum
up the period after the First World War until the mid
1930s. PFirstly, that a well stated problem naturally
finds its own solution; secondly, that since all men
have the same biological organisation they all have the
same basic needs and, thirdly, that architecture 1like
machinery sﬁould be a product of competitive selection
applied to standards which, in turn, should be determined
by logical analysis and experimentation. We will see later
how Corbusier's own ideas changed with experience and how
he emerges once again as the leader of spiritual and
poetic quality in architecture many years later. Although
Corbusier is a necessary yardstick against which development
must be measured Banhaml6has pointed out that the work
of the major figures of the 20s cannot be understood
without reference to their aesthetic intentions and that
there is a strong element of what came to be called

functionalism in the work of the two major figures of that

period, Mies an @&r mhe and Walter Gropius.

One of the famous slogans of this period "form follows
function" is, of course, attributed to Louis Sullivan and

was first coined in the U.S.A. in the latter part of the
nineteenth century. B-anhaml7 stated:

10



"It is doubtful if the ideas implicit in
functionalism were significantly present

in the minds of architects of the period.“:r7

And Ric‘hards18 goes further in stating that:-

"Tt is doubtful as a matter of fact whether
this theory, which is absolutely formed,

has ever been held by practising architects.
They would soon have found out that it

would have prevented them from exercising
their function at all."18

We do f£ind, however, if we can take to the question of
idealism in architecture that although the primary
driving force of the period was aesthetically based the
element of function in bulildings, particularly with
reference to the satisfaction of human needs, was part of
the idealism which was an inherent, and in the author's

view tangible, component in the aesthetics of the time,

One major criticism of the period as Banhamlghas pointed
out was the failure of techndlogy to come to terms with

man's humanity. It 1s this which has called into question
the intellectual framwork of rationalism of which

functionalism is a part.

One important way in which architecture has developed has
been though a greater awarness of the way in which buildings
must be made to serve humanity, this has led in turn to a

better analysis of human needs., The present position in

design methodology rests heavily upon this development

11




12

and all the buildings included in the case studies can be
said to have the satisfaction of their function as a major
contributor to the aesthetics of the final form. There 1s
no doubt, however, that Banham has put his finger on one
of the major criticisms of the Modern Movement in that
technology in some ways outstripped the ability of

designers to manipulate it and this led to many unfortunate
and uncomfortable buildings which have helped to denigrate

the Medern Movement as a whole. An example might be
appropriate; Corbusier in his work ‘'Projects for Algiers

in 1926!' became aware of the problems of sun shading to
protect the interiors of buildings against the climatic
extremes found at certain times of the year. At the same
time, experiments were being conducted with the use of one

of the new materials - reinforced concrete - and the
combination of these two circumstances led to his development
of Brise -soleil using concrete as the primary material.
Reinforced concrete has a high thermal capacity and what,

in fact, Corbusier was doing was to erect large radiators

on the exterior of buildings,which help to make them virtually
uninhabitable and unusable for period late in the day.

His influence was so profound that thousands of similar
buildings have been erected, mainly by ex-patriate architects
working in tropical areas. Indigenous architects must also
take some blame and this again has brought discredit upon

the aesthetlics of the Modern Movement. Many other examples



can be cited but perhaps it is sufficient to say that the
contribution of modern architecture in making aesthetic

considerations override those of localeand climate has

been an unhappy chapter in its development.

The situation during the Second World War throws an

interesting sidelight on the development of cultural values.
Firstly, building work in western Europe, the main area of
development of the Modern Movement, virtually stopped
although work did continue in Sweden, which was neutral.
At the same time there was a rapid demand for development
in South America and many South American architects
developed the theme set by Le Corbusier in his Ministry of
Education building in Rio De Janerio in 1936. When the
war ended Western European and American architects could
begin to design again and there is evidence of strong
influence from the development which had taken place in
both of these areas. That of South America! was
predominantly that of Le Corbusier while that of Sweden

and Denmark in the immediate post war years was of a more
romantic modernism depending heavily upon careful usage of

material. The way in which architectural style developed

from the 1950s can be seen as an extention of these two

Streams, influenced during the early period by post war

auSterity.

Joedidkezo confines that the 50s were still influenced by

by and lay under the shadow of the pioneers of modern

13




architecture, but that the situation altered around 1960
with the arrival of brutalism and formalism. Many critics
feel that this is simply an extension of the work of
Ccorbusier and Gropius. It is important to remember that
there was a vast upsurge in building activity to repailr
the ravages of the war on the continent of Europe. In
particular, housing and schools had to be built quickly

to deal with the boom in the rising population which had
occurred immediately after the war. There were shortfalls
in design, construction and building which led to criticism
of the programs which was further translated into general
criticism of the terms used. This is where function, from
the point of view of tailoring buildings to human needs;
became important and although there have been failures;
some aspects of mass housing and the British Schools

programme stand out as being exceptionally good examples of

modern architecture in its broadest sense., Building over
this period, particularly in the poorer countries and this
must now include Britain, suffered from many defects and a
lack of durability. Failure of key elements - such as flat
roofs - combined with greater expectation in housing needs
has led,ashaé been seen, to generalised criticism of

modern building. When this is seen in the context of the

social/economic conditions of the time it is not a tenable

criticism.

