
S'l’EPHHNSONSAM

OFTHE

BY FIONA MURPHY

DEPARTMENT OF INDUSTRIAL DESIGN

1;

GRADUATE 1990

FNC 0019992 3 nmm
fAOOS’S^'X'Z



AP
By

09
' O

t c

or
I

LUUMKI birc—

ONG CRISIS IN DUBLIN
LAND

it is 
outcry 
that

Mi

Q CD

'o^f^b

199J OS aso| jsniJ 
^!PI!nq3jueq ui|qn(J 
QNV12HI40 onand^

0 inescapable Ar 

oiSfcylin
iie fiy massive ofuce

*"< J f \ w : the heart of Georgian
V# so fear that the

<_' r * pfecerfent for
tKI ‘n ^efr'®B Square.

Sw>
—

Snennf HUb,in bank 
otiii not decided 

*! .

C^v'

rd na 
see



\ (o 3—

CONTENTS:

List of illustrations 11.
Acknowledgements 42.
Synopsis 53.

■Introduction 74.
10The modern movements5.
16A profile of Sam Stephenson6.
26The Central Bank7.
508. The Dublin Civic Offices
719. The glass buildings

The Educational Building Society
The Bord na Mona

9010. Conclusion
11. Map of central Dublin

9412. References
9713. Bibliography

i

I

i
I

11I r

I
I



1.
LIST OF ILLUSTRATIONS

Oakland Museum,Fig. 1 U.S.A.

IFig. 2 Concept rendering for Worcester Country
National Bank, U.S.A.

Fig. 3
1969 83.

Fig. 4 The Irwin Union Bank and Trust Company
building, U.S.A., 1966 72
Worcester Country National Bank, final design,Fig. 5
U.S.A.
Irwin Union Bank and Trust Company building,Fig. 6

Irwin Union Bank and Trust Company buildingFig. 7
(interior).

interior.Fig. 8 Worcester Country National Bank,
Fig. 9 The Central Bank.
Fig. 10 Map indicating The Central Bank.
Fig. 11 Concept model for Central Bank.
Fig. 12 Central Bank; roof profile.
Fig. 13 Central Bank; main building.
Fig. 14 Central Bank; canteen building.
Fig. 15 The Commercial buildings.
Fig. 16

!
L

||

II 
fl

I

llI]
jj
I

Central Bank; Plaza area.

United Nations Plaza, one and two, New York,

U.S.A., 1966 -72.



2.

Central Bank;Fig. 17 City Skyline.
Central Bank;Fig. 18 entrance staircase.

Fig. 19 Central Bank; Foyer.
Fig. 20 Central Bank; entrance doors.
Fig. 21 Central Bank; lifts.
Fig. 22 The Dublin Civic offices.
Fig. 23 The Civic offices; original concept.
Fig. 24 The Civic offices; original concept.
Fig. 25 The Civic offices; original concept.
Fig. 26 The Civic offices; model of final design.
Fig. 27 The Civic offices; view from Lord Edward.
Fig. 28 The Civic offices; view from Wood Quay.
Fig. 29 The Civic offices; interior.

!Fig. 30 interior.The Civic offices;
view from Cook Street.Fig. 31 The Civic offices; i

Fig. 32 Christchurch - uninterrupted view.
Fig. 33 The Educational Building Society.
Fig. 34 Bord Na Mona offices.

first phase.Fig. 35 The Educational Building Society;
Fig. 36 overallThe Educational Building Society;

view.
Fig. 37 interior,The Educational Building Society;

roof.
Fig. 38 The Educational Building Society; interior.

I
i

'<■ i ■ I u
A



I
3.

The Educational Building Society; interior.Fig. 39
The Educational Building Society; interior.Fig. 40
Bord Na Mona;Fig. 41 external view.
Bord Na Mona;Fig. 42 external view.
Bord Na Mona;Fig. 43 external landscaping.
Bord Na Mona;Fig. 44 internal view, foyer.
Bord Na Mona;Fig. 45 interior,foyer entrance.

interior, left lobby, foyer.Fig. 46 Bord Na Mona;
Fig. 47 Bord Na Mona; pergola.
Fig. 48 Bord Na Mona; streetscape.

■

il

sI



4.
ACKNOWLEDGEMENTS

I would like to thank the following individuals and
institutions for their help in the research and
preparation of this thesis.

Mr Paul Caffery, tutor, art historian, National College
of Art and Design.
Mr Auther Gibney, Architect.
Mr Sam Stephenson, Architect.
The Architectural Archives, Dublin.
The Architectural Library, U.C.D.

R.T.E; Dublin
The security staff of the Central Bank.
The administration staff of Dublin Corporation.
The security staff of the Educational Building Society.
The security staff of the Bord Na Mona offices.

