
Hello, for those who don't know me, I'm Timothy, an exchange student from the other side of the world in Australia.This final presentation presents itself through a video. Now this is probably going to a rather unusual way to discuss and represent architecture, but I believe that it yields a result that highlights what I find interesting about both this project and architecture as a whole. So sit back, relax and enjoy 

the film. Film Introduction: Private Bunker hidden in eastern Bohemia A man, distracting himself from house hunting, is watching television. Flicking through channels, he tries to forget about disappointing display of mansions he had seen early that day. Besides, he thought to himself, his private bunker would survive better during the nuclear cataclysm. Maybe he wouldn’t move after all. But then he moved to 

another channel, and found something that would change his mind. Advertisement Introduction: Are you a rich socialite, with more money than you know what to do with? Are you always looking for the perfect fortified bunker, but never find it. Well I invite you to come and burry your head in the sand with me, in what I hope you will call your new home. Let’s be honest the world is a chaotic place, the planet 

appears set to a slow boil, and the populous seems constantly dissatisfied with anyone and anything, not to mention that nuclear annihilation looms ever closer. Title Sequence: Now presenting An Exercise In Bliss, or how you can learn to stop worrying and ignore the bomb. Reprise: But don't not worry about your imminent demise, let's take a step back, retreat inside, stress is not good for the health. Architecture, 

that is your need, a place to withdraw, when the world is that little bit too much for your precious soul. I offer this new home as the tonic to you affliction, to calm you, sooth you, and relax you, while you sit, privileged, amongst a setting of opulence. You can now see the full extent of the building for the first time illustrated here. To help contour the otherwise rectilinear urban plan to the curved site, two drum 

shaped hubs act as nodes to help the architecture rotate five and ten degrees respectively.  The bunker-like language of the exterior architecture is a deliberate reaction to its exposed siting between highway and river; with the building asserting its visual control over the narrow strip of land. The project is divided into four main components; housing (which we will visit later), the entrance courtyards shown here, 

and two varieties of library. The first, a single storey pavilion, combines both small biblioteque and restaurant. It is a less formal affair, when compared with the rest of the architecture. Instead it is a place to retreat to, have a drink, and relax in front of the setting sun. Where as the second library desires something much grandeur. Centred around massive colonnade, these hubs act as the major point of predestine 

access to the project. The result of these manoeuvres is a highly dense project that effortlessly glides down its slopping site, creating an experience like no other. But who cares about what everyone else can see; we know what you are really interested in, your own private slice of architecture. A Great Gig in the Sky: Situated off the middle of a courtyard you can find your new abode. Protected by an arcade the opu-

lence beyond is exclusively yours, a gleaming jewel box of a home, hidden inside a fortified bunker. As we slide through the stripped classical columns, the building looms large, its extreme austerity overtly apparent. But small opulent details begin to appear, subtly hinting at the grandeur to come. The compressed entrance hall at first seams underwhelming, even cramped; but this is a mere folly, the architecture 

is playing games, waiting to reveals its secrets, and delighting in an audience that is captivated by the intrigue. And at last we have arrived, and mysteries of your new home tempt you onwards. So go forth, and discover your very own private palace of luxury. Upon taking a seat by the fireplace, and looking back at the scene that meets your eyes, one realisation must surely come; that at last you have found the 

perfect place to retreat, in your own glittering fortified bunker own the edge of a river in Prague. It is time to abandon your dreary holes in the ground, life should be about so much more that survival. Have fun, spend money, spend more money, revel in opulence, covet grandeur, abandon the dull, and embrace the thrilling, appreciate little details, whilst not forgetting about grand gestures, search for beautiful things, 

never neglect a good party, or its company, and covet great architecture, but above all enjoy life. Because in the end it doesn't matter, for if the bomb drops, there is nothing that you can do. So worrying serves little point, and besides who says you shouldn’t go out in style, a bang if you will. You can’t take any of it with you, and who wouldn’t want to face nuclear annihilation with a bottle of wine in one hand and 

a jar of caviar in the other. So recline on that plush velvet chaise longe, flute of champagne in hand, and give a toast to the grand experiment that has been humanity. You might as well enjoy the time you have left embracing this architecture of bliss; and learn to stop worrying and ignore the bomb. Hello, for those who don't know me, I'm Timothy, an exchange student from the other side of the world in Australia. 

But enough about me, to the presentation. For my seminal example of an architectural work that incorporates a linear component, I chose Joseph Paxton’s @ Crystal Palace. This precedent is nearing two-hundred years old, however I still think that its relevant to architects today, and specifically to our site at Smichov, in relation to how to divide up such a large area. So a little history to start with, the crystal 

palace was built for the first great exhibition, taking place in London in 1851, it was the largest glass structure in the world, taking over from one of Paxton’s earlier glass greenhouses. The building was located in the heart of London in Hyde Park and became a bit of an architectural phenomenon with twenty-five-thousand people visiting in its opening day, and six million in its year at this location. Zooming closer to-

wards the building, we can take a look at the site boundaries. @ At five-hundred-and-sixty-four metres long, and one-hundred-and-thirty-eight metres wide it is a gigantic structure capable of fitting four Notre-Dame Cathedrals inside its cavernous interior. @ However this volume is not without order, and it is though a linear cruciform that Paxton organises this building. Two axis carve the building into quadrants 

that transform the interior into something more manageable and comprehendible. @ When substituting a simple building outline for its column grid layout and @ overhead beams, the plans linear organisation is quite apparent, with the grand boulevards providing a relief from the complexity of the rest of the interior. @ This approach allows for the exhibition building to become a container for a menagerie of 

objects. @ Its strict structure is not dampened by the excesses of the victorian era, @ but a place where they can be categorised, organised, and exhibited; the building almost needs this intricacy of object in order to offset its almost dictatorial nature of its linear planning. @ As without any exhibit, it does lack the pomp-and circumstance of its bustling self. This empty view does offer us a change to look at 

