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Introduction





 


Architects and development


The practice of architecture is not new. While the profession, as we recognize it today, has only been around since the seventeenth century, there is evidence of “designed” structures, and drawings of these, dating as far back as the sixth or seventh millennium BCE. As settlements became more complex it became necessary to plan developments rather than rely upon an ad hoc accretion of structures. This increasing complexity called for design— the ability to envision a future and mediate the building process to achieve that future.


The architect was the individual who had the overview of the needs of development, the knowledge of building techniques, and the application of these to specific types of structures. This was the person who understood a set of graphic conventions, which could be used to explain to others the quantifiable elements necessary to make the “imagined” become the “built.”
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Frank Gehry, Guggenheim Museum, Bilbao, Spain, 1997


Architecture makes real the aspirations and projected values of our culture. Whether a private home or a major arts institution, the forms and functions of our buildings define the way in which we communicate to a broader public.
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Çatalhöyük, Anatolia, Turkey, 7500 BCE Building can be the basic process of meeting immediate need, but architecture, and the actions of those who are called architects, transcend simple “building” in order to embody a set of ideas about our present and our future.
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Marc-Antoine (Abbé) Laugier, The Primitive Hut, frontispiece from Essai sur l’architecture (“Essay on Architecture”), 1753


Architecture has long been seen as one of the highest expressions of humankind’s ability to structure the world around it; to move beyond merely the construction of shelter and provide order and meaning.


What is architecture?


Ask a handful of architects this question and the odds are we will get a handful of different answers. Why should this be, when the practice of designing the buildings and spaces that surround us has been carried out for millennia? As with the way in which we build—the techniques, materials, and processes—architecture is in continuous transition and transformation. In response to changes in the world around us, architecture and the role of the architect are constantly being redefined.


Ernest Dimnet, a French-American author, is quoted as saying that “Architecture, of all the arts, is the one which acts the most slowly, but the most surely, on the soul.” Whether one likes or dislikes a particular building, public space, or room, the experience of interacting with it will forever be a part of oneself. Architecture can inspire or depress, uplift or oppress, and incite a myriad of other emotional responses.


From the “primitive hut” of Abbé Laugier’s writings to the “intelligent buildings” of the twenty-first century, architecture plays a vital role in the way we express our personal beliefs and values, and those of our public and private institutions. Cathedral or mosque, terraced house or mansion, corner shop or shopping mall, architecture is the reflection of our cultural identity made manifest in the built environment.


Architecture is both a local and a global pursuit. Every culture has its specific “vernacular” expressions that will be apparent in the buildings that make up its urban and rural fabric. However, as we have become increasingly mobile and international in our outlook the local vernacular has become a part of a global aesthetic. Architects now practice across national boundaries and bring new influences to bear upon the work that they undertake. In this process architecture becomes an international language. European “International Style” became American “Modernism.” The simplicity of Japanese design became Western “minimalism.” We have translated and transplanted styles, techniques, and philosophies between countries and cultures. In this way each culture makes these fusions a part of the fabric of their built environment and the process goes on.
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Filippo Brunelleschi, the dome of Florence Cathedral, Florence, Italy, 1436


Architecture reveals and represents our cultural identity as well as our deepest beliefs and values.
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Ludwig Mies van der Rohe, Barcelona Pavilion, Barcelona, Spain, 1929


The simplicity of modern architecture was not simply a stripping away of ornament, but a drive to explore the very basis of architectural form. No longer an expression of structural prowess, space was released to be considered as an entity rather than simply the emptiness between walls.
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Traditional Japanese House


Architecture is both a local and a global pursuit. Every culture has its specific “vernacular” expressions that will be apparent in the buildings that make up its urban and rural fabric.


Architecture continues to be one of the most popular and challenging disciplines. Each generation brings a new vision to the way that we can transform the world in which we live.


What does an architect do?


Once again, asking a group of architects what they do will most likely result in a range of answers. Some responses will be affected by the scale of projects that are undertaken. Architects involved in large projects will often work in more specialized areas, whereas those working on smaller projects may carry out a much broader range of activities. Differences will also arise due to variations in the types of project. An architect who works primarily on private residential projects will have a very different view of the profession to one who works on commercial projects.


[image: image]


Site Meeting


While it may be easy to find a dictionary definition of what an architect is, defining what an architect does is often a more difficult task. As the nature of the profession of architecture expands and diversifies, the role of the architect becomes increasingly broad.




This divergence in the characteristics of what an architect does should not be seen as a weakness of the profession or an inability to define the practice of architecture. Rather, it is one of the unique qualities of the architectural profession. Because architecture is a broad field there are many opportunities to find either a specialism that suits one’s particular talents and interests or to choose a more generalist approach. The world needs architects in all shapes and sizes, because the projects themselves come in all shapes and sizes.