In a sense the use of the word "brutalism" was an extremely

bad choice as it gave the critics of modern architecture

14
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a ready made epithet to use against it. Alison and

Peter Smithson, prime movers in the movement, attempted

to explain this:

"any discussion of Brutalism will miss the
point if it does not take into account
Brutalism's attempt to be objective about %
reality - the cultural objectives of |

society, its urges and techniques and SO
on"
-21

There was no doubt that brutalism was related to Le Corbusier's
late work especially his two buildings which used "beton

brut" these being the Unite at Marseilles and Maison Jaoul.

22

Jencks acknowledged that his touch can be seen in widely

different works by many architects in this country. At the

same time, in addition to the restraint in a Corbusierian-
form which underlay many designs (Basil Spence's design

for Sussex University, the Wolfson Institute and the National
Theatre by Denys Lasdun), there is also an attention to
social and symbolic meaning which shows how individual

architects have taken his ideas beyond simple aesthetic

expression.

There is no doubt that Le Corbusier was involved in a

fundamental cultural transformation which challenged a

division of labour and topography of urban functions upon

which an immense number of established institutions, habits

and interests d.epends.z3 This attack opitomizes the way

in which many critics assess the work of famous modern
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architects; even Le Corbusier is accused of being anti
human (at Marseilles) and in any case is regarded as
being culturally obsolete. The progress of modern
architecture seemed to suffer a set back after the
expansion of influence in the early 60s. It was realised

that architecture based primarily upon aesthetic wvalues

was not enough.

New thinking about architecture, which was not so much
original but which pursued ideas to a greater depth than
formally, stressed the qualities which the earlier period
had neglected - convenience, construction, appropriate use
of modern materials - often in new and exciting ways.
Some writers have seen this as functionalism because of
its emphasis on these qualities, but this form can be
confused with the functional aesthetics of the 1920s;
fortunately the problem of putting a name to this period
does not concern us. It is important to know that
architecture as an art includes new criteria which were
formerly given little importance. It was strongly
conditioned by tangible factors such as utility, material
and construction and lrought the demise of a craft based
building industry. TO some extent it can be seen that
the values of this period which, in general, hold good

at the present time, in many respects echo the earlier

words of the pioneers and it is possible that the word
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"functionalism" can be used as an all embracing term.
This period includes most of the buildings which will
figure in the case studies later in the thesis., In many
ways the last few years have been a periocd of re-evaluation
and have been distorted by the success of the vernacular
architecture which has produced many bizarre buildings.

24
York and Penn point out that a look at architectural
history shows that style has always been conditioned by
the materials available for use in construction.

25

Furthermore, Richards explained that throughout history

the general appearance of buildings have been determined
by the knowledge of building technology available as well
as the materials employed. Richards stated:
".. Modern architecture is conditioned by the
same sort of factors that our knowledge

is greater and the range of discovery and

the availability of scientific increasingly
leads tO a search for new methods and
techniques demanded by society.

If we stick to the fundamentals of architecture the wvarious
groups, sdhools,*with their assorted manifestos, can be
handled within this framework. The Archigram Group, team 1.0,
the Metabolistsof Japan, as well as the rationalists, all
have contributed to the vocabulary of modern design in
various ways, although few of the more extreme examples have

survived the test of being bullt for a real client. It is
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rather the architects such as Norman Foster, James Stirling,
Bonnington, who have modified the concepts and produced
buildings of merit which enable the architectural historian

to test the ideas and place them in the context of the age.

It is not too early to examine some of the buildings which
have sprung from the adoption of social technigques. It can
be sald that architecture is certainly more than a simple
social tool, although somewriters26 would argue

that is where architecture begins. It is possible to

argue that in a sense quality should have more to do with

the ideas and intentions of what gets built whilée agreeing
that thére seems to be a link between the intentions of
the design and the ultimate wvalue of the building in
society. It seems that-if a building is to be successful
and of high quality the idea must be translated into

reality and satisfy many aspects relating to architectural

quality.

still .
The truth 1is that this age is/a trarsitional one and

modern architecture must still be regarded as experimental.

James Richards again puts this rather well:

"..architects are experimenting in the needs ?
building, in what architects can do for

society - as well as in technique -.

