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Gaze on in wonder
The most compelling reason for art and
architecture to interact successfully is a human
one, say Ian Banks and Kathryn Tully

T

here is no clear boundary for
the role or purpose for art
in architecture, and neither
should there be. Historically
it has been reflected largely by the governing interests of any era, whether
that is culture, religion, war, social
revolution or commerce. The relationship between art and architecture has
always varied, influenced as much by
creative preferences as by the defining
architectural movement of the day.
Eric Gill, sculptor of Ariel & Prospero
that is integrated into the 1932 Art Deco
facade of BBC Broadcasting House, once
said that artists were the “lap-dogs who
supply the ornamental knick-knacks
and idols for which there will always
be a demand”. Nowadays, such a beautiful and revered work would never be
viewed as mere ornamentation, but this
illustrates how times and our cultural
viewpoints change so relentlessly.
Like it or not, the artistic enrichment
of buildings also depends on funding. Unlike many European countries,
as well as many cities throughout the
US and Australia, there is no national
Percent for Art scheme in the UK, although some regional, municipal and
local authorities have developed such
programmes, requiring developers to
devote a proportion of a new building’s
construction costs to providing art.
Does it matter that Richard Wilson’s
highly evocative Turning the Place Over
in Liverpool last year was funded out of
a regional marketing budget and not a
cultural fund? Perhaps not, given that
the work, which featured a large circular chunk cut into the facade of a former
Yates’s Wine Lodge rotating and turning,
before occasionally slotting back perfectly into place, would never have been
realized without such sponsorship.
On the plus side, today’s artists and
architects are finding themselves working together on increasingly integrated
collaborative commissions, sometimes
to such an extent that neither the art or
the architecture asserts is predominance.
Used constructively, this collaboration
can create a dynamic viewpoint that challenges the norm with new perspectives.

Artists and architects are also increasingly ditching the idea that they should
be confined to one sphere or another
and are exploring all the opportunities
in between. Perhaps the most comprehensive example of the fusion between
art and architecture can be seen in Japan. Here the boundaries of both art
form and the role of the artist and architect have merged and transposed over
recent years. The work of renowned
contemporary architects such as Toyo
Ito, Shigeru Ban, Kazuyo Sejima and
Yoshio Taniguchi, and artists like Fujiko
Nakaya and Tadashi Kawamata in particular, illustrate the future potential of
such creative possibilities.
There are edifying examples of the
collaborative process between art and
architecture all over the world, no less
in the Middle East, which is still forging its cultural identity through its
new buildings. International sculptor
Lorenzo Quinn’s 2005 monumental
Rise Through Education in Doha,
Qatar, was conceived and created at
the same time as the new ASPIRE
Academy for Sports Excellence and
has come to symbolise the building,
the academy and this young country’s
commitment to the education and
sporting achievement of its youth.
Quinn believes that the relationship
between art and architecture should be
an evolving one. He wants his sculptures to change over time along with
their permanent setting. Whether art
is designed for a particular building, or
just derives more meaning in a certain
space, the interaction of the two is what
makes it special and determines how
we respond, even if that interaction is
so seamless that we take it for granted.
After all, buildings derive their
meaning from communities and
from the relationship that the people
living in communities develop with
these structures. When art successfully interacts with architecture, that
relationship is all the more enriching,
enduring and personal for the people
that live in and around them, which
must be the most compelling argument of all for making it work.

Eric Gill,
Ariel & Prospero,
Broadcasting House,
London, UK
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A history of coexistence
A

bining beauty with function, best
expressed by visionary architects
like Otto Wagner in Vienna and Antoni Gaudi in Catalonia.
After the First World War, the
German Bauhaus school began linking ideas expounded by the Arts
and Crafts movement, although in
a more industrialised way. The Bauhaus was characterised by economic
design and respect for materials and
inspired both artists and architects,
spawning the International Style of
visionaries like Le Corbusier, and in
post revolutionary Russia, Constructivist artists like Vladimir Tatlin.
Between the wars, the closer alignment of art and architecture brought
on by the Arts and Crafts movement
began to separate again. While the
pragmatic architecture of Modernism,
with its emphasis on form and function, was not out of place with the geometries of Mondrian’s De Stijl paintings, and Futurism was influenced
by Cubism, the breakaway of other
avant-garde art movements like Dada
and Surrealism began to set Modernist architecture apart on its own.
By way of illustration, when the
architect Mies Van der Rohe created his Barcelona pavilion for the
1929 International Exposition, he
filled it with nothing other than one
figurative sculpture by Georg Kolbe
and the iconic Barcelona Chairs designed by him. “Nothing will be exhibited, the pavilion itself will be the
exhibit”, he famously explained to
his commissioners. Only Art Deco
continued to burn a candle for a
closer alignment with the decorative
and industrial arts.
Following the renewed destruction
and misery wrought by the Second
World War, European intellectuals
again explored revolutionary ideas.
The anarchic Situationists, like the
Dadaists and the Surrealists before
them, wanted to reintegrate art back
into everyday life. From that point on,
notions of art and architecture once
again started to merge. A range of
visionaries as diverse as Frank Lloyd
Wright, Le Corbusier, Frank Gehry,
Daniel Libeskind, Zaha Hadid, Kurt
Schwitters, Vito Acconci, Christo and
Jeanne-Claude, Gordon Matta-Clark,
Peter Cook and Will Alsop have each
contributed to a slow deconstruction
of the boundaries.
That has resulted in artists acting
as architects and architects designing buildings from an artist’s perspective. For example, the artist Vito