the component that makes this linear building possible. @ Based around a structural grid, the entire project employs the same columns, beams, and windows, allowing for an immense economy of scale. @ Zooming into the smallest unit, the square is the fundamental building block of this building. @ Columns then project upwards, connected by beams, to make a prism of @ seven-point-four by seven-point-four 

by ten metres. @ This gargantuan example of mass manufacture astounds even today; completed within five months the building contains: @ 3300 bearing columns, 3300 drainage pipes, 2224 main beams, 24 miles of wooden gutters, 3,800 tons of cast iron,  700 tons of wrought iron, and 83,612 m2 of glass. This modular simplicity is what allowed for a building of this scale and magnitude, and its linear organi-

sation what allowed it to function effectively. Even though the building was tragically lost to a fire in the nineteen-thirties, building remains a prominent precedent for architects around the globe and it is not hard to see why. My name is, for those who don't know, Timothy Farrell; and I am a Erasmus student from Australia. Now I will get to my building, but first I would like to travel to the world of theory. I am 

sure that most of the people within this room are familiar with the Smichov site, and if not, here it is. Examination of the site, illustrates its provocative nature, not only because of its gargantuan scale, but also its linearity, gradient, and aspect. It is so much more that a conventional rectilinear plot, and as a result deserves an equally provocative proposal. This idea, however, clashes with contemporary architectural dis-

course. A discourse which advocates for modesty, and sensitivity; where power or control has very little place within architecture.  Let us continue on this idea of power within architecture for a moment. It has been a relatively consistent point of focus throughout my architectural education, and I have been heavily criticised as a result of it. Yet, here I am still investigating its design potential; because I firmly 

believe, when used purposefully, it has the ability to transform architecture from a science into an art. As a result of this polemical basis, the project was christened: An Exercise In Magnanimous Power Let us leave that discussion there for now, and return to Smichov, but with this new theoretical basis in mind. Through abstracting the site, we are left with a few, key points of information: the river to the west, 

the street to the east, and the site bounds. However this plot poses an interesting conundrum, how to arrange a grid across the irregular curve of the street. To start with, the site was divided up into fifteen metre slices. Then using the curve of the street as the base line, squares of fifteen-by-fifteen metres where then arrayed across the site. This produced a regular grid that conformed to the irregular site. This 

structure was then trimmed to better fit its proportions, whilst still keeping the rigid geometry in place. Now that we have a finalised grid, we can see how the site is populated. The street facing the site is not an arresting visage, this coupled with the fact that it is noisy and full of traffic resulted in one of the most monumental interventions with the project; a massive three story concrete wall, creating a hard 

barrier between the street and project, protecting the building from the context it refuses to engage with. By contrast to this acerbic wall, on the river side, the building cascades down a partially artificial slope, sliding gently into the water. These differing approaches to the relationship with context highlights what this building views as important. But where will the buildings go? Arranged around a staggered 

plan, the discrete forms flow across the project, moving up and down to allow for smaller and larger public space. Most of the project is devoted to private housing, as seen here in red. However the plots adjoining the crucifix courtyard are given over to a commercial and mixed-used typologies. As mentioned, the centre of the project is given over to public space, allowing for an open area contrasted to the 

repetition of the row houses. Moving onto pedestrian access, select punctures are made though the street wall, allowing access to the public square, and three laneways of the project. Vehicular access is limited to the edges of the project, and is restricted, once inside, to an underground car stacker.  Now that we have a greater understand of how the project is arranged, we can move into drawings with more 

resolve. This elevation, depicting a view from the river, highlights the monumental scale of the project. From this wide view, it no longer reads as a series of individual buildings, but an enormous dam wall holding back the city. In Section this dam-like character is similarly evident. The unapologetic wall along the street rises up fifteen metres, the building spilling down the other side towards the river, like a surliest con-

crete waterfall. Moving back to an elevation view, we can see the totality of the project as it moves across the site. But towards its edges, the forms taper down, integrating with the existing street level. This approach to the elevation, also gives the project a mountainous quality, and a feeling of permanence. Again here in an axonometric view the delightful monotony of forms is evident. But we can see how that mo-

notony is disrupted, in order to introduce public space. Now that we have had a reasonably in-depth view into the master planning of the project, I would like a take a closer look at an individual housing unit, as they are the most crucial component to the complex. The building heavily utilises Adolf Loos’s Raumplan, in order to create a highly intricate plan, that delights in the relationship between the viewer and 

the viewed. Split up into four interconnected levels,  The two lower floors are arranged around the progression of an evenings entertaining. and deliver a spectacularly dramatic experience. Next exists a bedroom floor. With few exterior facing windows the spaces rely on internal courtyards for the natural light. Lastly the rooftop courtyard caps off the building, and also provides access to the laneway behind. An 

Exercise in Magnanimous Power is by no means an ordinary project, it issues conventions instead opting for a self-indulgent bombastic architecture. While I am sure that many would criticise this rather dictatorial approach to design, labelling it as: too excessive, too unsympathetic, too imposing, too pretentious, too monumental, and above all too cut off. However, I would posit that this architecture is not cut off 

from the world, it is actively engaged in creating one actually worth living in. By forging an architecture that focuses on itself so entirely, it is able to give back to the city in ways that few other buildings can. As a result the public is able to forgo modesty and engage in the joys of this projects architectural theatrics and drama. It then becomes less about being monumental and grandiose, and instead concerns 

itself with creating an encompassing experience; something to be enjoyed, loved, and cherished by the public it fundamentally serves. Hence its naming adjectives: magnanimous - meaning loving and generous, and power - the capacity for influence and control. This building is fundamentally An Exercise in Magnanimous Power. My name is, for those who don't know, Timothy Farrell; and I am a Erasmus student 

from Australia. Now I will get to my building, but first I would like to travel to the world of theory. I am sure that most of the people within this room are familiar with the Smichov site, and if not, here it is. Examination of the site, illustrates its provocative nature, not only because of its gargantuan scale, but also its linearity, gradient, and aspect. It is so much more that a conventional rectilinear plot, and as a result de-

serves an equally provocative proposal. This idea, however, clashes with contemporary architectural discourse. A discourse which advocates for modesty, and sensitivity; where power or control has very little place within architecture.  Let us continue on this idea of power within architecture for a moment. It has been a relatively consistent point of focus throughout my architectural education, and I have been 

heavily criticised as a result of it. Yet, here I am still investigating its design potential; because I firmly believe, when used purposefully, it has the ability to transform architecture from a science into an art. As a result of this polemical basis, the project was christened: An Exercise In Magnanimous Power Let us leave that discussion there for now, and return to Smichov, but with this new theoretical basis in mind. 