In a more settled period, such as the
eighteenth century, the types of building
were fixed because building needs were
fixed. The architects programme was a



definite and familiar one, and he was able
to concentrate his energies on the task of
perfecting his few types of building and
inventing new variations of them. But today,
when conditions are so rapidly changing and
problems are mostly without preceddent his
task is far more complicated. He has to

analyse needs with collaborators before
he starts his design.."27,

The idea of the programmé in modern architecture is again
becoming important according to the analysis and it will
be interesting to see if the case.studies bear this out.
All writers agfee that architecture at whatever period
evolves gradually and it would be remarkable if modern

architecture were not in the process of evolution.

Architecture in all periods has rested heavily upon
tradition and it would be strange if at this time a
similar tendency were not in evidence. 1In the last resort
architecture is dealing with space and form but as we have
seen any investigation of quality must now involve many
other aspects of bulilding in relation to society. In the
section dealing with the selection of bulildings which have
achieved quality these general considerations will be taken
into account and it has been a conscious decision to avoid
extreme examples of the work of any particular group or
individual. Inevitably there can be arguments as to why
any particular architect or building has beeﬁ selected or
has not.been included and as will be seen the author has

been at some pains to reduce personal selection to a

minimums.
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SOME ASPECTS REGARDING QUALITY IN BUILDING



2.1 INTRODUCTION - A BRIEF HISTORICAL SURVEY
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2.1 Introduction - A Brief Historical Survey.

Elements of Architecture - Contemporary views

Several ancient writers on architectural theory, suggest
that the criteria of architectural excellence can be
summarised briefly as commodity, firmness, and delight.
However this notion goes back at least to Vitru'v:ils'sl
categorisation of gqualities which architecture should
possess. Vitruvis stated that architecture had a triple

basis in its objectives: convenience, solidity, lasting

strength and beauty.

"Public buildings should possess strength,
utility, and'beauty."l

This, as has been stated, was regarded later by Sir Henry

Wotton as the basis of architecture and he wrote in his

famous dictums-

“Well‘Building”hath three conditions,
commodity, firmness, and delicjht."2
However, although these qualities seemed comprehensive
enough at the time, other architects following Wotton
have added other elements to the basic principles set
by him. Wrens (1759), says "Beauty, firmness and
convenlence are the principles. Sir William Chambers

added the principle of health: "Its purpose is to erect

edifices in which strength and duration shall unite with

beauty, convenience and salubrity."3



The tripartite phrase of Sir Henry Wotten has lasted well,

conveying the essential sense of the important elements

of good architecture. Throughout different periods
from vitruvis down to recent times architects designers

and theorists have used the three factors, but given

different interpretations and weight to them.

Hamline (1947)4, refered to Wotton's phrase, as an

acceptable statement providing that the three aspects of
quality bound together in an actual building where each

building has its own structural system, its own special
material, and treatment. He raised fundamental issues

about the relationship of the three elements to the

architects' creativity, as one aspect of the processes
present in the architect's mind, and which should be

combined and integrated in the final building.

"All work together create the final effect
of the completed buildings; its beauty is
therefore a matter depends on convenience,
and structure strength as well as on
design. In great work of architecture
these three factors are absolutely made
one. This one of the most powerful
reasons for the richest of aethetic
experience that flows from architecture,
this integration gives reality, seriousness,
and power to the whole and makes

architecture eternally different.",

Allsop (1952), had touched on this matter, and described

it as commonsense:

"e+.88 near as any epigrammatic statement

is ever 1likely to be a right answer, but
complex problems are seldom solved by
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neat epigrams, which are misleading
because they are so trite, and easy
to remember, they are good propaganda

but bad for serious t'hinking."5
Allsop, however rejected the idea that architecture could
be achieved by learning a set of rules. He stated that
in good architecture there is much more than Sir Henry's
three elements, and. that this statement is rather too
general and indefinite to have any real meaning. His
opinion has met with approval from almost every-kind of
architect ever since it was published. Allsop came to
the conclusion that in order to solve the architectural
problem, which as he said "its existence depends upon
the solution of an intellectual problem", the architect
has to sélve the planning, designing and structural
problems. The design problem can be seen as part of the
programme requirements whidh_may'include*much more than
simple space to live in. The structural problems are an
inseparable part of the design problem. The architect

must understand the two problems,which should go together

in order to achieve good architecture.

The idea that architecture is basically generated as a

- response to practical demands was common to ancient and
to medival philosophers. David watkin in "Morality and
Architecture"® claimed that the beginning of what might
be called the "programme worship" of modern architectural

theorists who believe that the elaborate specification

which a modern client,often a public body, hands to
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architects and engineers in the formda programme will
and should,dictate its own architectural solution was
started with viollet-le-duc who summarized the mechanistic
interpretation of Gothic:
"There are in architecture two indispensable
methods in which truth must be adhered too,

we must be true in respect of the programme,

and true in respect of the constructive
process."7

More recently litrature dealing with modern architectural
theory shows the difficulties of finding categories

acceptable especially in building of high quality.