Acconci has long been devoted to
architecture and design, which culminated in the creation of his spectacular Mur Island, a floating exhibition and performance space in Graz,
Austria. Conversely, architect Frank
Gehry’s ubiquitous Museo Guggenheim in Bilbao is as important
and as beautiful a work of art as its
contents, demolishing preconceived
ideas of where art and where architecture belong in a museum.
Today, the way in which art and
architecture is combined has become ever-more diverse and eclectic.
An artist’s contribution to a building, for example, can still be decorative or sculptural, yet on the other
hand, collaboration can be highly
integrated, like John Pawson’s Hotel
Puerta America in Madrid, which
showcases the work of 19 of the
world’s top architects and designers, including Norman Foster, Zaha
Hadid, Ron Arad and Marc Newson,
among others.
Increasingly it is experimental, such
as Diller and Scofidio’s Blur Building designed with Fujiko Nakaya
for the 2002 Swiss EXPO. Visitors
walked down a long ramp to access
the Blur Building, an open air platform suspended over Lake Neuchatel
in Switzerland, shrouded in a constant cloud of man-made fog, which
would change in shape depending on
the direction and speed of the wind
and on the temperature.
However, like the long commissioning tradition of the International Expositions running before them,
the erratically recurring Snow Show
provides probably the greatest showcase of the true collaborative potential of art and architecture today.
Here, visionary works are commissioned from the ephemeral materials of just snow and ice, and eminent
global artists are partnered with
their architectural equivalent. This
has led to collaborations as exciting
and surprising as Cai Guo-Qiang
and Zaha Hadid; Anish Kapoor and
Future Systems; Jaume Plensa and
Norman Foster; and Yoko Ono and
Arata Isozaki.
These collaborations might be difficult to translate into the real world,
but nevertheless they provide a clue
to the ongoing opportunity and fascination of architecture as the true
mother of the arts and our perpetual
search for the delight in public space
that Vitruvius has advocated for
over 2000 years.
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6. Le Corbusier,
Notre-Dame-du-Haut,
Ronchamp, France
7. Cai Guo-Qiang &
Zaha Hadid, Snow Show,
Sestriere, Italy
8. Jaume Plensa &
Norman Foster, Snow Show,
Sestriere, Italy

Art and architecture have influenced each other for over 2000 years and many of
today’s visionary architects and artists completely reject conventional notions of
how the two are different, finds Ian Banks
discussion of the confluence of art and architecture is by no means a new
or faddish topic as the
principles of art and architecture
have been intertwined for over 2000
years. When, in 1487 Leonardo da
Vinci explored divine geometries in
his drawing Vitruvian Man, he was
referencing the Roman architect
Vitruvius, who in his 25BC treatise
De Architectura, called for “firmness, commodity, and delight” in
archictecture.
Inspired by Florentine giants such
as Michelangelo and da Vinci, the
Disegno movement, linked to design,
advocated an intellectual search for
artistic perfection. A seismic shift
had begun, and on the back of seminal works like da Vinci’s Vitruvian
Man and Michelangelo’s David, the
original Renaissance Man was born.
Over the following centuries,
while architectural principles continued to influence art, art within
architecture remained largely restricted to opulent ornamentation.
It took until the 19th century and
the arrival of the Industrial Revolution before that limitation started
to change. Like Vitruvius’s De Architectura 800 years before, John
Ruskin’s hugely influential work
The Seven Lamps of Architecture,
set out seven guiding principles for
architecture, which he enlarged in
The Stones of Venice. He rejected
the classical architectural tradition
as pagan, proud and paralysed. He
bemoaned that such architecture
made plagiarists of its architects,
slaves of its workmen, and “sybarites of its inhabitants”. In short, architects had lost the artistic impulse,
the ability to create and to delight.
Reacting to this, the Arts and
Crafts movement was founded, with
the utopian vision of William Morris, to bridge the worlds of art and
design. As the Industrial Revolution
was seen to have separated humans
from their creativity and individualism, so the Arts and Crafts movement
sought to reestablish ties between
beautiful work and the worker.
Many of the movement’s ideas
soon found a resonance in architecture across Europe. Charles Rennie Mackintosh, influenced by the
movement, not only designed the
Glasgow School of Art, but the interior fittings as well. Across Europe
these ideas evolved yet further into
the Art Nouveau style, again com-
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1. Mies Van der Rohe,
Barcelona Pavilion, Spain
2. Frank Gehry, Museo
Guggenheim, Bilbao, Spain
3. Diller + Scofidio, Fujiko
Nakaya Blur Building, Japan
4. Da Vinci, Vitruvian Man
5. Vito Acconci,
Mur Island, Graz, Austria
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9. Lorenzo Quinn, Love,
Atzaro Hotel, Ibiza, Spain
10. John Pawson, Hotel
Puerta America, Madrid, Spain
11. Frank Lloyd Wright,
The Solomon Guggenheim
Museum, New York, USA
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Finding Equilibrium
International sculptor Lorenzo Quinn’s new work
pushes the boundaries of scale and space and
tackles important causes. It is also a statement about
his progression as an artist, some 20 years into his
career, writes Kathryn Tully