Through abstracting the site, we are left with a few, key points of information: the river to the west, the street to the east, and the site bounds. However this site poses difficulties for any architect wanting to create an organising axis or boulevard due to its irregular, and undulating form. To start with, the site boundaries where used to inform the angles a segmented line. Broken up into five equal sections, the line sim-

plifies the site into a more pure linear form, with a ten degree angle towards the south and a five degree angle towards the north. These points of transition open up an opportunity for points of difference within the plan, and a place for the differing library program to be placed. The rest of the space is then free to be infilled with housing. The end result of this linear urban approach, is the metaphor of a string of 

pearls adorning the landscape Now that we have a better understanding of how the site is arranged, it is possible to move into more detail. The most outwardly notable detail of the site plan is the two pivot points, helping the project mediate the site boundary. Zooming towards the southern point the massive circular colonnade dominates the plan. It is because of this circular colonnade that the project angles 

the ten degree corner, utilising the many axis of symmetry within the colonnade, the two axis are able to join without conflicting with one another. The surrounding spaces are then left to take up the slack of the transition, whilst also carrying out the functions typical of a library. The result is two spaces that mediate a graceful flow of axis through the entire length of the site. Zooming back out to the whole site, 

the smaller interventions can be appreciated. Situated within the two longer straight sections, the reading rooms are place, providing respite from the repetition of the housing. The last program in the string of pearls is the two entry courtyard, providing the main points of egress for the general public, and bookending the project. To start with, the site was divided up into fifteen metre slices. Then using the curve 

of the street as the base line, squares of fifteen-by-fifteen metres where then arrayed across the site. This produced a regular grid that conformed to the irregular site. This structure was then trimmed to better fit its proportions, whilst still keeping the rigid geometry in place. Now that we have a finalised grid, we can see how the site is populated. The street facing the site is not an arresting visage, this coupled 

with the fact that it is noisy and full of traffic resulted in one of the most monumental interventions with the project; a massive three story concrete wall, creating a hard barrier between the street and project, protecting the building from the context it refuses to engage with. By contrast to this acerbic wall, on the river side, the building cascades down a partially artificial slope, sliding gently into the water. These dif-

fering approaches to the relationship with context highlights what this building views as important. But where will the buildings go? Arranged around a staggered plan, the discrete forms flow across the project, moving up and down to allow for smaller and larger public space. Most of the project is devoted to private housing, as seen here in red. However the plots adjoining the crucifix courtyard are given over 

to a commercial and mixed-used typologies. As mentioned, the centre of the project is given over to public space, allowing for an open area contrasted to the repetition of the row houses. Moving onto pedestrian access, select punctures are made though the street wall, allowing access to the public square, and three laneways of the project. Vehicular access is limited to the edges of the project, and is restricted, 

once inside, to an underground car stacker.  Now that we have a greater understand of how the project is arranged, we can move into drawings with more resolve. This elevation, depicting a view from the river, highlights the monumental scale of the project. From this wide view, it no longer reads as a series of individual buildings, but an enormous dam wall holding back the city. In Section this dam-like character 

is similarly evident. The unapologetic wall along the street rises up fifteen metres, the building spilling down the other side towards the river, like a surliest concrete waterfall.Moving back to an elevation view, we can see the totality of the project as it moves across the site. But towards its edges, the forms taper down, integrating with the existing street level. This approach to the elevation, also gives the project 

a mountainous quality, and a feeling of permanence. Again here in an axonometric view the delightful monotony of forms is evident. But we can see how that monotony is disrupted, in order to introduce public space. Now that we have had a reasonably in-depth view into the master planning of the project, I would like a take a closer look at an individual housing unit, as they are the most crucial component to 

the complex. The building heavily utilises Adolf Loos’s Raumplan, in order to create a highly intricate plan, that delights in the relationship between the viewer and the viewed. Split up into four interconnected levels,  The two lower floors are arranged around the progression of an evenings entertaining. And deliver a spectacularly dramatic experience. Next exists a bedroom floor. With few exterior facing windows 

the spaces rely on internal courtyards for the natural light. Lastly the rooftop courtyard caps off the building, and also provides access to the laneway behind. An Exercise in Magnanimous Power is by no means an ordinary project, it issues conventions instead opting for a self-indulgent bombastic architecture. While I am sure that many would criticise this rather dictatorial approach to design, labelling it as: too 

excessive, too unsympathetic, too imposing, too pretentious, too monumental, and above all too cut off. However, I would posit that this architecture is not cut off from the world, it is actively engaged in creating one actually worth living in. By forging an architecture that focuses on itself so entirely, it is able to give back to the city in ways that few other buildings can. As a result the public is able to forgo modesty 

and engage in the joys of this projects architectural theatrics and drama. It then becomes less about being monumental and grandiose, and instead concerns itself with creating an encompassing experience; something to be enjoyed, loved, and cherished by the public it fundamentally serves. Hence its naming adjectives: magnanimous - meaning loving and generous, and power - the capacity for influence and 

control. This building is fundamentally An Exercise in Magnanimous Power. Hello I'm Timothy. Now this is going to be a different presentation, in terms of how it talks about the architecture, but bare with me and I hope it will give a different incite. Are you a rich socialite, with more money than you know what to do with? Well I invite you to come and burry your head in the sand with me. Let’s be honest the 

world is a chaotic place, the planet appears set to a slow boil, and the populous seems constantly dissatisfied with anyone and anything, not to mention that nuclear annihilation looms ever closer. But don't not worry about that, let's take a step back, retreat inside, stress is not good for the health. Architecture, that is your need, a place to withdraw, when the world is that little bit too much for your precious soul. 