Today's critic has generally pointed to the same criteria
that vitruvius implied, and accepted its element in general
terms, although showing a distinct tendency for change to
reflect contemporary conditions. For example, Gordon8 (1968),
discribed the triangular element of commodity, firmness,

and delight as being in reality a five pointed figure |

with time and cost representing the two additional points.

The principal objective is to achieve balance between the

many factors which contribute to the total operation of

architectural practice, not merely to deal satisfactory

with one or two of the growing factors.

"Well building hath five conditions:
commodity, firmness, and delight; .
on time and at the rig‘htrprice.“8

9

These views opposed later, by Broadbent” (1973) and other

architects who raised a number of fundamental issues about
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man's relationship to architecture, are demonstrated by

the extensive care that many architects now give to determine
the requirements of people as they effect design. Broadbent's
argument is particularly directed against the "“"managers

and systems builders", who used the terms of commodity,

f irmness, t;i'.me and cost in order to achieve the remaning

condition, the much abused, "delight". For Broadbent,

delight as the fundamental condition for architecture had

been abused 1n two ways:

a) The manager-system practice views who saw delight

as a visual matter only.

b) The system-manager who put the alternative views

- that appearance was not important in priority

against apparently objective factors of usable

space and cost.

These two items ignore the fundamental fact in the relation-

ship of man to buildings that people experience, and

which stimulates the senses in general.

"Most of so-called systems building starts
with the building technology: that is
'given' before the user's needs or even
the site are known. The result of this
approach so far have been disappointing

in terms of environmerial oonditions, sound
insulation, heat control and so on. But

if the systemic interactions of building
fabric with physical context and user

requirements were also taken into account,

then this approach would be just as wvalid
as any ot‘her"9

Broadbént's statement underlines the connection between

the meaning in which the architect relates to his work



and the practice of architecture, including the patterns
of knowledge, cognitive ideas, as well as subjective
evaluations, and which lead to the complex structure of

their organisation and professional roles. This issue
was the subject of an empirical research study by

Judith Blau (1977)lo in which she investigated the signi-
ficance of the relationship between architects' ideas and
the structure of their organisation, Blau came to the

conclusion that from ancient Greece to modern times,

architecture 1is meaningimade'manifest which links the

changes in modern architectural design with changes in

society. It also appears that the substance of design

and of the meaning that underlines design are deepl

implicated in the social structure of work and profession.

By combining dimensions of meaning relating to the kind
of work that architects do, Blau identified basic roles
according to four distinctive groups classified by four

critics Jenkes, Joedicke, Banham and Huxtable. The four

groups are architects of professional designers, individual

artist, co-ordinating manager, and progressive social
reformer. The characteristic of the four groups are
examined first in a "professional role" and secondly in
a "wWork role". The result of the analysis shows that

there are two contrasting versions of the professional

role, "subjectivists" and "camp" architects who stress

a particular version, that architecture is an end in
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and of itself whether it be defined as design or as art.
This closely followes Broadbent's evaluation of this
situation. In contrast, the "meta-art" and "purist"
architect's emphasié. the views that architecture should
serve other ends, possibly beyond architecture, especially
in a social-political context. So, therefore according

to Blau's analysis, on the one hand, the profession is an
abstract enterprise divorced from social organisationland

most practical concerns, and on the other, it extends

beyond its traditional boundaries and encompasses diverse

concerns,

The analysis of work role, results in other groupings.
Constracting generalist and specialist: 'subjectivists’
and 'purist' are opposed to 'camp' and 'meta-art’.

A combination of professional and work attributes results

in four roles summarized from Blais amalysis as follow:-

1. Professional Designer: According to Blau's analysis this
=& group represents most current thought in contemporary
architecture., As they contrast with architects who
like "subjective" qualities in architecture evident
in the work of Aalto and Stirling, and the
"bureaucratic" tendencies revealed in the work of
Stone, Yamasaki, Harrison, Lapidus. The second set

of architects are less p0pular than the first, they

are described as formalistic, stressing form over

content, being monumental and artifical.
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Using statements from Jencks's booksll, Blau described
Stirling's work as powerful, expressive, functionalistic
and alternatiﬁe to the existing social system. For Jencks
the contrast between Stirling's and Aalto’s work is formal,

as they share the belief that architects must help to

realize a set of social ideals that are defined. Stirling's
style is complex but solid-related, Aalto's is organic because
of his plastic use of form and materials and naturaly
expressive form.