One dictionary definition of an architect is “a person who designs buildings and advises in their construction.” If we had to take a single definition this would probably suffice to cover what most people would agree the role of an architect to be. As we shall see later in this book, architecture is not simply about buildings—nor is it necessarily about the design and construction of them. But, for most people the role of an architect is connected closely with the process of design and construction.


Reasons to become an architect


Like any profession, there are many reasons why one might choose to become an architect. Some enjoy the interrelation between design and engineering. Others may find it exciting to see something that they have designed become real during the process of building. Yet others may find a challenge in the more theoretical aspects of architecture and become involved in writing and research. The list is endless.
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Film Still, The Fountainhead, 1949


Stereotypes of architects abound, but the reality is far more complex. Architects come from all walks of life and all corners of the globe.




For many people there is a stylized image of an architect. Whether it is the round glasses and bow tie of the 1970s or the black-clad, goatee-wearing young men of the 1990s, such stereotypes belie the fact that architects do not conform to a “type.” However, there remains among some people a view of an architect as (usually) a well-dressed man, in a hard hat, with a roll of drawings, standing on a building site. Similarly, the architects of film and television are often portrayed as characters conjuring up the larger-than-life, possibly arrogant figure reminiscent of Gary Cooper in The Fountainhead. But these are stereotypes, and seldom does an architect fit neatly into those molds. There are many myths about architecture as a profession and architects in practice—it would be useful to get some of these out of the way from the outset.
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Skidmore, Owings & Merrill, Freedom Tower, New York, USA, 2006–


There are numerous myths about architects. Whatever the perception of what an architect is or does, for most practitioners it is their work that speaks for them. Whether it is a small house or the tallest building in the world, architects undertake each project as a new challenge.


Architects are rich


Some architects are indeed rich, but most are not. Architecture is not a profession that naturally leads to wealth. According to the US Department of Labor, for the years 2006–7 the average salary for an architect was $46–79,000. Similarly, in 2007, according to the Royal Institute of British Architects (RIBA), the average annual salary for a qualified architect in the UK with 3–5 years experience (after qualification) was £34–42,000 ($50–60,000). Compare this to the average earnings of a family doctor, which in 2002 were calculated as $150,267 in the USA and £80–120,000 in the UK.


Architects are famous


For every architect whom a member of the general public could name (probably relatively few), there are thousands of architects who will never be known beyond a very small number of people (family, friends, clients, colleagues). Architects are not like football players or rock stars. Even the most well-known contemporary architects walk through crowded streets without being mobbed by fans.


Architects command universal respect


Historically architects have not really been valued that highly by either patron or public. In fact, during the Renaissance architects were considered more as tradesmen than professionals. However, we should keep in mind that the greatest painters of the Italian Renaissance were generally considered to be tradesman as well. These days good architects are respected as professionals in their field, just as good doctors or lawyers are respected for their work.


Architects just draw/design things


As we have mentioned above, architecture is an extremely varied profession. Some architects will be engaged in highly specialized activities—they may be designers and not be tackling the more technical aspects of a given project, while others may be working as technicians or drafting staff and not really be doing much designing. However, it is seldom the case that an architect just draws or just designs. Even if one is engaged as designer, there will be a need to understand and integrate technical issues during the creative process. Equally, the person who is developing technical drawings for a project will often be designing as the drawings progress, in order to work out issues of detail and construction. If there is one thing that can be agreed upon, it is that architecture is never just anything.


So, we’ve addressed some of the myths that surround architects and the practice of architecture, but what are the realities?


Being an architect is hard work


As we will see in subsequent chapters, becoming an architect requires a serious commitment. Equally, once an architect has completed their education and professional qualification there is still a considerable amount of time to be spent developing as a professional. Further, the professional development of an architect is ongoing—it does not stop once qualification is achieved. To be successful, and to maintain professional standing, it is necessary to engage in continuing professional development—to stay abreast of changes to legislation, materials, products, processes, etc. This is all in addition to the day-to-day activities of professional practice.
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Bennetts Associates, Façade Testing Rig, London, UK


Architects are increasingly called upon to work in ways that are unique to the profession. Beyond simply “drawing buildings,” they also play a role in developing new ideas and new ways of building.


Architecture is an occupation


Note that we have not written that “architecture is just a job.” An occupation is something that becomes “the business of one’s life”—that is to say, it becomes more than just a job. For those who succeed in architecture, the world is a different place. As they walk down the street they experience the world around them differently from others, because they see through the eyes of an architect. The same might be said for artists or engineers—they see the world as an artist or an engineer.