I offer this piece of architecture as the tonic to you affliction, to calm you, sooth you, relax you, while you sit, privileged, amongst a setting of opulence. This is an exercise in: Bliss, or how you can learn to stop worrying and ignore the bomb. Welcome to you new abode, here is a site map to guide you around our wonderful complex. Arranged around the concept of a string of pearls the architecture uses the nodes 

and points of public space, and the lines for sumptuous dwellings, like your own. The result is, as I'm sure you will agree, a fantastical urban plan, that situates itself like a Italianate hillside village on the banks of the Vltava river. Continuing with our theme of escape, let me point our our library. I'm sure you able eyes noticed these two nodes within the plan, as they are given the most prominence. A gargantuan 

circular colonnade, dominates the centre of the library. Its architectural form, and solidity eases the mind, whilst effortlessly resolving the friction between the two converging axis. Similarly the reading pavilions, gracefully break up the housing rows into equal chunks, promoting a pleasing rhythm throughout the sight. The entry courtyards round out the public space, and act as the main point of egress for the 

masses. This program necessitates a fortified approach, in order to imbue to project with a certain authority, as soon as anyone enters it. But that is enough about the public, I know you really want to see your new home. Arranged in five banks of eight houses, the dwelling are divided by a central courtyard and arcade, sliding down the landscape towards the river. The building present themselves as a blank and 

fortified edifice, something deliberately abrasive, but one that allows for the feeling of security within. With three floor and one open courtyard, the building delivers effortless entertaining, for the never ending soiree that your life will become. Though complex in section, the building revels in architectural theatrics and drama, making domestic life that little bit richer. But it is now time you to visit the building, 

drawings only do so much. The fortifying wall greets you from street level, with the dwellings looming over as a watchful sentinel. You then enter a courtyard, with arcades on either side, the sun playing off the stripped classicism. Upon ducking into the arcade, you glimpse a view of a strangers front door. Returning back to the courtyard, You find you home. Climbing the short staircase you are greeted by an 

aluminium door, and projecting box windows. Entering the building, and discarding you coat, you stroll through to the living room. Its blue velvet sofas inviting you to sit and enjoy the architecture. Walking up to the dining terrace, and looking back over the scene, you realise that, at last, you have found the place to retreat.  In your own fortified bunker, on the edge of a river in Prague. Because in the end it doesn't 

matter, for if the bomb drops, there is nothing that you can do. So recline on that plush velvet chaise longe, flute of champagne in hand, the soft glow of iodising radiation providing a perfect backdrop, and give a final toast to the grand experiment that has been humanity. You might as well enjoy the time you have left, and embrace an architecture of bliss; and learn to stop worrying and ignore the bomb. For this inves-

tigation into Peter Eisemann’s lateness, I wanted to chose a project and architect I was unfamiliar with. Thankfully one such building arose. So I now present you: A castle, Ple� nik, his alteration, and its lateness. For those who don’t know Plecnik performed a series of alterations to Prague castle between nineteen-twenty and nineteen-thirty-four; ranging from small monuments, to significant landscape changes. 

The breadth and scale of these changes can be seen in this overarching @ plan, with Plecnik’s additions highlighted in red. Though he is considered an early modernist, and was designing these renovation during a period where the most famous early modernist icons were created, his approach to planning is remarkably Grecian. When compared to Auguste Choisy’s diagram of the acropolis, we can see some 

striking similarities. Neither Plecnik or the acropolis overly concerned themselves with axiality (which is a Roman, and by extension, modernist trope), instead they are interested in perspective, views towards, and leading the eye. This is best shown through the views from the highlighted points. @ With both Plecnik and the acropolis focusing on the view from, rather than grand boulevards. Moving down in 

scale we can look at Plecnik’s placement of classical details. For one of the main entrances to the interior of Prague Castle, he employs a three story Doric arcade of interesting distorted proportions. However the element of interest is his placement of a column over a circular opening in the centre of the wall. This violates one of the fundamental rules of Classical Greek and Roman architecture, with the centre 

supposed to be left as a void for people and views to pass through; as seen the Tempietto here. Again, in the stairs joining the third courtyard and the rampart gardens, we can see another central column with abstracted classical detailing. It is hard to prescribe ignorance to this choice, as Plecnik shows a remarkable knowledge of the classical language; even going as far to have a correct hierarchy of column 

orders in the four story facade, starting with Tuscan, moving to Doric, and finishing with ionic.  However a look through Czech architectural history reveal that the motif can find its roots in an innovation of fourteenth century Czech gothic architecture. @ In the church of St. Bartholomew we can see the central column at the end of the apse, where there usually been a void in other variants of the gothic. Scaling 

down again we can see how Plecnik blends modernism with classical details. The ionic column has been around for Millenia, original created during the Hellenic era. Plecnik takes this capital, and transforms it into something recognisably ionic, but somehow timeless.  In this elevation drawing we can clearly see these altered proportions. The volutes are diminished and pushed to the edge, the abacus is dramatically 

over scaled, the column is dramatically thinned, and the echinus is dramatically emphasis. Looking at a balustrade we can see a similar approach to detailing, though this time a renaissance once. @ Plecnik abstracts the the baluster, inflating it’s belly, and removing its structure necessity. Again we can see where Plecnik was drawing from, resulting in a stylistic ambiguity. Lastly with an obelisk, we can see how 