!
I

i
■

■

3

Mr Joe Scully, librarian,



■

5.
i

SYNOPSIS

There are many decisions an architect must make when
designing a building. If he makes the right decision he

be held responsible.

they must co-ordinate the work of all architects and
maintain standards so that the environment is functional,
pleasant and acceptable to all.

This thesis will examine four buildings designed by Sam
Stephenson, the circumstances under which they were
built, and some decisions made by both the architect and

the planning authorities.

To conclude we shall present when the architect and I
planning authorities fell short of their

responsibilities in relation to these four buildings,

I

"Architecture is at once a structural, 
practical, and visual art. Without 
solidity it is dangerous; without 
usefulness, it is merely large scale 
sculpture; and without beauty, it is 
no more than utilitarian 
construction." 
(Trachtenberg and Hyman, 1986, page 
41)

should be acclaimed, if he makes the wrong one he should

So too must the planning authorities make decisions, for
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and some possible solutions to avoid such irresponsible 

actions in the future.
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lii
INTRODUCTION

I

When the eye
subjected to
multitude of epochs. The contribution which Sam I
Stephenson made to the skyline and street-scapes has
been considerable and subject to endless controversy.
What was originally a medieval city became dominated by
18th Century architecture which recently had to
accommodate the revolutionary whims of the 20th Century.
Social conditioning has a great influence on the

Thepublic's initial rejection of modern architecture.
is due to fear ofreaction of

the unknown and preference to remain static in a secure

situation.

‘iidentity or progress.

1

"Architecture and design for the 
masses must be functional in the 
sense that they must be acceptable 
to all and that their 
well-functioning is the primary 
necessity." 
Pevsner, 1968, page 9

j''

a variety of architectural idioms from a

mere replicas of previous styles would be constructed.
This would result in an era without architectural

scans the central Dublin city skyline it is

"old is good - new is bad"

But to remain static, innovation would be quenched and
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Because of the permanent and dominant nature of

obliged to undertake many responsibilities. He must
maintain respect for regional heritage, the environment,
the publics acceptance of the buildings functional and
aesthetic principles, and the cost of the development.
Architecture should never be abused by the architect for
monumental self-glorification or commercial gain.

The planning office must also assume these
responsibilities, yet co-ordinate the proposals of all
architects to conform to an overall scheme. This is not
to say they should oppress the creativity of the
architect but merely set guidelines for him. The
planners must be representative of general opinion
allowing for public participation or intervention.

i

Taking four buildings designed by Sam Stephenson, within
I hope to illustrate some irresponsiblethis thesis,

actions taken by both the architect and the Dublin
planning authorities. Some of these actions have

character and creationresulted in the rape of Dublins'

either the planning ■ i

authorities or Sam Stephenson without fully analysing
I;

1
J

judgement cannot be cast on
of buildings that are considered a public affront. Yet

architecture on the environment, the architect is
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the circumstances and intentions of both parties.
The four buildings under consideration are; The Central
Bank on Dame Street, (Chapter 3), the Dublin Civic
offices on Wood Quay, (Chapter 4), the Educational
Building Society on Westmoreland Street and the Bord Na

examine the somewhat dubious architectural device of
reflective glass curtain-walling and therefore have been
categorized together in a single chapter. (Chapter 5).

The development and ideals of some modern architectural ■f
movements will be discussed briefly, along with some

architecture in

Dublin, although not thoroughly due to the limitations
of this paper (Chapter 1). Also a brief profile of
Stephenson will be presented outlining his background,
early career and influences (Chapter 2).

F

'll

i

early and notable examples of "modern"

Mona offices on Baggot Street. The latter two also
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"THE MODERN MOVEMENTS"
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The Modern Movements:

The birth of modern architecture like the Renaissance
- hinged on the recognition of a deep historical
discontinuity. One of the great obstacles to modernism
in the nineteenth century had been the rigid insistence

architectural avant-garde severed this bond. It was
suddenly realised that the way to the future was not

lithrough the past. The past was an almostover
unbridgeable void had opened between it an the present.

The contemporary forces acting on the architect were not
in which architectureonly intellectual; the real world,

operates, had changed. The industrial machine age had
matured. Architecture was under the imperative to

the near-worship of the machine.

This adaption would have been impossible had not
architecture's new material means also undergone a

materials in the nineteenth Century such as cast iron,
wrought iron, steel and perfected engineering
techniques, along with reinforced concrete enabled the

1

"adapt" to the machine age and was inspired to do so in

J

architect to realise this "new architecture".

on continuity with the past. About 1900, however, the

process of maturation. The emergence of new building
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Modernist doctrine of the early twentieth Century had

development and spread of the movement proclaiming that

technological, mechanomorphic architecture was mankind's Isocial and moral salvation and could make men better
and "functional !!

architectural environment. Yet it is crucial to realize
that there are many modern architectures, not merely
one. Modern architecture is many sided and ever-changing
because modern life is many sided and ever-changing.
Only the explicit revival of the European past is
forbidden.