rom now until next May,
one of Lorenzo Quinn’s
most celebrated sculptures,
Give and Take III, will be
sitting in London’s Berkeley Square
to mark the opening of Equilibrium,
a new exhibition of his work at Halcyon Gallery in Mayfair.
For Quinn, the message behind
Give and Take made it right for the
square. “We live in a superficial society and for those of us who have been
given a lot, it’s time to give back. Give
and Take is very much about that,” he
says, before adding, “For any artist,
being part of a public environment is
the greatest thing that can happen to
you. It’s part of the legacy.”
At 43, Quinn may seem rather
young to be worrying about his legacy,
but then he has been asking himself a
lot of questions recently. “It’s a very
philosophical time in your life,” he
says. “You start asking what’s your purpose here? Where do you come from?”
These questions spawned What Came
First?, one of the most important new
pieces in Equilibrium, depicting the
bronze figures of a man and a woman
curled up at the centre of two marble,
egg-shaped hemispheres.
Quinn decided to create the piece
while celebrating his 20th wedding
anniversary in Polynesia with his
wife, Giovanna, and it took him nine
months to complete. “It’s a very important piece of work for me because
it talks about this perfect balance that
we have to have in life,” he continues.
“There’s a lot I could say about this
work, but I don’t want to say it. I hope
it will be self-explanatory.”
He says the piece evolved from ideas
he explored many years ago in Stairs of
Life. That sculpture features Etnos, a
young man climbing the stairs, Tunios,
in mid life, standing at the top, and Vernios, the old man, having made his way
down the other side. “Now I’m Tunios,”
he says. “I am getting towards the top
of the stairs, and I feel that when I get
there, all these questions will be even
more intensified.”
Loving supportive relationships are
a recurring theme in Quinn’s work,
something deeply influenced by his
own family, to whom he is devoted.
“I can’t imagine life without my family,” he says. “I get a lot of inspiration
from my wife and three children and
that’s a crucial part of what I do.” But
that theme is subverted in another
new sculpture in the exhibition, Home
Sweet Home, which highlights domestic violence. Visitors enter a darkened
room to find the white figure of a
woman huddled in a barbed wire nest.
The sound of a tap dripping represents
the fact that every second a woman is
being abused somewhere in the world.
It is a cause that he and his wife
feel passionately about and that he felt
compelled to highlight. “An artist has
to reflect the times he lives in,” he says,
pointing out that he became an artist
primarily because he has things to say.
“Right now, unfortunately, domestic
violence goes on in many societies and
homes. I had to make it and I’m very
happy I did.”
Quinn’s work may be figurative,
with his emotive depictions of human
hands and figures, but his sculptures
are all about the message. It is why his

poetry, often the inspiration behind a
new piece, always appears alongside
his sculptures. “Why do you have to
have a person in the middle of the
room explaining what a sculpture is?
Why can’t it come directly from the
one who created it?”, he asks, explaining that the poetry also begins a crucial
dialogue. “People say ‘Look, I understand where you’re coming from, but
I see something else in this sculpture’.
I love it when that happens, because
sometimes I haven’t seen that.”
Still, works such as Home Sweet
Home are a departure for him because
many of his sculptures celebrate much
broader and aspirational themes of
love, tolerance, harmony and understanding. He is not into public art that
exists for its shock value. Instead, he
wants to encourage people to ditch
their myopic world view, to appreciate
other people and give thanks for what
they have. He wholeheartedly believes
this is possible. “I’m an optimist,” he
says. “I believe that the glass is half
empty, not half full.”
Quinn has also been experimenting
with much larger monumental works
of late, another feature of his new
work in the exhibition Equilibrium.
For Quinn, the excitement comes just
from the physical possibility of creating something bigger than he ever has
before in his foundry. “I’m working on
a scale now which was unimaginable
to me even a year ago,” he says. “Any
of these projects alone could keep me
working for five to six years.”
This may present new creative and
logistical challenges, and the requirement for much larger spaces, but that
is not always a limitation. Sometimes
certain large spaces, such as the Instituto Valenciano de Arte Moderno, become his inspiration for a monumental work (see page 12). Still, he says he
has always been fascinated by the interaction between a sculpture and its
surroundings, something he famously
explored in his piece Legacy.
The sculpture in Sant Climent de
Llobregat, Barcelona, depicts a tree
formed from hands holding branches laden with cherries. The number
of cherries will grow over the years,
along with the town’s population. “I
love the idea of sculpture being alive,”
he says. “I hate the idea of doing an inauguration and then the sculpture just
dying.” He likes to stay involved in the
places where his work is sited, one reason why he recently sculpted a special
version of Give and Take for a Reach
Out to Asia charity auction event in
October in Doha, Qatar, a place that
is home to several of his works. The
sculpture raised $500,000.
It is no surprise that Quinn, so earnest about having a positive impact
on the world and striving to do better, is pondering his future, when in
fact he has crammed more into the
last 43 years than many people do in
a lifetime. He studied at the American Academy of Fine Arts in New
York and began work as a surrealist
painter, commissioned by the United
Nations at just 21. His father was the
Oscar-winning actor Anthony Quinn,
himself an accomplished artist, and he
briefly followed his father into acting.
He even dabbled with singing, recording a few songs with Quincey Jones.
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Give & Take III in Berkeley Square
Photography by Chris Lee,
Getty Images