Plecnik, modernises, abstracts, and decontextualise historical motifs. @ The obelisk is unquestionably modern, in its simplification, and de-ornamentation. However Plecnik’s decision to render the pyramid of the obelisk as a brass net. This move is unusually ornamental, and emotive for the modernist period; symbolising the pinnacle of the monument as absent.  There is a remarkable strangeness to Prague castle, 

something other-worldly. Like a futurist novel from decades past, there are elements that we can identify, but everything just seems out of place, but in a way that you can't quite put your finger on. Plecnik is definitely not a pure modernist, but neither is he a classicist. Instead he exist in a world of his own, pulling from a wide variety of new and old tropes; pulling them out of there time, transforming them, and com-

bining them to create a unique palimpsest of architectural lateness. The theatre is a building typology that has existed within the discipline of architecture for over two-and-a-half-thousand years; constantly evolving, morphing, and changing to suit the similarly fluctuating world of dramatic productions. From the foundational open-air amphitheatres of the Greeks, to the opulent opera houses of nineteenth century 

France; it is clear that immense change has always been apart of the typology of theatre. The discipline is constantly striving for the new, the bold, and the radical, never staying static in its relentless pursuit of innovation; and as we near the quarter point of the twenty-first century, it is possible to discern another typological change within the architecture of theatres.  Theatre has existed within dedicated spaces 

since its beginning in Greek and Roman style amphitheatres. Over the intervening millennia, those spaces have changed drastically, but one relatively constant through line, has been the idea of building for the explicit purpose of theatre. The theatre of Dionysus, Teatro Olimpico, The Globe Theatre, Teatro all Scala, Palais Garnier, and The Lincoln Center all differ drastically in: stage, lighting, intrusion natural elements, 

seating, supporting amenities, scale, and design; however, they are all buildings dedicated to the showing of theatre. This, however, might all be about to shift. The twenty-first century has become one of immense change, be it within architecture, or any other discipline; and the theatre has not been exempt. Slowly over the last few decade, the idea that theatres have to be explicitly designed for that purpose 

has been challenged more and more. This is not to say that the act of theatre being performed within non-theatre spaces in a new phenomenon; with it being shown anywhere and everywhere since its beginnings. But that the idea of a theatre can be divorced from an explicit typology. That what makes something a theatre is merely the fact that we bestow it that title. This new thinking represents a fundamental 

shift within this architecture, and opens up the discipline to a wide range of new possibilities and experiences. Melbourne as a city has been, as usual, absent from the vast majority of the history of theatres; with its personal western-theatre history starting in the mid-nineteenth century. However despite this late development Melbourne has a rich and expansive theatre collection, with eight late-nineteenth to 

early-twentieth century theatres in just its central business district. Built around two main periods, the eighteen-eighties and nineteen-twenties, Melbourne’s theatre scene grew out of economic prosperity and unprecedented population growth. Almost all of these theatres, from this broad period, follow the typical nineteenth century layout of proscenium arch, and stage, only really deviating in: size, and architectural 

style. As a result, while many in number, the theatres within Melbourne offer little in the way of typographical diversity. Regardless of this Melbourne has become and remained the theatre-capital of Australia, in spite of Sydney’s attempts with their eponymous opera house. Melbourne’s theatre scene, while not dating back centuries, is an expansive one, so it was only a matter of time before they too started to 

experiment with this new theatre architecture. Finally with the background of knowledge it is possible to introduce the two theatres up for comparison: The Arts Centre representing the conventional, and Federation Square representing the unconventional.  During the nineteen-sixties Melbourne again was experiencing another period of economic and population growth, partly fuelled by the post war economic 

boom. So like most previous periods of prosperity, the city decided to construct a new theatre precinct, thus the Melbourne Arts Precinct was born. The precinct was deemed to require: an art gallery, opera house, auditorium, and concert hall; in order to create new homes for the: Australian Ballet, Australian Opera, National Gallery of Victoria, and Melbourne Symphony Orchestra, with the latter two being housed 

in seperate buildings.. After much deliberation the architectural firm of Boyd, Romberg, and Grounds was chosen to design the project. Over the nearly twenty-five years it took to construct the entire precinct, many changes happened, including the death of its chief architect Roy Grounds. Despite the vast setbacks the project faced, finally, in nineteen-eighty-two the arts centre opened its brass doors to the public.  

As you might have already picked up there is a large stylistic disconnect between the opulent interiors of the building and somewhat austere exteriors; this is attributed to the fact that the architect of the entire arts precincts, Roy Grounds, passed away before any of the interiors had  been resolved, resulting in stage designer John Truscott finishing them off. The building formally is a very similar to a nineteenth 

century opera house, though submerged fifty metres under the ground. However where it does little to break with the programatic formalities of conventional theatres, Truscott’s interiors, turn everything up to eleven. The list of materials is incredible, red velvet floors and walls, polished brass and steel details everywhere, and gold leaf ceilings; it is such an opulent and grandiose environment that no one can help 

but be swept up in the fantasy of it all.  Now as we jump to the other end of the spectrum, here is Federation Square. Built in the early two-thousands by Lab Studio Architects, the project sought to introduce a city square into a the CBD. With a stage like element and screen at the lower end of the sloped site, it was likely that the architects did envisage the space to have a certain theatrical role. The large open 

space slopes down towards the open side of the square helping create a informal amphitheatre, and during summer, deck chairs are scattered around for people to to watch what ever impromptu performances appear, though most commonly it is live music, televised broadcasts, and art installations. The space doesn't work at holding large scale and complicated dramatic works; but neither should it. Instead it 

thrives best on informal, small scale, performances with a largely incidental audience. The space is incredibly transient, with performances feeling like unique and unrepeatable moments. The space is obviously less structure when compared to the arts centre, but that doesn't have to be a bad thing. The resulting relaxed and casual setting benefits its informal nature, allowing the public to stumble upon it and feel wel-

comed, within this highly unique Melbourne space.  An aside to my biases. For a rare moment of authorial intrusion into this discussion, but I will have to discuss my personal biases in order to convey my personal opinions about the two projects. I always have and probably will continue to prefer big bombastic displays of opulence, grandeur, and excess; not to say that a more modest approach doesn't have its 