However, we should also recognize that there are very job-like aspects to the practice of architecture. If one is to earn a living as an architect, there is a necessity to be down-to-earth and realistic about the way in which one approaches projects, meets deadlines, and is aware of one’s clients’ needs as well as one’s own personal goals. This is often one of the greatest challenges for architects—to balance their occupation and their job.
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Christopher David George Nicholson, Design for a Studio for Augustus John, Fryern Court, Hampshire, UK, 1934


The “blueprint” is no longer the prevailing method of reproducing drawings. However, the heart of the activity of architecture has always constituted more than simply drawing.


Architecture involves a lot more than drawing


For many the image of an architect (besides perhaps the round glasses and the bow tie) is the person with the roll of blueprints under their arm, and this is closely allied to the notion that all architects “draw buildings.” However, although in many cases there is an element of truth to this, it belies the complexity of architectural practice.


In a small practice the principal architect may be engaged in almost every aspect of a project, from initial sketches, through technical drawings, to site management. However, in larger practices, where specialization is more common, you will find some architects who do “draw” in the traditional sense. They may be designers, who spend most of their time sketching ideas, or they may be involved in specification writing; others may specialize in site administration and spend their time working closely with contractors and builders.


Architecture is complex—it incorporates many processes and (in the case of large projects) can involve many people, each carrying out a specific part of the work. Drawing is a part of this process—a very important part—but it is not the only thing that an architect does.


Architecture is rewarding


While it is the case that any person who enjoys their job will find it rewarding, architects are often passionate about what they do. For anyone who feels that having a well-designed environment is a vitally important factor in the way that individuals and groups of people feel, then architecture will certainly provide a sense of reward. For anyone who is excited by the prospect of combining creativity, philosophy, science, and engineering (and much more), then architecture can provide a career full of challenges.


Architectural projects, as we have seen, can require many different skills and many types of specialist. This means that there are numerous opportunities for people to become involved in the profession in different ways. Whether you wish to be a designer, a model-maker, a technical drafting specialist, or a site administrator, you can be a part of a profession that is at once ancient and constantly renewing itself.


Who is this book for?


If you are moving toward a career in architecture there are many things you might wish to consider. Architecture is not a profession that you can easily “walk into” without some level of specialist education. Even to be employed in architecture as a technical draftsperson usually requires training in the specific use of CAD software and architectural/building training. In order to choose the right path toward the aspect of architecture that you wish to pursue, you should explore the subject widely. This book is intended to help you in that exploration.


How to use this book


The seven chapters of this book represent a journey from the first principles of architecture through to professional practice and possible future careers.


Chapter 1


“The Setting” provides a grounding in the past and begins the discussion of how one becomes an architect. This includes a historical overview of the profession and a consideration of how theories have informed the practice of architecture.


Chapter 2


“Education and Qualification” explores different forms of education and the issues of professional qualification. The chapter provides an overview of what is required to become a qualified architect.


Chapter 3


“The Client and The Brief” is an exploration of the relationship between architect and client, as well as the process of defining the parameters of an architectural project—from what a client wants to how much an architect might charge for services.


Chapter 4


“From Brief to Project” looks at the way in which architects approach the design phases of a project once a brief has been defined. This includes a review of the steps that are taken in architectural projects and what factors influence the design and production processes, including the environment.


Chapter 5


From initial design ideas through to construction and beyond, an architectural project is a complex process. “The Project and The Process” takes the reader through the stages of an architectural project following on from the design phase; these include drawing, specification, tender, and construction.


Chapter 6


“The Practice” is a review of the different ways in which architects practice and the structure of the teams involved in projects and companies. Just as a project is a multifaceted process, so the relationships between members of the professional team are complex as well. This chapter explores the different types of practice as well as the range of professions involved in architecture.


Chapter 7


“The Future” considers the way in which architects and architectural practice are changing to meet the needs of a changing environment. Whether considering the impact of architecture and building on the planet or the challenges facing the profession in meeting the changing needs of the population, architects must consider the way that the industry is addressing a dynamic world.


Appendices


“Glossary” is a collection of common terms used in architecture, design, and professional practice. “Further Reading” details books that provide further insight into the subjects tackled in each chapter, along with a list of magazines and periodicals that are often found in architects’ offices. “Online Resources” emphasizes websites of professional and personal interest to architects, including blogging and networking sites, while “Useful Contacts” provides a list of some of the most important professional bodies and architectural-education institutions.






1.


The Setting





 


In this chapter we will take a look at different facets of architecture—exploring the broad sweep of the discipline, the architect through the ages, and the way in which contemporary practitioners look to the past as inspiration for the present.


Architecture is a highly dynamic profession. Every architectural project responds, in some way, to cultural, historic, economic, and theoretical contexts. The balance between these will vary depending upon the specifics of the project, but architects need to consider these aspects carefully. When one looks at large, internationally recognized projects it is easy to see that these issues can become very important. Consider the design of an Olympic stadium: because of worldwide media exposure and the international importance placed upon the Olympics, the buildings created become national symbols for their host country. Add to this the fact that many cities use such major events as drivers for change in their social and urban fabric, and it can be seen that in such cases history, theory, economics, and culture come together in order to shape architectural expression.
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Ludwig Mies van der Rohe, S.R. Crown Hall, Illinois Institute of Technology, Chicago, USA, 1956 Architects look to history to inform the present and the future. However, the expression of historic precedent does not always lie in copying an image from the past. Architects may employ the underlying principles of order, proportion, and arrangement, which echo through history, in ways that might be felt rather than immediately seen.