Lorenzo Quinn at the gallery
Equilibrium, the major solo exhibition of works by the international
sculptor Lorenzo Quinn, opened to the public on 18 November and
continues until 31 January 2010. The artist will be speaking to visitors to
Mayfair’s Halcyon Gallery about his dramatic new monumental sculptures
and giving insight into his inspiration, poetry and technique between
11.00am–4.00pm on Saturday 21 and Wednesday 25 November.
For further information please contact
Halcyon Gallery
24 Bruton Street
London W1J 6QQ
T + 44 (0)20 7659 7640 – info@halcyongallery.com
www.halcyongallery.com

Alongside master figurative sculptors such as Michelangelo, Bernini,
Carpaux and Rodin, he says that Salvador Dalí has been a pivotal influence. In fact, he played him in the
1990 film Dalí, to considerable critical acclaim. “At first I was a surrealist
painter and then I got to play him in
a movie, which made me realise that
there’s only one Dalí and it definitely
wasn’t me,” he jokes. “That’s when I
turned to sculpture.” He adds, more
seriously, that he never really loved
acting. “The only thing that I was willing to suffer for was art.”
He made his first symbolic sculpture in his New York studio in 1989.
“I was just making a sculpture of
a Michelangelo drawing, but I was
looking at it, thinking ‘well, what is
man really without woman?’” The
resulting Adam and Eve, in which
Quinn sculpted the figure of Eve inside Adam’s torso, is still one of his
most popular works today.
Just five years later, the Vatican commissioned him to create a sculpture of
Saint Anthony to commemorate the
saint’s 800th birthday, now in the Basilica del Santo in Padua, Italy. Quinn is
still humbled by that commission. “Five
million people go there every year, so
it’s amazing. The hand has been rubbed
so much that the bronze is completely
golden now. It’s not mine any more, it’s
the Basilica’s, so it’s very special.”

Since then, he has exhibited across
five continents and has new exhibitions planned in 12 countries. In
Spain, where he now lives, he recently
unveiled Looking to the Future in Sitges, a memorial to the founder of Bacardi, Faccundo Bacardi Masso. Other
important works include The tree of
life at St Martin’s Church in Birmingham, UK, a memorial to those killed
during the Second World War.
Quinn has a long history of working in the UK and Equilibrium is the
product of his long-standing relationship with Halcyon Gallery’s President
Paul Green, who remembers the day
he first met Quinn ten years ago in
Barcelona. “I walked into an exhibition and there he was,” he recalls. “I
liked his grittiness and the fact that he
knew what he wanted. Most importantly, his work had a real resonance
with me and with the other people
who saw it.”
Green’s expertise in the placement
of art in architectural settings has
led to work on many projects with
artists, enabling them to express
themselves and realise their visions.
He shares the dreams with each artist, committing to support them and
building a unique relationship. In the
case of Lorenzo this enables him to
produce monumental sculptures to be
placed in public locations in some of
the most important sites in the world.

For Green, the motivation is to work
closely with artists to create works of
art that will enhance and enrich the
environment for the enjoyment of all.
For Quinn artistic drive comes, in
part, from his famous father and his
desire to prove himself. He was incredibly close to his father, who died
in 2001, and says being Anthony
Quinn’s son was a personal privilege
but a public burden. “I wish I still had
him with me. I could have asked him
many more questions when I started
out, but I’m a very proud person and
I didn’t. It was stupid because, in the
end, he was my father, he was there to
help. But I wanted everyone to see that
I was doing this on my own.”
Some 20 years later, he is still anxious to improve. Three weeks ago he
was in the Vatican, marvelling at the
art, but also the artists. “It makes you
feel very small and meaningless, but
you still have to do it, because you
can learn so much. The artists may be
dead, but their spirit is still there. It’s
quite incredible, the imprint they have
left on the world.”
It got him thinking about his legacy
again. “I’m not saying that’s what I
strive for in every sculpture, but I do
think about it,” he says simply, with
no pretense or ego. “I just think that I
really have to do my best because this
work will be around when I’m not
here to defend it anymore.”

The Force of Nature by Lorenzo Quinn
Picture courtesy of La Belle Époque Collection, Monaco, Candy & Candy
Photographer: Julian Abrams
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Left to right:
Karl Lagerfeld and Zaha Hadid, Chanel Mobile Art
Salone Internazionale del Mobile, Milan, Italy
Rem Koolhaas, Prada Transformer, Seoul, South Korea
James Turrell, Fontainebleau Hotel, Miami, USA

The perfect pairing
Across Europe, Asia and North America, artists and
architects are beginning to collaborate in a much
more seamless way, in which neither the art nor the
architecture dominates the other, writes Eva Hagberg

I

n the autumn of 2008, Chanel Mobile Art landed in New York City’s
Central Park. Fresh off stints in
Hong Kong and Tokyo, the spaceship of a blobbily faceted structure was
the brainchild of Chanel creative director Karl Lagerfeld and the design expression of the Iraq-born London-based
starchitect Zaha Hadid, designer of the
Contemporary Arts Center Cincinnati and the first woman ever to win
the Pritzker Prize, architecture’s highest
honour. The hovercraft sat on Central
Park’s Rumsey Playfield for three short

weeks, controlled by a series of tall and
skinny and black-clad Chanel employees who gave out tickets for free so long
as you waited in line for them.
On the other side of the world,
meanwhile, Rem Koolhaas’ Prada
Transformer was being erected in
Seoul, South Korea. Funded by LG
Electronics and Hyundai Motor
Company the Transformer had been
talked about, hinted at, discussed for
over a year before it was officially announced. Could a building that literally transformed itself ever be built?