However, the subjectivist architects are difficult to charact-
erise to some extent because they resemble so much the popular
stereotype of the professional architect, and are more likely

won
than others to have/an award. They have strong opinions about

aesthetié philosophies rejecting engineering or technical
approaches. One charactistic provides the key for understand-
ing the distinctiveness of this professional role, They reject
the roles that 1s concerned with efficiency, profits, and
public relations, and even reject the practical aspects of
design. Theilr aesthetics may be multivalent but in their
professional lives they reveal univalent tendencies. Their
project has a somewhat humanistic character, they work on

many different types of projects than do other architects,

and the specific ones they work on most are public, residential
and planning projects. They work on large SCale projects

for private and corporate business, whether industrial or

commercial.
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2. Individual artist: This group represents
"camp" architects they include two fairly well-known
New York architects Paul Rudolph, and Richard Meier.
one of the defining cﬁaracteristics of "camp"
described in Jencks book (1973) "Modern Movement In
Architecture", is that fheir style is given priority
over content, and their aesthetic over morality, their
work is playful and anti-serious. They do not usually
share any intense commitmemit to well formulated aesthetic
philosophies. They reject, as the "Subjectives®,
pragmatic business orientation. Their professional
committment takes a somewhat lonely form, and they
tend to adopt an individual artistic state, and are
Oppdéed to team practice, prefeming instead practice

firms in which design responsibilities rest in the hands

of a single creative architect.

3. Co-ordinating Manager: Which represents the "purist"

dimension. It includes architects like, Neutra and

Niemeyer, Both are placed by Jencks in the "Idealist
International Style" tradition. Nervi is also included
in this group, described by Jencks as an example of
"logical functionalism" quite distinct from the ideal

international style attributed to the work of Neutra
and Nlemeyer. According to Blau, the work role Nervi's
buildings share with the architecture of Neutra and
Niemeyer despite obvioué differences in style, include

thelir marked disregard'for inhabitant and their needs.
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Niemeyer's Brazilia is practically uninhabitable by poor
and rich alike. Neutra's work has always had an unreal,
absolute look to it, and Nervi's engineering masterpieces
are beautiful sculptures forbidding and uninhabitable.
"RPurist" are generalists like the subjectivists in group
one but of a different kind. The base of their wide
scope 1is different from that of subjectivists. They
tend to work in many more distinct functional tasks
compared with other architects. They also work on a
great variety of specialized problems primarily involving
engineering areas. In other words, whereas "subjectives"
are projgct generalists the scope df thelr expertise is

confined to architecture, whereas "purist" tend to have

monopolistic work roles, encompassing more than architecture

alone.

4, Progressive Social Reformer:
&hey represent the "meta-art" group, which includes
arChiteéts like Wachsmann, Archigram, ahd Superstudio
from the avant-guard. Despite their obvious differences
they are assoclated with one another in Blau's findings.
The political, technological and societal objectives,

all are explicit intentions of their professional role.

they share the belief that architecture must be redefined

in non-artistic terms, that is, as an activity that

transcends art. The notions are evident in Wachsmann's

writings and projects,for example, in his space frames
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and modular systems. Archigram as part of the pop art
movement and is an architectural style. Their idea is
expressed in the form of a technological environment that
is totally responsive to the individual.Their most famous work
"The Centre De George Pompidou,Paris. The Superstudio
described themselves as revolutionaries, their most famous
scheme is "The Continuous Monument" a single piece of
architecture that extends around the world. They are
criticised by Jencks as they are outside aesthetic realms.
The "Meta-art" is grouped like "camp" with specialized
work roles. The former tend to specialize in a very rare
project types. This is completely consistent with their

beliefs, they tend to express their idealistic aims in a

more ambitious way.

The four factors described in table -2,.,1- were used to
analyse the way in which famous architects relate to
their work and style, and to determine the underlying
meaning of their professional role. Fourteen factors
were generated in Blau's investigation, but the four

described cover most of the wvariations in the data.

In her analysis she noted that the most well known

architects Le Corbusier, Kahn, Wright and Saarinen do

not appear in the four groups. It seemed that they do

not fall into any one distinctive category. They are

SO generally publicised opinions about them tend not

to vary greatly and thereare great differences in opinions

about their architecture and their style.



The four dimensions of this analysis were reconsidered

in terms of "“"commodity", "“"firmness", and "delight" by

the analysis of Blau's table =-2,2 - this was based on
the results of gquestionnaires which asked architects to

give their opinions about the work of famous architects
and controversial statements made by other architects

and critics, According to Blau the classification of

architects according to Sir Henry Wotton's Dictum

recognises that:

"An emphasis on "firmness", or in contemporary
terms, structure is evident in the work of
four architects described as Bureaucratic,
Yamasakli, Stone, Harrison and Speer.
Lapidus also belongs to this group but
only because his buildings refer to the
identical set of societal wvalues and not
because of similarities in design style.
For as Wotton would say, Lapidus' hotels
give "delight"; they are just for fun
that is, for those who can afford it.
While the purists. - Neutra, Niemyer, and
Nervli - have shown a high regard for
structure "firmness" and for "delight",
they have consistently ignored the
criterion of  liveability, or "commodity".
We can contrast the view that architecture
should only be what people want, or at
least ought to want - for their own good
or for the good of society - which is

expressed by Archigram, Superstudio, and
Wachsmann, with the counter-view,

represented by Rudolph, that architecture
must above all provide wvisual along with

sensual pleasure, or in other words, satisfy
the dictates of art as well as of good -
living. But Rudolph's engineers have given
him bad advice, or else he has not heeded
their good advice. His buildings have

suffered from mechanical and structural
difficulties, those of "firmness", Sir

Henry Wotton would say, while Meier's

homes are not such hyperbolic performances.