History


Why we look to the past


Architecture does not reside simply in the way in which we build or the manner in which buildings are designed. The buildings that we construct— and, thereby, the communities that we develop—are expressions of culture, with architecture as the medium through which those expressions are made manifest. As a system of symbols, and the rules that govern the manipulation of those symbols, architecture can be used to express a vast range of ideas.
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Three Classical Orders (Doric, Ionic, Corinthian) The visual order of architecture sets the tone of the building. The Classical orders provided not just a coherent set of decorative motifs, but also defined a system of proportion and rules of usage for different building elements—essentially forming a visual “language.”


Throughout history there have been architectural styles that were contemporary to their period, but there has also been a tendency to integrate past styles. This could stem from nostalgia or the architect’s desire to invoke specific aspects of the past. However, whether through overt reference to historical precedent (as with revival styles) or through more subtle allusions (for example, Classical proportioning or ordering), the past is constantly influencing, and is expressed in, the present. In the same way in which, when developing a new car, designers and engineers do not reinvent every aspect of the automobile, architects equally do not “start from scratch” with every project. There is always some reference to historical precedent— whether obvious or not.


Theory


While history plays a clear role in the way that we design and understand architecture, there is also a discourse of architecture. Architectural theory considers the principles and concepts that form the basis on which architecture is thought about. At the most basic level, the consideration of order and proportion can be thought of as architectural theory. At a deeper level, theories relating to the way in which meaning is derived from architecture bring to bear a wide range of other theories and concepts, from philosophy to semiotics and linguistics.


How does theory inform practice?


One might think of architecture as a language (a system of signs, the use of which is governed by a set of rules—or grammar—which, in turn, allows us to read and understand), and building as being the writing of that language. The way in which we deploy that language will determine the meaning that is derived.


It is often said that architectural theory is about “thinking a new architecture,” and that in thinking a new architecture we may move toward a position of being able to make a new architecture. So, practice can be influenced by the process of theorizing about architecture—we may come to new ways of expressing meaning through architecture by questioning the way in which we read the language of architecture.




Material, Light, Poetry: Tadao Ando, Hombroich Museum, Langen Foundation, Neuss, Germany
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Gallery block, Hombroich Museum, Langen Foundation.


Materials play a crucial role in the way that we view and understand architecture. Throughout history the development of new materials and methods has allowed architects to achieve new designs that embody the spirit of their time. They also allow us to have different relationships to architecture. The use of brick, for example, often creates buildings that seem more human in scale, because of our ability to see the smaller module of the brick rather than a single continuous surface. The use of wooden siding on a rural retreat can create a sense of a building closely related to nature, particularly as the wood weathers to suggest the passage of time. The selection, specification, and use of materials in architecture is one of the most important aspects of a design.


Concrete is an old material, the Romans being the best known of the ancients to use it, most notably in the dome of the Pantheon. Despite this, many people feel it affords little other than a cold, harsh, industrial feel. We often see concrete used primarily for its structural properties, in highway embankments, retaining walls, and foundations. But for some architects concrete becomes a material of expression and poetry.


Tadao Ando has become known for his use of concrete in buildings ranging from churches to hotels. In most cases his use of the material is very simple: untreated, cast-in-place, and perfectly executed. But concrete is not the only material that Ando uses in his work. Often concrete combined with glass, timber, and (most importantly) light gives Ando’s work its beauty and poetry.


In projects like the Church of the Light (1989) we see this combination of material and light in its most striking form. The church, located in Ibaraki (a suburb of Osaka, Japan), is modest in scale. From the exterior we see a plain concrete box; a steel cross gives the only indication of its religious nature. Inside, however, the relationship between concrete and light creates a space of quiet serenity. The precision with which the large cross, formed by a gap between four concrete wall panels, meets the joints between panels on the flank walls speaks volumes about the attention to detail Ando requires. We see how the material and immaterial come together to create something that transcends the physicality of the space.
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Church of the Light, Ibaraki, Osaka, Japan.
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Entrance, Hombroich Museum, Langen Foundation.


In his design for the Langen Foundation’s Hombroich Museum (2004) we see a poetic composition of form and material. The site, located in Neuss, near Dusseldorf, Germany, is a former NATO missile launch facility. The use of concrete would, initially, seem to be in keeping with the site’s history. However, in Ando’s hands, concrete, in conjunction with other materials, becomes a constituent of a new picturesque. The building initially appears, through a concrete arch, as a composition of glass, concrete, and water. This plays transparency and solidity against one another, as well as the real and the reflected.