The idea was that the structure rotated, that the floor of one permutation
became the wall of the next and the ceiling of the next. Koolhaas, the Dutch architect who runs the Rotterdam-based
Office for Metropolitan Architecture
and who worked with Miuccia Prada on
the opening of the new Prada store in
Soho, New York in 2001, was the brains
behind this seemingly ludicrous proposition. The Prada Transformer actually
opened with Waist Down, an exhibition
of skirts by Prada. It then transformed
into a cinema showing programming
developed by Mexican director Alejandro Gonzalez Inarritu and then into an
exhibition space devoted to artist Nathalie Djurberg’s work Turn Into Me.
What is notable about both of these
spectacular projects is that it was the
architects who got all of the attention,
not the artists. Not so long ago, however, it was the artists whose projects
were at the centre of the media focus. When OpenOffice, a small and
cutting-edge New York firm finished

their renovation of the old printing
factory that became Dia Foundation’s
colossal museum space on the Hudson River in upstate New York, it was
the installation of the Richard Serra
pieces that everyone wanted to see.
And when Deborah Berke completed
her typically masterful renovation of
the Marianne Boesky Gallery in Chelsea, Manhattan, in 2006, it garnered
praise as a perfectly restrained space
in which to give the art—by people
like Rachel Feinstein and Barnaby
Furnas—the spotlight.
Lately, however, these two completely opposite trajectories have begun to merge. No longer is it either
the Bilbao school architecture, which
completely overpowers the art, or the
Yoshio Taniguchi school of architecture that, as with his 2005 renovation
of New York’s Museum of Modern
Art, recedes so far from the art that
it is difficult to find anything to truly
hold on to. Instead, we are finding
a confluence between projects like

Chanel Mobile Art and the Transformer on one hand, and Dia and the
Boesky Gallery on the other.
Consider Cerith Wyn Evans’ installation for the most recent Salone del
Mobile in Milan, a cacophony of bright
neon tubing collected in the centre of
the courtyard of the Palazzo Reale. The
trick, as Wallpaper editor-in-chief Tony
Chambers explained it once, was that
you could not see the structure or find
the way in which the piece was suspended. The art literally appeared to float in
the middle of the architecture; the two
fields working in such close tandem that
their relationship appeared as though it
could easily be taken for granted.
The same could be said for sculptor
Lorenzo Quinn’s colossal You Too installation that will open at the Instituto
Valenciano de Arte Moderno (IVAM)
next year, which was proposed and
conceived by Quinn with the museum’s
huge entrance hall in mind. A gigantic
aluminium arm with an extended forefinger will point down at the museum’s

POINTING TO A NEW PERSPECTIVE on life
Consuelo Císcar Casabán, director
of the Instituto Valenciano de
Arte Moderno (IVAM), gives her
perspective of You Too, a monumental
Lorenzo Quinn installation coming to
the museum next year

You Too by
Lorenzo Quinn

From the moment I became part of Lorenzo’s
You Too project, I immediately associated it
with a fragment from one of the most representative works of art in its entire history: The
Creation of Adam – Michelangelo’s Renaissance fresco, which continues to amaze visitors of the Sistine Chapel. As is widely known,
this painting represents the biblical episode
in Genesis where God with his index finger,
gives life to Adam.

It is of no surprise that Lorenzo Quinn’s colossal sculpture reminds me of that universal scene
found in the Vatican. It carries that Renaissance
taste for anatomical sophistication, its detail,
precision and humanism. At the same time, You
Too convincingly invites the spectator to become part of the art and transform himself into
a new man. In this respect, this piece, like the
work of Michelangelo, also refers to the ‘creation’ as it inspires a new way of participating
and integrating within society.
According to Quinn, it is the defiant and provocative index finger that has the most power in the
human body. This is due to its capacity to destroy
and create and demonstrate love and hate. That
is why Quinn uses this reference to capture every
aspect of our daily routines. In this context, the artistic statement seeks to generate social activity by
offering the visitor a different point of view.

You Too is, therefore, an installation that expresses the spirit of participation, democratically integrating social networks and all cultures
around the world. This work represents the rise
of equality in society, owing much to the new
domestic tools we have at our disposal in this
digital age of information and knowledge. In
this way, this new, inclusive digital era, places
value on the convergence between aesthetic
and intellectual works.
For this reason, You Too presents itself as an
iconic work of art, which given its dimensions,
will point at the visitors entering the museum
and create life, just like Michelangelo’s deity.
Except that on this occasion, life will be created by its relation to art. In my personal view,
life and art are integrated in You Too, where
people will be enriched by the art and also be
able to identify with each other.
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entrance, so that visitors become the
centre of attention the moment they
step through the door. At the other
end of the arm, on an upper floor, people will be able to watch the reactions
of visitors entering the museum on a
large screen. Those watching will also
be filmed secretly and their reactions
played back in the next room.
It is a statement about how everyone is exposed in today’s society,
whether they like it or not. “We live
in a Big Brother society,” says Quinn.
“It’s a circle of everybody scrutinising
everyone else.” The building lends itself to that circle of scrutiny and the
monumental sculpture makes sense
of the lofty space in a way it has never
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been used before. “It is the perfect
placement for it,” he says.
But the collaboration between art
and architecture does not need to immediately incite awe. It can be part of
a slow-burning attention to the closeness between the two. An old building
in Boston reopened this month as the
Ames Hotel, developed in collaboration with New York-based architect and
designer, David Rockwell. The team
commissioned a number of site-specific
installations, most notable among them
an exploded chandelier by Rolf Nudsen
that graces the vaulted entryway and
a wall piece by Draga Šušanj that expresses her interpretation of the existing
building’s arches. “She sat in the space