place, but that I generally gravitate to something with a certain pomp and circumstance, as I view it as more exciting and stimulating approach to architecture. Now back to the projects. I do believe that Federation Square achieved what it set out to do. It created a publicly and commercially successful space that Melbournian’s, twenty years later, now treasure. It is a valuable and rare public space within the city 

of Melbourne, and its ability to hold an extraordinarily wide variety of performances should be applauded. However, for me the Arts Centre will always be the more special place for theatre. While there is a benefit in trying to expose theatre to a wider audience, with federations more egalitarian approach; there is something missing from it: the certain fantastical majesty found in the Arts Centre. The theatre is an oc-

casion, a night out, something special to be savoured, and the Arts Centre delivers on that promise, with richness and grandeur. Federation Square is a successful public performing venue, but I would hesitate to call it a great theatre space, a reservation I do not have with the Arts Centre. This leads us into the next logical question of where does this new-theatre go next? As mentioned the theatre typology is 

always evolving, like what it exhibits. In recent decades this new,  more transient, type of theatre has emerged; distinguished by its lack of stylistic hallmarks typical of theatres past. Due mostly because of the contemporary desire to reject established president, recent theatre project have trended away from formalised approaches to their design, and in some cases abandon them entirely, opting for theatre of 

non-theatre spaces. Let us get this out of the way, experimentation within the architecture of theatre is not bad, in fact it is because of people that pushed the envelope that today we have such a rich history of the performing arts. However, and this may sound curmudgeonly, the abandonment of existing functional tropes just for the sake that they are old, is a mere vapid exercise in changing the discipline. Now 

despite this little tirade, Federation Square is still a good, if not, wonderful project; but no one should be under the allusion that this new-theatre should, and could replace our existing western models. This is not to say that it, as a theatre architecture, should fade into existence. The discipline of has shown a surprising capacity to accommodate an extremely varied range of theatre designs, each suited to their 

own purpose. With this being what should happen; the theatre of non-theatre spaces being canonised into established forms of theatre, rather than replacing them outright. Federation Square, and the new-theatre by extension, has shown a great affinity for the more informal types of theatre, that just typically wouldn’t be shown in conventional designs; and I think this is where the future of that particular theatre ty-

pology lies. As I have previously mentioned, I do not believe this new theatre could, or should replace our existing model, but rather it should be canonised alongside them, as a new approach to informal theatre. Melbourne’s theatre scene is very extensive, with a huge range of venues putting on a wide range of productions every year, from grand operas and ballets, to, small jazz trios and sole-actor plays. It is a 

city that proudly illustrates the abilities of different theatres to create a rich dramatic fabric. The Arts Centre and Federation Square should, and do, exist in a happy balance within Melbourne’s vast Theatre Districts, and I think this best shows that despite their differences the two can, and should, live in harmony. Hello, for those who don’t know me, I’m Timothy, an exchange student from the other side of the world 

in Australia. But that is enough of an introduction, let’s get to the presentation. For my approach to this assignment, I wanted to select a garden that I had previously used, and had an actual connection with. So really there was only one place I could chose: the Sidney Myer Music Bowl Reserve. But where is this magnificent space, well if you travel approximately south-east sixteen-thousand kilometres, you 

should bump into the not so little island of Australia. Zooming into the southern state of Victoria, and further towards Port Philip bay, you will find Magnificent Melbourne. A vast metropolis of five million people, with the city sprawling around a skyscraper clad central business district and its surrounding gardens. Highlighted here is that largest of them all, the Domain Parklands, covering one-hundred-and-twen-

ty-three hectares, it is actually comprised of four small parks: Alexandra Gardens, Queen Victoria Gardens, The Royal Botanical Gardens, and the one we will be focusing on: Kings Domain. At sixty-two hectares it is that largest of the four, however even this is broken up into smaller segments, with the Sidney Myer Music Bowl Reserve being one of them. Sitting on an area of three hectares, the site is exclusively 

used as an outdoor music and concert venue, and blends the lines between architecture and landscape.  But how and why is it harmonious? Well first we need to take a closer look. Completed in 1959 the bowl (as it is know to Melburnians) focuses itself around the duality of structure and landscaping, with the paths, lawn, and building all influencing one another. While made to appear like a natural landscape 

the entire surrounding area has been planed, built up, dug down, and terraced (as seen in this construction photograph) in order to create a totality of design. The final product is one of effortless grace, something that looks like little was done to change the natural landscape. However this ‘natural’ look was only achievable though immense curation and design. This idea of control in design is how this garden 

becomes harmonious, but we still need to answer why. Design control without an idea, is like piloting a plane, without knowing how; it will end in disaster. Thankfully the designers of the bowl had some very good ideas. As seen in the plan, the space is intentionally designed around an axis of symmetry, that leads towards an artificial depression in the landscape, helping to create a gentle slope for the grass audito-

rium. This decline leads towards a small amount of fixed seating and stage, underneath a tensile steel cable assembly, draping itself, tent-like over the centre of the basin.  This section highlights how the structure blurs the lines between architecture and landscape, with its smooth flowing lines, mimicking that of the ground beneath it. Though rigid, the whole building appears as a temporary, and lightweight 

canopy that sits softly on the ground, its curving form acting as an extension of its surroundings.  It is though this landscape and architectural backdrop that the buildings harmony is able to be displayed. I have personally spent many hours in this space, both as an audience member and a performer, and strongly believe that it is one of the best outdoor performance areas in the world. All those little decisions 

made by the designers melt away, as the spaces intense consideration for its users, allows the bowl to just work quietly in the background, delivering spectacular performance with Melbourne’s CBD as a gorgeous sunlit backdrop. So whether it’s for a thumping electronic duo, or the yearly carols by candlelight, the bowl is a place all Melburnians love. It is such a fun, joyous, and entertaining area, all made possible 