The building is divided into two sections. A pair of concrete structures partially submerged into the site (thus the 26-foot [8-meter] height can only be experienced inside) house the modern collections. Their solidity is contrasted by the Japanese gallery, which is a 140-foot-long (43-meter-long) concrete box enclosed in a steel-and-glass box.


It is the Japanese gallery wing that gives the project its outstanding views and is representative of Ando’s use of material and light. The enclosing of the concrete gallery space within glass and steel serves to reduce the visual impact of the concrete within. Further, the play of shadows cast by the steel supports of the glass enclosure animates the surface of the concrete with a rhythm of shadows.


While some architects become known for the daring of the forms they create, or the scale of projects they complete, Ando has become a recognized master of material and light.
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View toward entrance, Hombroich Museum, Langen Foundation.
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Concrete and glass junction, Hombroich Museum, Langen Foundation.








The profession—history and theory


When considering the history of the profession of architecture we must recognize that the term “architect,” referring to someone who holds a specific position related to a specific set of activities in a professional capacity, has only been in use since the seventeenth century. Prior to this there was no profession of architecture, but simply the making of architecture. In reality, the vast majority of building throughout history has not involved the architect as a professional—the individual we call “architect” was a craftsman or the leader of craftsmen. However, for clarity we will continue to refer to these individuals as architects—and we are thereby able to understand the relationship that the architects and their work had to broader society and culture in these periods.
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The Pyramid of Djoser (The Stepped Pyramid), Saqqara, Egypt, 2700–2600 BCE


The role of architecture in ancient Egypt found its boldest expression in the funerary monuments of the ruling elite. In a culture steeped in religious ritual, the designer of the pyramids took on a role closely allied to that of a priest.
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Bronze Statue of Imhotep, 332–330 BCE Often cited as the first architect, Imhotep was probably a functionary within the Egyptian governing body; his position as the designer of Djoser’s pyramid was probably only one of his roles. He was clearly a very important individual within this religious/political structure—so much so that he was later venerated as one of the many Egyptian gods.


The priest and the pyramid


The Egyptian pyramids are among the most well-known structures on the planet. Scientists have long pondered, studied, and proposed ways in which they might have been constructed. There is little actual evidence to suggest the building techniques employed in the erection of these monumental funerary buildings. While we do not know the dates of his birth or death, and much of the information available is indirect, it is held that Imhotep was the designer of the Pyramid of Djoser (also called the Stepped Pyramid) in Saqqara. Dating from the Third Dynasty (approx. 2600–2700 BCE), Imhotep is considered to be the first architect (as well as the first physician)—even if not in the sense that we know the profession today.


We may assume that there was some status associated with his position. The pyramid was not simply a place to bury a pharaoh; it represented one of the most important aspects of the life and afterlife of the most powerful individual in the kingdom. The burial of a pharaoh was a highly ritualized and profound process; those involved were of the highest standing, and the designer of the pyramid would have, of necessity, been held in high esteem by both the ruling and priestly castes. This may also be attested by the fact that Imhotep was given the honor of becoming a deity in his own right following his death.
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Sir Robert Smirke, The British Museum, London, UK, 1827


The influence of the Parthenon can be seen in many of the cultural, financial, and government buildings of the world’s major cities.


There is little evidence that anyone beyond the Egyptian ruling elite employed professionals to design for them. This is not to say that all construction was undertaken in an ad hoc manner. It is likely that individuals were charged with the management of construction, and probably had some role in design, but this would most likely not have been a role that carried with it any particular social standing. Imhotep’s role would seem to have been relatively unusual for the period—the titles that he held (Chancellor of the King of Lower Egypt, High Priest of Heliopolis, Builder, Chief Carpenter, Chief Sculptor, and Maker of Vases in Chief) would suggest not only a professional, but a clearly noble status.


The architect and the state


During the period commonly referred to as Classical Antiquity, encompassing the height of the Greek (approximately 1000 BCE to 146 BCE) and Roman (approximately 753 BCE to 476 CE) empires, architects are still found in service to the ruling classes, and being commissioned to design and manage the erection of funerary structures as well as an expanding array of other building types.


We have clear records regarding those credited with the design of some of the major buildings of ancient Greece. The Parthenon, the centerpiece of the Athenian Acropolis, is said to have been the product of a collaboration between Iktinos and Kallikrates. Initiated during a major building program undertaken by Pericles—the military leader, orator, and statesman of the Athenian city-state during the fifth century BCE—the Acropolis became the cultural center of both the Athenian city-state and the broader Greek collection of city-states, the Delian League. It was to be the template for important public and private buildings for centuries to follow.
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The Parthenon, Athens, Greece, fifth century BCE Buildings such as the Parthenon have become templates; many important works have followed the form and language that was expressed in ancient Greece.
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The Pantheon, Rome, Italy, 120–6 CE


The architecture of ancient Rome retains iconic status not only because it remains standing but because it represents a bringing together of the language of architecture into a coherent work that has stood the test of time.