They are deemed liveable and structurally
sound," 10
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Table 2.1 Examples of architects on four
factors of Blau analysis

l, Proffesional designer

Subjectives qualities

Stirling
Aalto

Bureaucratic tendencies

Yamasaki
Stone
Harrison
Speer
Lapidus

2, Co-ordinating manager

Neutra
Niemeyer
Nervi

3, Progressive social reformer

Wachsmann
Archigram
Superstudio

4, Individual artist

Meier
Rudolph
Table 2.2 Clascsification of Architects According
to Sir Henry Wotton's Dictum
"Commoditie" "Firmness” "Delight"
wachsmann Yamasakil Laplidus
Archigram Stone
Superstudio Harrison
Speer
“Commoditie “Commoditie | "Firmness
* and Firmness" and Delight" and Delight
Meier Rudolph Neutra
Niemeyer
Nervi
"Commoditie,
Firmness and
Delight"®
Stirling

Aalto



Blau recognised that these traditions in architecture
that only fulfill part of Wotton's criteria can be
contrasted with the synthesis of the three criteria

that distinguishes the architecture of Aalto and

Stirling, two elements said to characterise the work

of these two architects are:

a) The fusion of elements at the levels of form and

11
content which was described by Jencks (1971) as

the "multivalued levels of meaning®.
b) The fusion that is rooted in, and inseparable
from a social contéxt which described by Blau:

"It is assumed that the community of
architects itself, has defined its

univalent and (much rarer) multivalent
structure of meaning in terms of its
own social structure, and this reveals
something about the nature of that
community as well as about future
development in form and content".lO

However, one of the reSults of the R.I.B.A. awards

wiming programme survéy in section three from our case
study, indicates that it is possible to obtain some quite
objective information from the study of the organisational
structure, which the architects are part of, and what
influence this has had on the quality of architect's

work, It is apparent, however from the value analysis

of such awards that most architects and others concerned
with ardhitecture agree that the nature of architectural

quality is subject to such a wide variety of constraints

that it is often difficult to assess or resolve by written
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work. William.Curtiézin assessing the national theatre,

came to the conclusion that there is little agreement on

what architecture should be doing at present “beyond

weakly disguised revisions of "firmness, commodity, and
delight". He argued the point that in the profession of
architecture today aesthetics goes to the bottom of the

list of discussion while morality, sociology and politics

go to the top:

"The prevalent emphasis in England seem

to be on “"commodity" there is certainly
little emphasis on or agreement about
"delight" or what is beautiful. There

i1s not even shared opinion about what
a building should look like for there
1s no common architectural language."12

13 -
Allsop's (1977) answer is that much of the confusion in

modern architectural thinking has arisen from the failure

to recognise that there are different kinds of architecture.

He gives five of them as folk, venacular, spiritual,

mounumental and utilitarian. The f£ive kinds of architecture

can do-exlist and may merge in the building programme and
in the solution but, fundamentally they are different,

they require different skills and different criteria of

criticism. According to Allsop there are indications that
none of them completely nor all of thém.together can
entirely satisfy our modern needs though all of them

have specific relevance to specfic human broblems and

physical situations. He also suggests ten conditions

which must be fulfilled to produce good architecture.
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Some are practical matters of common sense in building
design, but should be considered as part of the creative
process oOf desiging. Allsop has placed the ten criteria
against a matrix which incorporates three different levels
of creatlivity and responsibility.

a) The human requirements for basic needs.

b) Physological and cultural factors.

c) Implementation and realisation.

The criteria described as follows:

a) The human approach to architecture requires design
for people in the context of climate.

l) Structural stability.

2) Weather proof.

3) Moderation of climate for the comfort of people.

4) Moderation of climate can be achieved with low
expenditure of energy.

5) Economy in the use of scare materials.

6) Durability and ;ow maintenance costs.

b) Responsibility in design.

7) Responsible attitude towards fears and dangers.
Responsibility has an ethical and not merely a
legal meaning.

8) The necessary understanding among architects,
clients, and the public demands upon a basis

of common feeling which is deeply rooted in
mankind.



c) Essential for the production of good architecture.
9) that the designer carry his part of the work
only so far as is compatible with his remaining

effective as an artist.