by design control; that, since it’s beginning in nineteen-fifty-nine, has comes alive though the people and performers it contains. That is why I believe the Sidney Myer Music Bowl Reserve is truely a harmonious space. Hello, for those who don’t know me, I’m Timothy, an exchange student from Australia. Though it might seem unusual, a large part of why I wanted to come to Prague for my exchange semester 

was due to Adolf Loos’s Villa Müller. It is a building I have looked at in great detail throughout my architectural education, and am very much enthralled with. However despite all of my research into it, the surrounding landscape is something that has alluded my investigations; and this presentation is an excellent change to rectify that. So I now present you: the Villa Müller Gardens. The space is not that far from 

where we currently sit in Czech Technical University, as shown here via the red square. One-and-a-half kilometres to its north is our architecture building, highlighted in a darker red; with the building being reached by the number one and two trams, as illustrated by the line. Zooming in we can see the suburban character that comprises the surroundings of the villa, and its unusual site. With a road to the north 

and south, and a public staircase to the west, the plot is remarkably exposed, this coupled with the smallish one-thousand-two-hundred-and-seventy square metre pentagonal area, and extreme slope, makes it rather compromised. The garden design is credited to four people: the architect of the Villa: Adolf Loos; and three landscape architects: Camillo Schneider, Karl Foerster, and Hermann Mattern. Loos acted 

more as overseer, dictating the building siting, and rough concept, whereas Schneider, Foerster, and Mattern were left to resolve, amend, and detail the garden scheme.  Loos deliberately positioned the Villa in the far south-west corner so as to be as far away from the main road, and two neighbours as possible, leaving a vaguely “L” shaped, seven-hundred-and-fifteen square metre area, left to design the garden 

within. As shown in this section the the plot of the site is severely slopped, with an eleven metre gradient change between the two streets. Loos envisioned a series of terraces, as shown in this draft sketch, that would divide up the garden into a few usable plateaus, bound by retaining walls. This was realised by the landscape architects as a stunning leafy oasis, sprawling down the side of the hill.  By artificially in-

creasing the slope towards the main street, the lawn terrace could be extended along the entire width of the house, as shown here in red. The upper terrace, shown here in blue, was the point of vehicular and pedestrian access to the site and villa. With the steep slope facing the main road shown here in yellow. But why it is this site harmonious? There is an immense synergy between the house and garden; as 

they were both designed within a consistent language. The result is a house that sits very comfortably within its landscape. As shown in this photograph, the villa exhibits a very closed off and fortified facade, and similarly the extreme steepness of the garden slope and hedges, mirrors this impenetrable nature, making views into the garden from street level nearly impossible. Loos’s decision to plant Boston ivy 

along the east facade of the building, visually symbolises the link between garden and house, with the villa appearing to sprout from the ground. The links between the house and garden even went as far to match the plant and flower colours to that of the interior furnishings from which room they were visible from. For example, to complement the green marble of the interior, a dark green yew was used; and 

iris and phlox flowers were used to match the purple velvet upholstery of the living room.  These deliberate decisions, help promote a certain one-ness within the garden. There is no glaring disjunct between house and garden, instead the two engage in a fun dialogue that you as an observer take part in. However there is one other, a potentially more interesting reason that this place is harmonious, its significance 

as an accurately restored garden from the early modernist period. There are plenty of surviving villas from around this period, however, whether due to lack of proper investigation, poor restoration, care, or available information, few modernist gardens survive intact. Thankfully the Villa Müller gardens are an exception to this. Due to the original owners fastidious collection of construction documentation relating 

to their home, the city of Prague had access to all the original landscape plans, planting diagrams, and specie descriptions when the villa was restored in the late nineties.  As a result, what exists now is a very accurate illustration of how the garden looked nearly one-hundred years ago.  The Villa Müller Gardens are a fabulous place to visit, and a unique architectural gem within the world; and to digress from 

the topic at hand a little, and I would implore any lover of architecture to pay it a visit.  The villa can be seen though a guided tour, which takes place at 12:00pm Tuesday, Thursday, Saturday, and Sunday, with architecture students getting a discounted fare of one-hundred-and-thirty crowns, all of which should be booked on their website shown here. And once you have visited the Villa Müller I'm sure you will 

agree that the historical rarity of this garden combined with its synergy between house and landscape is really what makes this space so harmonious. The theatre is a building typology that has existed within the discipline of architecture for over two-and-a-half-thousand years; constantly evolving, morphing, and changing to suit the similarly fluctuating world of dramatic productions. From the foundational 

open-air amphitheatres of the Greeks, to the opulent opera houses of nineteenth century France; it is clear that immense change has always been apart of the typology of theatre. The discipline is constantly striving for the new, the bold, and the radical, never staying static in its relentless pursuit of innovation; and as we near the quarter point of the twenty-first century, it is possible to discern another typological 

change within the architecture of theatres.  Theatre has existed within dedicated spaces since its beginning in Greek and Roman style amphitheatres. Over the intervening millennia, those spaces have changed drastically, but one relatively constant through line, has been the idea of building for the explicit purpose of theatre. The theatre of Dionysus, Teatro Olimpico, The Globe Theatre, Teatro all Scala, Palais 