Similarly we have some sense of those who were the figures of note in the development of Roman architecture. Much of what Roman architects achieved in terms of design can be clearly traced to developments in Greece. There was an obvious sense in which the younger Roman Republic and Empire saw value in the appropriation and integration of long-established Greek styles. In part this was a political as well as a cultural endeavor. By taking up the styles and cultural trappings of Greece, Rome was suggesting that it too was a culture worthy of longevity and importance on the world stage.
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Leonardo da Vinci, The Vitruvian Man, c.1490
Vitruvius saw the proportions of architecture as being related to the proportions of the human body. His writings give us some of the first theories of architecture, and define the language of architecture.


Marcus Pollio Vitruvius, best known simply as Vitruvius, is often cited as the first architectural theorist. In reality we can say only that he was the first Roman architect to leave extant writings on the discipline. His treatise De Architectura (“The Ten Books of Architecture”) is a wide-ranging collection of writings dating from around 27 BCE; some are specifically architectural in content; others cover subjects such as materials, plumbing, water, and more.


While we know little of Vitruvius’ actual work as an architect, his writings set out clear principles for architecture. Set out in De Architectura, his notions of firmitas, utilitas, venustas (firmness, commodity, and beauty) were some of the earliest articulations of those things that must be present in order to constitute architecture (as opposed, say, to building). It was also Vitruvius’ position that architecture sought to imitate nature and strove for the expression of proportion and order. These, in turn, allowed for a reflection on the order and proportion of the human body. To explain this relationship Vitruvius defined the order and proportion of the body through a series of relationships, with the body inscribed within a circle.


The Pantheon in Rome is, again, one of the most iconic and recognizable buildings of the Classical period. It is a unique structure in its design, construction, and political context. The building is essentially a temple dedicated to the seven main gods of the Roman state religion. While it is by no means definite, the design of the Pantheon is credited to Apollodorus of Damascus.


While individuals such as Apollodorus cannot be considered architects in the professional sense that we know, they were referred to as architects. This we know from the many funerary inscriptions that can be found throughout the former Roman Empire. That individuals were recognized at their death by reference to their occupation (“ARCHITECTVS”) suggests a change in the role that architecture and its practitioners played within society in general. Although no longer associated with the priestly class, the practice remained the preserve of the upper social orders.


The master builder and the cathedral


During the Middle Ages the power of the Roman Catholic Church and the rise in the monastic orders brought about a change to the role of architectural practitioners. There is little evidence of individuals called architects being involved in the design and construction of the great cathedrals of Europe, but there is a considerable amount of information that shows that the practice was active and well established.


The growth of the Gothic style was as much a change in the conceptual relationship between mankind and God as it was between religion and building. It is difficult to identify clearly who conceived of this new form of architectural expression. It is generally held that Abbot Suger (a Cistercian monk) set out a new vision for the cathedral of St Denis in a treatise of the mid-twelfth century. In his Liber de rebus in administratione sua gestis (“Book of what was done under his administration”), he offered a theory that set out to define an architecture that was representative of a new notion of the relationship between humanity and God. While many of the features that were combined at St Denis—the pointed arch, ribbed vaulting, flying buttresses, and the ambulatory with radiating chapels—had been developed during the Romanesque period, by bringing them together with an overarching logic and relationship to a physical manifestation of the Heavenly Jerusalem, Suger defined a new theory of architecture.
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Possible self-portrait of Villard de Honnecourt, c.1230 The Master Builders of the Gothic period were often itinerant workers, but their eclectic education and professional experience made them sought after by a range of potential patrons.


Where we do have evidence of specific individuals associated with the design and building of the great cathedrals they are most often referred to as Master Builders. These were often people with a set of skills that allowed them to undertake the geometric, mathematical, and engineering tasks necessary to facilitate the cathedral’s construction. There is no evidence of any specific education, and it is likely that any such learning would have been via an apprenticeship—most often as a mason. Many were probably itinerant, traveling from town to town where cathedrals were being planned or were under construction, offering their services to the church or monastery concerned.


It is difficult to assess the full role that such individuals would have played in the design and construction process—in part owing to the fact that there were no “sets of drawings” produced for the cathedrals. Much of their design and development seems to have happened on site. As this was a new form of building (both in concept and in construction), it would have been necessary to establish solutions to structural and construction issues as they arose.


What makes the Gothic practitioner unique is the fact that theirs was a vocation that still grew from the process of making (stone-cutting or carving). There was still a very definite connection between the act of conceiving a design and that of making. We might imagine that the Master Builder could, when walking through the building site, be equally as comfortable with hammer and chisel in hand as with pencil and rule.