10) That the builder and others involved i1in the

carrying out of the design admire and commit
themselves to its realisation.

| - 14
In the context of the issues discussed by Allsopp,Fitch

(1965) identifies architecture as a "third environment"

that mediates between the hazards of the natural world

and of civilized society, and thus:

"Good architecture must thus meet criteria
much more complex than those applied to
other forms of art, and this confronts the

architect, especially the contemporary

architect, with a formidable range of
subtle problems"15

However, it 1s may be difficult to assess the validity
of any point of view discussed so far, largely because
they deal with phenomena started in recent decades, as

a response to the later stages of the industrial society,

Nevertheless, discussion of this issue is at least
potential because it is obviously related to a serious

issue now taking place in architecture today. It shows that

akhigh designing in term's of commodity, firmness, and
delight has to be included in the activities of the
des ign process, as part of the creative process of

designing to satisfy the totality of human needs, there

are other aspects to consider.
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There is more emphasis on physological and cultural
factors to define the basic needs, There have beeéen
several attempts to adopt techniques used from opera-
tional research, systems analysis and the design process
used in other fields in order to influence building

16
design decisions, for the design of future buildings.

This emphasised the importance of different studies
such as the human science techniques, with the growing
preoccupation with measurement and appraisal of buildings

17

in use”’, and to refer to the many aspects of the creation

of architectural environment and modify conditions of the

physical climate so that human activities can be carried

out conveniently and in comfort.

However, one must devote attention to the linesof thought
which influénce the aspect of architectural quality
described earlier. For this reason, the theory of quality
will be stated first in general outlines. It will then
become an easier matter to give details of the work as

it is required, ardtotry to complete it with discussion

of the developments of architectural theory up to the

present day, which influence our subject and the future

of architectural development. First we should turn to
the more immediate and controvasial subject of
architectural aesthetics in general, and the visual
qualities of buildings, and the link between the human

being's response to the creative work of architecture.



CONSIDERATION OF THE PROBLEM OF AESTHETIC QUALITY:

The application of wvisual qualities in architecture
involves many factors, begining with the study of
aesthetics 1in general and the concept of beauty in the
philosophy of "fine arts" and their wvalidity in archi-
tecture. Visual qualities are the means of achieving
delight from experiencing architectural form. It is
very difficult to classify but it may be seen in lines,
shapes, masses,forms... and their relationship to each
other and their surroundings. It can be shown that
starting from a functional base the range of experience
has been built up over the centuries until a consciousness
of aethetic . quality is accumulated and.forms a paradigm

with the creation and original nature of programme design.

Philosophers and psychologists have given attention to

the .nonmeasurable properties of the environment which

go by the name of aesthetic qualities, and their logic
which has been investigated by.many authors, |

The most important aesthetic theories may be divided into

three major classes.., formal, expféssionist, and

psychologicél t'heory.18

The formal aesthetic theory associated with classical art

and classical thought, where visual beauty 1s a matter of
form, or form and colour. Among the formal aesthetic

qualities are some works of art and architecture which
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are identified by such terms as "unity", "halance",
"integration", "harmony", "proportion" etc. SibleY19
(1965), among the examples he gives of aesthetic terms:
are; lovely, pretty, beautiful, dainty, graceful, delicate,
unified, balanced, intégrated, lifeless, serene, sombre,
dynamic, powerful, vivid, moving, trite, sentimental,
tragic. Others are qualities of texture, line and a

non-representational element of art. This class of

aesthetic qualities may be called "formal qualities™.

Expressionist: Is associated with Romanticism and
Medievalism, expressed the oldest thoughts in the perfect
manner (Hegel). Aspiration either best represents or
express naturé (Ruskin), where the shape or forms are
beautiful not in themselves but because of what it means
or expresses. The theory became subject to religious and
sometimes sociological and ethical interpretation.

veron (1878)20, describes a work of art as an (emotive
symbol), sémething by means of which an artist expresses
his feelings and emotion. He contrasts this with the

- cognitive symbol - by which one expresses what one

knows or believes in contrast to what one feels.

The psychological theory Arose out of the application of
modern science ideas. It is the type of idea by thinking,
simple, emotional, elegant or scientific beauty which is

the desirable result of the observer's identification of
himself with the observed object.
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Aesthetic psychology suggests that the study of form is
mainly concerned with describing works of arts as directly
perceived and felt, locating them in a larger setting of
human behavior. It is concerned with discovering the
creative processes and the appreciation processes in 1its
critical terms and the relation to other phases of

human needs to link them,with other branches of psychology
such as perception, habit, learning process and emotion,

toward the understanding of human mind. According to
Munr<2:>l the important contribution of modern psychology

to aesthetics has been an indirect and general one, such
as changing attitudes towards art and aesthetic experience
in general by adopting scientific method to a study of
compleﬁe phenomena of art and.emotional_life. The alm

is to encounter every problem in a naturalistic way, and

offers new conceptions of particular mental mechanisms

which 1lnvolve aesthetic experience and other kinds of

behavior.