Garnier, and The Lincoln Center all differ drastically in: stage, lighting, intrusion natural elements, seating, supporting amenities, scale, and design; however, they are all buildings dedicated to the showing of theatre. This, however, might all be about to shift. The twenty-first century has become one of immense change, be it within architecture, or any other discipline; and the theatre has not been exempt. Slowly 

over the last few decade, the idea that theatres have to be explicitly designed for that purpose has been challenged more and more. This is not to say that the act of theatre being performed within non-theatre spaces in a new phenomenon; with it being shown anywhere and everywhere since its beginnings. But that the idea of a theatre can be divorced from an explicit typology. That what makes something a 

theatre is merely the fact that we bestow it that title. This new thinking represents a fundamental shift within this architecture, and opens up the discipline to a wide range of new possibilities and experiences. Melbourne as a city has been, as usual, absent from the vast majority of the history of theatres; with its personal western-theatre history starting in the mid-nineteenth century. However despite this late 

development Melbourne has a rich and expansive theatre collection, with eight late-nineteenth to early-twentieth century theatres in just its central business district. Built around two main periods, the eighteen-eighties and nineteen-twenties, Melbourne’s theatre scene grew out of economic prosperity and unprecedented population growth. Almost all of these theatres, from this broad period, follow the typical nine-

teenth century layout of proscenium arch, and stage, only really deviating in: size, and architectural style. As a result, while many in number, the theatres within Melbourne offer little in the way of typographical diversity. Regardless of this Melbourne has become and remained the theatre-capital of Australia, in spite of Sydney’s attempts with their eponymous opera house. Melbourne’s theatre scene, while not 

dating back centuries, is an expansive one, so it was only a matter of time before they too started to experiment with this new theatre architecture. Finally with the background of knowledge it is possible to introduce the two theatres up for comparison: The Arts Centre representing the conventional, and Federation Square representing the unconventional.  During the nineteen-sixties Melbourne again was 

experiencing another period of economic and population growth, partly fuelled by the post war economic boom. So like most previous periods of prosperity, the city decided to construct a new theatre precinct, thus the Melbourne Arts Precinct was born. The precinct was deemed to require: an art gallery, opera house, auditorium, and concert hall; in order to create new homes for the: Australian Ballet, Australian 

Opera, National Gallery of Victoria, and Melbourne Symphony Orchestra, with the latter two being housed in seperate buildings.. After much deliberation the architectural firm of Boyd, Romberg, and Grounds was chosen to design the project. Over the nearly twenty-five years it took to construct the entire precinct, many changes happened, including the death of its chief architect Roy Grounds. Despite the vast 

setbacks the project faced, finally, in nineteen-eighty-two the arts centre opened its brass doors to the public.  As you might have already picked up there is a large stylistic disconnect between the opulent interiors of the building and somewhat austere exteriors; this is attributed to the fact that the architect of the entire arts precincts, Roy Grounds, passed away before any of the interiors had  been resolved, 

resulting in stage designer John Truscott finishing them off. The building formally is a very similar to a nineteenth century opera house, though submerged fifty metres under the ground. However where it does little to break with the programatic formalities of conventional theatres, Truscott’s interiors, turn everything up to eleven. The list of materials is incredible, red velvet floors and walls, polished brass and steel de-

tails everywhere, and gold leaf ceilings; it is such an opulent and grandiose environment that no one can help but be swept up in the fantasy of it all.  Now as we jump to the other end of the spectrum, here is Federation Square. Built in the early two-thousands by Lab Studio Architects, the project sought to introduce a city square into a the CBD. With a stage like element and screen at the lower end of the sloped 

site, it was likely that the architects did envisage the space to have a certain theatrical role. The large open space slopes down towards the open side of the square helping create a informal amphitheatre, and during summer, deck chairs are scattered around for people to to watch what ever impromptu performances appear, though most commonly it is live music, televised broadcasts, and art installations. The 

space doesn't work at holding large scale and complicated dramatic works; but neither should it. Instead it thrives best on informal, small scale, performances with a largely incidental audience. The space is incredibly transient, with performances feeling like unique and unrepeatable moments. The space is obviously less structure when compared to the arts centre, but that doesn't have to be a bad thing. The 

resulting relaxed and casual setting benefits its informal nature, allowing the public to stumble upon it and feel welcomed, within this highly unique Melbourne space.  An aside to my biases. For a rare moment of authorial intrusion into this discussion, but I will have to discuss my personal biases in order to convey my personal opinions about the two projects. I always have and probably will continue to prefer 

big bombastic displays of opulence, grandeur, and excess; not to say that a more modest approach doesn't have its place, but that I generally gravitate to something with a certain pomp and circumstance, as I view it as more exciting and stimulating approach to architecture. Now back to the projects. I do believe that Federation Square achieved what it set out to do. It created a publicly and commercially successful 

space that Melbournian’s, twenty years later, now treasure. It is a valuable and rare public space within the city of Melbourne, and its ability to hold an extraordinarily wide variety of performances should be applauded. However, for me the Arts Centre will always be the more special place for theatre. While there is a benefit in trying to expose theatre to a wider audience, with federations more egalitarian 

approach; there is something missing from it: the certain fantastical majesty found in the Arts Centre. The theatre is an occasion, a night out, something special to be savoured, and the Arts Centre delivers on that promise, with richness and grandeur. Federation Square is a successful public performing venue, but I would hesitate to call it a great theatre space, a reservation I do not have with the Arts Centre. This 

leads us into the next logical question of where does this new-theatre go next? As mentioned the theatre typology is always evolving, like what it exhibits. In recent decades this new,  more transient, type of theatre has emerged; distinguished by its lack of stylistic hallmarks typical of theatres past. Due mostly because of the contemporary desire to reject established president, recent theatre project have trended 

away from formalised approaches to their design, and in some cases abandon them entirely, opting for theatre of non-theatre spaces. Let us get this out of the way, experimentation within the architecture of theatre is not bad, in fact it is because of people that pushed the envelope that today we have such a rich history of the performing arts. However, and this may sound curmudgeonly, the abandonment of 

existing functional tropes just for the sake that they are old, is a mere vapid exercise in changing the discipline. Now despite this little tirade, Federation Square is still a good, if not, wonderful project; but no one should be under the allusion that this new-theatre should, and could replace our existing western models. This is not to say that it, as a theatre architecture, should fade into existence. The discipline of 

has shown a surprising capacity to accommodate an extremely varied range of theatre designs, each suited to their own purpose. With this being what should happen; the theatre of non-theatre spaces being canonised into established forms of theatre, rather than replacing them outright. Federation Square, and the new-theatre by extension, has shown a great affinity for the more informal types of theatre, that 
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