Patron and artist


The “discovery” of a manuscript of Vitruvius’ treatise, De Architectura, in the library of the St Gall Monastery in 1415—part of the general reconsideration of “antiquity” known as the Renaissance—provided a clear indication of the qualities and image of Classical architecture, but also a definitive description of the role of an architect that bore little resemblance to that of the Master Builder. For Vitruvius, an architect must possess the ability to practice as well as theorize:



Wherefore the mere practical architect is not able to assign sufficient reasons for the forms he adopts; and the theoretic architect also fails, grasping the shadow instead of the substance. He who is theoretic as well as practical, is therefore doubly armed; able not only to prove the propriety of his design, but equally so to carry it into execution. (Vitruvius, De Architectura, Book 2, Passage 2.)
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Chartres Cathedral, France, 1194–1230


For many, the great cathedrals of Europe represent the pinnacle of architectural achievement. The designers of these fantastic structures—“Master Builders,” as they were known—would not be architects by our own modern definition. However, the complexity of the work that they developed and managed remains inspiring.
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Filippo Brunelleschi, Foundling Hospital, Florence, Italy, 1419–45


There is no specific evidence of Brunelleschi’s transition from goldsmith to architect, but we do know that the commission for the Ospedale degli Innocenti (Foundling Hospital) in 1419 came to Brunelleschi from the same guild as that of his original apprenticeship.


Based on Vitruvius’ definition it became possible, within the intellectual and social structures of the time, for the architect to be seen as on a par with other artists, and also as the possessor of a level of theoretical and Classical knowledge. The broader study of Classical Antiquity carried into architecture as well. Sketchbooks extant from a great many artists and architects show an appreciation of the visual detail and complexity of Classical form and ornament, but also a distinct study of the quantification of those forms. Many have detailed studies, with dimensions, of architectural forms and details. There is, then, a sense in which new “pattern books” were being developed, but from a theoretical as well as an aesthetic position.


During the Renaissance, the architect was often also an artist. Apprentices would receive educations in the humanities as well as the arts, augmenting basic reading, writing, and mathematical studies. We should remember that in the fifteenth century most artists would have been seen as craftsmen—it was only the master artist who had social standing of note.


Filippo Brunelleschi is a good example of the artist’s transition to architect. We have solid evidence of Brunelleschi’s work, both by his own hand and through various biographies. He trained as a goldsmith, becoming a master in the Silkmakers’ Guild (which included metalsmiths) in about 1398.


In Brunelleschi we see an individual who was possessed of a certain amount of practical knowledge (although not directly linked to the building process) coupled with a level of theoretical knowledge. We may assume that, beyond a natural talent, his training in the arts and humanities gave Brunelleschi the ability to lend his hand to architecture. His study of Classical architecture gave him the basis for his later reinterpretation of Classical form in his own projects. Thus the architect is now engaged in a practical pursuit, but from a position of scholarly study of geometry, mathematics, and aesthetics—theory and practice are beginning to come together.


Another change was in the relationship between the architect and the commissioning body, whether this was an organization or individual. The Renaissance saw a rise in secular bodies (both in terms of social classes and commercial enterprises) who were in a financial position to employ artists, designers, and architects. The role of the architect, from being one largely allied to the ruling elite or religious orders, therefore expanded to include private clients.


There was also a formalization of the role of the architect: by the middle of the sixteenth century—and particularly in northern Italy—treatises began to appear that articulated both the development of the architect as a profession and also a reasoning of the difference between the architect and the master mason or other skilled craftsman. The sixteenth-century French architect Philibert Delorme wrote that clients should hire an architect because other practitioners were schooled only in the art of manual labor, whereas the architect was possessed of both theory and practice. To rely upon other craftsmen to design a pleasing building would result only in “a shadow of a real building.” Delorme also conceived of a self-regulating profession with standards of education, responsibility, and practice—foreshadowing the professional arrangements found in architecture today.


Perhaps the most marked change in the nature of architectural practice during this period was the shift toward design as a service in itself. Some architects became so busy with the process of designing for a large number of clients and projects that they were little, if at all, involved in the actual building process. This stands in marked contrast to the earlier periods, in which the practice was clearly weighted toward those who were closely engaged in the building process.


The architect


By the latter half of the sixteenth century we begin to see practitioners solely engaged in architecture as a design discipline. While it was still the case that many apprenticed within a traditional trade, the bulk of their career now lay in designing, drawing, and managing the process of building, rather than being directly engaged in construction.
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Andrea Palladio, Villa Almerico-Capra (“Villa Rotunda”), Vicenza, Italy, 1591


Trained specifically as an architect, Palladio became influential in his own time as well as down the ages. His villas, built for the wealthy elite of Venice and intended as a reflection of the taste and intelligence of his clients, became a new model for architects’ relationship to their patron.
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Andrea Palladio, I Quattro Libri dell’Architettura (“The Four Books of Architecture”), 1570


As well as being instrumental in changing the relationship between architect and client, Palladio continued to develop new architectural theories. His Four Books of Architecture offered a set of rules that defined the parameters for architecture.