for a day,” Morgans designer Mari Balestrazzi says, “and got really inspired by
the arches on the building.”
The new Fontainebleau Hotel in
Miami is focused as much on art—
stunning James Turrell installations
line the back wall of the reception area—as on the architecture. A hotel of
immense scale, it becomes manageable
through the catchy moments of art,
such as the Todd Eberle photographs
and Robert Rauschenberg paintings
that dot and spot the massive cleanwhite air-conditioned space.
And then there are even more intimate iterations, examples of art and architecture melding into one big creative
subject. The work of Roy McMakin, a

Seattle-based artist who just happens to
make furniture and sometimes interiors
and sometimes even houses, falls into
this category. His work is so successful
because it applies an art methodology—thinking about colours, shapes,
proportions, materials, and, most crucially, the emotions and memories and
ideas these might evoke—to an architectural and design practice.
A house he designed for two art collectors on Lake Washington, for example, is a study in both what they and
their dogs and their daughter need for
a vibrant life, and the ways in which a
house can truly encompass a spectacular art collection that includes pieces
by Ben Rubin and Kiki Smith and

Malerie Marder. The house neither retreats too far into the background nor
puts itself at the forefront.
The art world is blending into the
world of architecture: artists are designing houses and architects are beginning to look at architecture from
an art perspective. What we are gaining, through this blending, is a profound freedom, a sense of expanded
and expanding possibility and a sense
of true boundary shifting. It turns out
that as much as art needs architecture
to be housed in, so too does architecture need the language, the evocation,
and the spirit of art. It might not come
in the shape of a gigantic spacecraft,
but the revolution is on its way.

Where does
architecture
end and art
begin?
Is one simply an extension of the
other? writes Simon Brooke
The Barbican Gallery’s highly successful Le
Corbusier retrospective earlier this year, for
instance, was entitled The Art of Architecture.
The connection between art and architecture is
something that Richard Found of the international
award winning London based design consultancy,
Found Associates, has long been interested in.
“I can’t resist suggesting to clients works of art for
specific walls,” says Found who travels to the main
international art fairs to select pieces for his clients.
As well as its residential projects, the firm’s clients include Selfridges and Virgin Atlantic but creating a striking new space for photographic studio
Iris Studios, and an art gallery called Hotel near
Whitechapel have opened up a new perspective.
“Designing a gallery or photography studio
is so rewarding,” he says. “We’re working to design a space that’s striking and makes a statement but which complements the artists’ work
rather than competing with it.”
Found Associates is currently working on the
home of a South African art collector. Found
explains: “Our design combines spectacular
views of the Indian Ocean, a rugged landscape
and the owner’s impressive art collection.”
www.foundassociates.com
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Building culture, from the ground up
Top: The Museum of Islamic Art
by I.M. Pei, Doha, Qatar
Bottom: Maquette of Olympic
Tower by Lorenzo Quinn

Architecture is being used to bring cultural gravitas to
the Middle East, but as Christopher Lord reports, to
judge this negatively is to miss the point

W

hen the United Arab
Emirates made its debut at the Venice Biennale this year, the fanfare on home soil couldn’t have been
bigger. Catchy branding was devised,
prominent curators were flown in and a
plane load of Emiratis headed to the art
world’s epicentre to champion what felt
like the culmination of this once remote
Gulf country’s cultural ambitions.
Yet there was one section of the pavilion that raised eyebrows. Among
the photographs of one star hotels by
Emirati artist Lamya Gargash, reflecting the worn out flipside to Dubai’s
perceived glamour, and the curious
inclusion of works by Palestinian
photographer Tarek Al Ghoussein,
were four architectural models. The
Museum of Islamic Civilization and
Sharjah Art Museum, both completed,
were placed alongside the grand designs for Abu Dhabi’s Saadiyat Island
and Dubai’s Museum of Middle East
Modern Art (MOMEMA).
The exhibit divided visitors. Some saw
its inclusion as jarring – confusing an
art event with a trade show or a tourism

expo. Others recognised that the importance of the projects made it a given that,
somehow, these projects had to be mentioned. Either way, this collection of beige
spatial models and little plastic palm
trees represented the UAE’s persistence
on carving out a name on the art map.
The cultural district of Saadiyat Island, in development off the coast of
Abu Dhabi, came in a flurry of ‘starchitect’ announcements in 2007. Iraq-born
architect Zaha Hadid would be designing a performing arts centre. Jean Nouvel would be the man behind the world’s
second-only Louvre and, as the biggest
bang, Frank Gehry would be engineering
Guggenheim Abu Dhabi. These projects,
along with a maritime museum, a Foster
+ Partners designed historical museum
and several pavilions as dedicated exhibition space, have been billed for completion between 2012 and 2014.
Yet it has remained vague exactly
what will be included in the Louvre
and the Guggenheim. As in the case of
Guggenheim Bilbao, another Gehrydesigned art institution that has transformed a sleepy industrial town in
northern Spain into a hub for tourism,