An attempt has been made to relate the aesthetic principles to
architectural work, or in some cases, to formulate roles
applicable to architecture, which are different from

those related to "fine art". The aim is to find-out

the essential qualities of the art of architecture and

to stimulate interest in them. Many writers who have

attempted to define good design or to describe a process

that would ensure design quality has touched on the field
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of aesthetics. Some hold the view that some kinds of
general aesthetic theory are relevant to the architect's
problems and can help him solving them, others will
probably see them as useleés. The most important issues
in this controversy are obviously relating architecture
to other works of "“fine art", which is still a matter of
open discussion and its implication is shown to be complex

and controversial.

However, reference has been made to the difficulties of
deciding which priorities are appropriate for the
architectural profession. The most difficult issue

concerns the place of architecture as an art and profession.

According to Collins22 the acceptance of architecture as
both a profession and an art, or a profession or an art,

has by no means been settled, even today. Architectural

institutes tend to concentrate on organisational aspects

of architectural practice., Art historians in general tend

to see architecture solely as a wvisual art, and *'would

probably accept Nikolaus Pevsner's assertion that what

distinguishes architecture from painting and sculpture

is its special quality, which cannot be seen in other

arts?;:Z Collins concludes that the fundamental criteria

of arghitecture are not identical with those of other

visual arts, but he adds:

"It 1s not claimed that creativity,
elegance, originality, and other
values assoclated with the “fine art"

have no place among the criteria of
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architecture, but simply a proper
understanding of the way these values
exist in other professions can provide
us with an integrated set of criteria,
as opposed to criteria which oscillate
between two contradictory scales"23

Five points are identified by Collins to support his earlier
views. The first point concerns the place of architectural
criticism within the totality of aesthetic literature

which uses theory without evidence or use of real examples

to prove that the theory of aesthetics is wvalid for
architecture. The second point concerns the validity

of the whole concept of the "fine arts" where the values
and criteria established by the architectura' profession

are totally distinct from those of arts. The third
concerns the limitations of "“aesthetics" which historically
have proved so difficult to‘define“ﬂthat if we trace the

development of the general idea of aesthetics from history

to the most recent text-books written by philosophers,
who specialize in this topic, it is apparent that there

is not and never has been a consensus of opinion as to

which activitlies are the concern of aesthetics“.23
The fourth point related to the rational element in
criticism, since the difficulty arises of deciding which

activities can be regarded as"desthetics". Attention is

drawn to the difficulty of deciding which aesthetic
activities can be regarded as profeSsional. Finally,
architectural integrity can no longer be identified

with the expression of the individual architect's personality,




44

Without assessing its effects upon society and its needs,

or the required needs of a client, to the extent that an
architect!s self-loyality becomes his supreme moral code.

It is this consideration which, according to Collins,

more than any other brings architectural criteria into

line with those of the other learned professions.

Allsop (197'7)24 accepted the views that, the moral

standards and,practiCes of any society have an effect

upon architecture, upon what it is possible to build,
"Priority may be given to interest rates over social needs"g4
for him this is something to do with the ethics of architec-
ture and we must draw the line between ethical and aesthetic
consideration in architecture. The ethical problems must
lie outside the scope of enquiry into the theory of
architecture., It concerns the architect's responsibilities

in practice, responsibilities to society and to the profession,

to design well is one of these responsibilities,

However, the use of aesthetic principles as a means of
achieving beauty, no longer holds a central position in
architectural work. The tendency has been notable in the
recent period of avoiding theory in architecture development .
It may be due to the sclentific advances which marked

the past half-century which has lead to undue changes

in the basic beliefs and values of architecture as an

art, and also to the consideration of other wvalues such

as social, political, economic and even moral aspects of
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professional practice which has marked the modern
development, and which has forced a decline in the

formal use of architectural theory.

The single concept of beauty along with a few other
traditional aesthetic categories now seems quite inade-
quate to form the basis for architectural criticism, .
especially if the interested participation of the lay
man is to be earned. Instead of using the traditional
aesthetic terms, newtmethods devised to measure the
effects of architecture on the experience of human
beings have to be used. These may be developed towards
recording the emotional subjective responses to the
activities both in-side and out-side a particular
building, but data of this sort should always be seen
against the back-ground of the dverall programme,
Change25 spoke of emotional satisfaction in addition to

the physical structure of architecture WEiCh should obey

objective requirements,

"Architecture aims at emotional satisfaction
as well as physical integrity, it is a

language which has the emotional power to

express with authority the structural

meaning of a functional space.“25
Yet, it is very difficult to analyse . the kind of
satisfaction that an architect can give. Is it the
satisfaction that a bullding is perfectly fitted to its

purpose? With particular emphasis on the functional



aspects of architecture, or is it? The human emotional
satisfaction in the presemnie of good architecture, old
or new, which according to critics and writers, inter-
prets certain aspect's of human subjective emotional
responses in a positive way. Morrise Lapidu526 spoke

of the visual and emotional impact a building has on

people who see and use it, "Buildings that go beyond

a mere fulfilment of functional requirements for human
activities and comfor<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>