Andrea di Pietro della Gondola, or Palladio, was born in Padua in 1508, and later apprenticed as a stonemason until he ran away to continue his studies in Vicenza. It was not until his mid-thirties that he was “discovered” by Count Gian Giorgio Trissino, who sent his protégé to Rome to study geometry, proportion, Vitruvius, and the Roman monuments. In essence Palladio (despite a background in the building craft) was educated, specifically, to be an architect.


Palladio went on to become one of the most influential architects. His work, during a career that lasted 40 years, came to represent a new direction in the fledgling profession. His success (although he was never a wealthy man) was due to the fact that his designs resonated with the social aspirations of his clients. His designs for rural villas in northern Italy combined a reinterpretation of Roman Classical tradition with new forms and layouts. By having a villa design that not only referenced the Classical but also used it as a new expressive language, Palladio was highlighting the intelligence and quality of his patrons.


Palladio’s I Quattro Libri dell’Architettura (“The Four Books of Architecture”), of 1570, set out nine rule-sets that defined the principles and regulations upon which architecture should be based. In some cases these rule-sets are based on the construction process, while others are grounded in geometry, shape, and proportion. Through this combination of rules, building upon those set out by Vitruvius, Palladio set out to create a clear and coherent “grammar” for architecture.


Inigo Jones, the first architect in England to have followed the late-Renaissance model of an education directed specifically toward architecture, became Surveyor of the King’s Works in 1613. Through the Office of Works, architects such as Jones, Christopher Wren, Robert Adam, and many more were engaged in the design and construction of many of the most prominent buildings in England during the seventeenth and eighteenth centuries.
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John Smith after Sir Godfrey Kneller, Sir Christopher Wren, 1711–13


Although there were many who were being trained specifically as architects, the tradition continued of the “gentleman architect.” Christopher Wren, for instance, as well as being an architect, was a geometer, astronomer, and member of the Royal Society.
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Sir Christopher Wren, St Paul’s Cathedral, London, UK, 1711


Although only one of a total of 53 churches designed by Wren, St Paul’s is considered to be the greatest of his achievements and still dominates London’s urban landscape.
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Inigo Jones, Queen’s House, Greenwich, London, UK, 1616


While the relationship between architect and client continued to evolve through the seventeenth and eighteenth centuries, the expression of an architectural language continued to rely upon reference to a Classical tradition.
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William Hogarth, Inigo Jones, 1757–8


The Office of Works, part of the Royal Household in England, became a hothouse for the development of architects. As one of the first places to develop a systematic program of education specifically for architects, it was to be the proving ground for Inigo Jones and for many others.


From the eighteenth century onward there was a continued growth in the importance of the professional architect, and also a continued move away from the patronage model. With the increase in prosperity, based on the growth of industrial production, the middle class was becoming more affluent, and there was a greater demand for design and building services to support the expression of this in their business and domestic environments. Architects were now in greater competition with each other; therefore, the role of the architect developed to include a more business-oriented view of practice.


Client and consultant


Our modern conception of the professional architect, although a development from as early as the fifteenth century, is largely defined by changes during the nineteenth century. From the eighteenth century, as the profession became more distinct in its scope and practices, there had been attempts to establish organizations to protect the interests of practitioners, improve their standing, and develop a coherent and formal educational canon. In France we see the Académie de l’Architecture (formed in 1671 by Jean-Baptiste Colbert) and the later atelier system within the École des Arts (1743), both of which served to formalize architects’ education. Similar developments were found in Rome.


In England, however, it remained largely a process of apprenticeship within an established office. Some joined the Society of Artists, set up in 1761, and later the Royal Academy, but architects’ membership within these societies was relatively low and had more to do with social standing than a concerted effort to formalize the profession. The Institute of British Architects was formed in 1834, for “promoting and facilitating the acquirement of the knowledge of the various arts and sciences connected therewith; it being an art esteemed and encouraged in all enlightened nations, as tending greatly to promote the domestic convenience of citizens, and the public improvement and embellishment of towns and cities ....” In the United States the American Institute of Architects (AIA) was formed in 1857 along much the same lines.
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Giovanni Battista Piranesi, Plate IX of I Carceri (“Prisons”), c.1749–60


The formalizing of the profession of architecture created opportunities for architecture to be considered in a broader context. The Classical Revival styles also opened up possibilities for considering the nature of the language of architecture, and how it might allow alternative views of Classical tradition.
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