the monument has taken precedence
over the contents. Various projects have
attempted to introduce and hint at what
might be inside when the Louvre eventually opens. A bewilderingly diverse
collection, including pieces by Manet
and some African-influenced French
design, went on display in Emirates Palace, Abu Dhabi’s signature hotel. Otherwise, all we know are the brands.
But to judge this negatively is to
miss the point. The branding and the
names behind the buildings have been
vital in authenticating the ambitions
of this young country. Attempting to
construct a cultural hub, that draws
on East and West equally, from little
– few major local collections, a very
much burgeoning art scene localised
– requires a deep breath. It’s as if the
architecture, branding and architect,
gave authenticity to the idea that international culture can be wrought in
an otherwise cultural base camp.
The UAE Pavilion’s layout in the Venice Biennale was designed by Traffic, a
design firm and gallery based in Dubai
that celebrated its second year in October. The company has designed layouts
for a number of art events in the region,
such as Art Dubai, formally known as
the Gulf Art Fair. Owner Rami Farook,
an Emirati national, explains that the
cultural scene was moving very slowly
prior to Traffic. “We didn’t have a design

language here,” he explains. “Things
would either be poorly designed or
they’d play it super safe.”
Centrally, Traffic’s role has been to
architect a regional art scene – not
professionalise it but give what Farook
calls a “sceneography” to the cultural
landscape. “We try to create spaces
that are aware of where we are in the
Middle East and that work with what’s
being exhibited, without distracting
you from the art itself.”
Farook was awarded first place in
the British Council’s International
Young Design Entrepreneur award in
October. What really brought Traffic to
the attention of the international design community was the Middle East
Design Competition that launched in
2008. Drawing in notable designers
as judges, such as Konstantin Grcic
and Karim Rashid, the competition
focused solely on architects, furniture
and interior designers who had roots in
the Middle East. The competition was
a success. Traffic was inundated with
proposals from new Arab designers.
Traffic has just announced its second competition, with a deadline for
submissions in March. “Last year was
the first one, and from that we realised that this time it needs to be very
themed and very focused.” The new
criteria for submission are provocative:
designs for a mosque, interior designs
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for a majlis (a social space common to
Arabic houses), a contemporary interpretation of a traditional Arabic pattern and a public art installation.
Strikingly, the competition is now
open to designers and architects from
across the world. “I would love to see
someone from, say, Mexico design
a mosque,” Farook explains. “That’s
why I picked a provocative theme for
this: it’s design as reform.”
Still, designers and artists from
around the world are also being asked
to augment and internationalise the
region’s new statement architecture
with an inclusive, universal message.
Lorenzo Quinn’s first commission in
Doha, Qatar, was to create the monumental Rise Through Education for
the opening of the ASPIRE Academy
for Sports Excellence in 2005.
The hefty nine-metre tall, 8,000
kilogram sculpture, conceived and
created at the same time as the building, has come to symbolise both the
academy, its new building and Qatar’s
commitment to sporting achievement,
being used to promote its bid to host
the World Cup in 2022.
In fact, Quinn will unveil another
sculpture, Olympic Tower, at ASPIRE
next year to support the bid. The tower,
which will feature bronze arms braceleted in the Olympic rings holding the
Olympic torch aloft, envisions people
from around the world coming together in this place, and to that end, focuses international attention on Qatar.
“It’s about everybody holding up the

torch together; about unity, support
and fair play,” Quinn explains. “Producing sculpture for the Middle East
can be delicate, but I think we handled
it well, and there are so many more exciting opportunities in the region.”
Once again, architecture is being used
to bring gravitas to the process of activating international engagement in the region and one of the most visual symbols
of this – completed, open and successful
–is also in Qatar. The Museum of Islamic
Art in Doha, Qatar, was built to house sections of the Qatari Royal Family’s private
collection of art and antiquities from the
Muslim world. American architect I.M.
Pei designed the museum, and the structure incorporates various forms of traditional Arabic architecture. Through Pei’s
modernising lens, these forms are suggested rather than explicit. A wind tower
for instance, an early form of ventilation
common across the Middle East, is hinted
at in this sand-coloured building.
Pei’s blocky modernism, to the effect that the building seems to project
outwards from within, really sums up
the approach to how art institutions
and other cultural projects are being
implemented across the Gulf states. In
the desire to forge something entirely
new – namely an internationally recognised hub for culture – the building is
being used to announce the project. It
should be done with cultural relevance.
It should be a project that draws internationalism and regionalism together.
Right now, it is architecture that is being used to state these intentions.

Top: Rise through
Education by Lorenzo
Quinn, Doha, Qatar
Right: Guggenheim
Abu Dhabi Museum by
Frank Gehry, Cultural
District of Saadiyat
Island, Abu Dhabi, UAE
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Creating the
future
Tomorrow’s most innovative projects might
be unimaginable in many ways, but the
integration of art and architecture is here to
stay, argues Eva Hagberg

N

ot so long ago, it was all
simple. Planks became
buildings, studs became
walls, buildings created
streets, and asphalt canyons became
cities. Sometimes, art was put on
those walls, or on the outside of the
buildings, or sometimes even on the
streets. More often than not, complexes started out small and became
larger; began with the neighborhood
and ended with the city.
All of that has changed. The developments of the future are constructed
in tandem. Everything from planks
to studs to streets to canyons to cities
to the art that weaves its way through
every visual moment is designed with
an overarching methodology, with
one controlling creative vision.
There is Ordos 100 in Mongolia,
slated to be either one of the most ambitious architectural undertakings in
recent memory or an elaborate piece
of performance art perpetrated by
notorious jokester Ai Weiwei. Or there

is the CityCenter development in Las
Vegas that brings together architects
as diverse as David Rockwell and Daniel Libeskind, Rafael Vinoly and Pelli
Clarke Pelli, Helmut Jahn and Kohn
Pedersen Fox. Both have been created
as a singular whole made out of individually curated bits of design cloth.
The CityCenter project, opening in
December of this year, is notable not
only for the confluence of so many
disparate architects but for the way in
which art has been woven throughout the massive construction on the
middle of the Las Vegas strip. Artists
like Jenny Holzer, who has pioneered
the use of words and ideas in public spaces, has been curated into the
same space as designer and landscape
artist Maya Lin, not to mention mudpainter Richard Long and abstract
sculptor Henry Moore. Billed as “the
first major permanent collection of
art to be integrated into public space,”
CityCenter’s collection is more than
that: it is a thread, a common narra-

tive tying together all the disparate
elements of this otherwise unmanageably large development.
Meanwhile, the Ordos 100 is the
product of Weiwei’s artistic mind and
Swiss architects Herzog & de Meuron’s architectural one. In a sense,
John Pawson’s vision of Hotel Puerta
America in Madrid that opened its
doors in 2005, a floor-by-floor showcase in one building to the talents of
over 19 different architects and designers, brought us to a place where Ordos
100 is possible. Funded by Jiang Yuang
Water Engineering Ltd, the Ordos 100
is a proposal to build one hundred vil-

las, each by a different hand-selected
architect, in Inner Mongolia.
The Ordos project isn’t alone. Entire cities are currently on the drawing
board in China, part of a new model
of new urbanism and sustainable architecture. World-dominating firm
Skidmore, Owings & Merrill is behind
not only a sustainable new district for
the 17 million-strong city of Beijing
but also the master plan of an entire
ecologically sensitive town planned
for the Yangtze River’s Chongming Island, near Shanghai.
What is truly sustainable now is a
thorough integration of the practices

of art and architecture. CityCenter
would not be the massively anticipated
project that it is without the prospect of
Holzer’s words and Long’s mud, while
Ordos wouldn’t hold the same thrall
if it weren’t for the distinct possibility that it is all a furiously entertaining
high-art hoax. We have to think about
what sustainability means: it is, literally, the quality of being sustained. The
increasingly exciting integration of art
and architecture is here to sustain us,
to enrich us, to fill us with delight. For
now, these big projects, enormous in
scale and thoughtful in scope, are what
are holding us all together.
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1-2. John Pawson,
Hotel Puerta America, Madrid
3. CityCenter, Las Vegas
4. Ai Weiwei, Ordos 100,
Mongolia

Contemporary inspired by the Classics
Dr Serena Mormino, the President of the
Cultural Association AMARTE reports
from the Citta di Vercelli, on what is to
come in 2010
The Arca exhibition hall houses the purest and most
beautiful form of human expression: Art. Its glass
Give
anddrenches
Take III the contents in light. Once a sacred
dome
byplace
Lorenzo
Quinn
for centuries,
once most ruefully destroyed, it
will
bestands
installed
now
in all its glory.
this No
autumn
in is it so much a communal house than a
longer
Berkeley
Square,
prestigious
venue where the force and beauty of huLondon
manity are displayed together, expressing the pure
emotions that prove the creativity of mankind.
Up until now it has held the masterpieces of the
Peggy Guggenheim Foundation collection of Venice, including: Picasso, Pollock and Chagall, which
have all been recently exhibited. AMARTE aspires to
show art in its full range: figurative art, poetry, music,
dance and every other form of artistic passion.
‘Contemporary, inspired by the Classics,’ the new
exhibition which has been launched in partnership between Arca and the Cultural Association AMARTE will
give Arca and its home town greater and greater importance. At the end of 2010, Arca will welcome a contemporary artist for the first time, by introducing Lorenzo
Quinn to critics and future generations alike with an exhibition worthy of the Guggenheim in Vercelli itself.

Lorenzo Quinn’s works are such profound examples. Although they are huge sculptures there
is deeper meaning to them, almost as if they
have a secret inside, a hidden light that only reveals itself if you stop and think about it. Merely
looking is not enough, you have to look beyond.
For example, the delicate female form can be a
symbol of fertility and eternal life that demonstrates the pitiless force of nature and mankind.
Furthermore, hands can be a symbol of humanity, God, peace and friendship, but also cruelty
and violence.
If you want to truly interpret Quinn’s art, you have
to open yourself up to a deeper thought and sentiment. His greatest talent, apart from his technical
capability that draws comparison to the work of
Michelangelo, is the connection he forms with his
international following across five continents.
His works will reach up to the sky, positioned under the glass dome, transcending the boundaries
of the building and appear to be at the same level
as the 1200 skilfully restored frescoes by the artists
of the Reggia di Venaria Reale. A combination of
classic and modern art that will demonstrate force
and love.
This will be a major exhibition of work shown at
Arca, designed to build up to a conceptual crescendo with monumental sculptures located near the
most important historical and artistic places of the
ancient Vercellae.
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