Skyscrapers had been developed (mainly in New York) in

circumstances induced Chicago, around 1885, to exploit

It is easy tomaximum openness and fenestration.
to become one of the protean

conceptions of the modern building art.

Early 20th Century architects experimented freely in a search
for a viable new architectural style. This period saw Art
Nouveau, Expressionism and high modernism. (Pevsner, 1968).

1I

I

||

"rational"

understand why it was

i

through a purer, more

great propagandistic success in promoting the

the 1850s and 60s. But material and cultural

was developed. Free from carrying any real load, the
curtain-wall could take almost any shape, allowed

the multistorey idiom. It was here that the curtain-wall
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Frank Lloyd Wright was the most futuristic of all the
Modernists, especially in his early work. Mies Van Der
Rohe, later a major figure, in 1919-21 produced a series
of projects for glass-walled skyscrapers that are
expressionist and more (Johnson, 1978). But it may be
assumed that Walter Gropuis’s Fagus factory was the

1956)

visionary ideal shared for a brief time by leading
artists and reflecting a transient convergence of
ideological, socioeconomic, and artistic tendencies.
High modern style was not unique to the Bauhaus. As it's

"international style".often used (and abused) name,
accurately indicates, it was an international European
phenomenon involving many individuals. (Gropius, 1956).

For all its professing of impersonality and
functionalism, high modernism was a style infused with
humanistic values and idealism. Even the largest works
refrain from monumentalism, although high moderism was
never simply a
utopian movement created by diverse forceful
personalities.

. f.

I

"style" in the ordinary sense but a

f

I
J

High modernism as represented by the Bauhaus was a

beginning of the modern movement in 1911. (Gropius,
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High modernism by the early 30s had been demystified,
reduced to a formalist doctrine. Late modernism that

peaked in the postwar decades and appears to have died
in the 1970s. Late modernism was led by the leaders of
high, and in one case early, modernism (Wright).
Mies Van Der Rohe’s most influential contribution during
this period was to the skyscraper, it's development was
dead since the turn of the Century but sprang to life
again. He was a firm believer in the dogma of
architectural
involves more than mere space. His Seagram building
ideally represents his skyscraper style - the most
influential modernist formula of the postwar period,

with worldwide imitations and derivatives.

(Trachtenberg, 1986)

(eg Mies VanThe buildings of the great Modern Masters
Der Rohe, Wright, Le Corbusier and Gropius) dominated
the architectural scene through the 1950s and 60s.
However it was in this period that modernism truly
became an international style that it had prematurely
proclaimed in 1932.

It became a prominent architectural mode nearly
everywhere throughout the world. The skyscraper, in i i ' H

"I

J

11
I !'1

j |

"truth" and his mastery of planning

followed was divergent, pluralistic and problematic. It
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this period, had developed relatively little, compared
with the pioneer works in the 1880s and 90s, it was
restricted to the treatment of the curtain wall. Two
aspects of Mies's skyscraper style were seized upon and
exaggerated: the sculptural weight of the fluting and

overlooked as an influence was the brutalism coming from

impersonal international style of plate-glass sheets and
shiny steel and aluminium members, the Brutalists
offered an aggressive style of rough, chunky concrete
forms. (Sharp, 1978).

Although pioneered in the 1960s, the 70s exploited the
use of opague, mirror-glass panels which will be
discussed in chapter five.

One of the first buildings in Ireland to show the
was Desmondinfluence of the

Fitzgerald's airport terminal building at Collinstown,
later came the Central Bus

in anstation by the firm Michael Scott and Partners,
important situation close to Gandon's Custom House. The
work of this firm (now Scott, Tallon, Walker) has gained
international recognition. Among their best known

I

1 II

I I I

1

Le Corbusier's late style. As an antidote to the slick

"modern movement"

the "visible" display of structure. Also, not to be

of 1943. Some ten years
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tobacco factory, Dundalk, the radio and television
buildings at Donnybrook, and the new headquarters for
the Bank of Ireland.

The pinnacle of modern architecture in Ireland was

Stephenson Gibney partnership rose to become the largest
■in the country, employing as many as 140 people.

Stephenson, during this period, adopted both the
international style and Brutalist idioms.

!

I

iii

I

buildings are the rebuilt Abbey Theatre, Carroll's

during the 1960s and 70s. It was during this period the
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CHAPTER TWO

A PROFILE OF SAM STEPHENSON

H

I

I



16.
Sam Stephenson was born into a literary background in
Dublin in 1933. His father was Dublin's chief librarian
and founder member of the Old Dublin Society.

His ambition to become an architect
age and was encouraged by a friend of the family who
acted as nanny to him. He became one of the first
students to graduate from Bolton Street College of
Technology, but because he had won the travelling
scholarship he did not sit the Diploma exams.

In the bleak economic climate of the 1950s in Ireland,
awhen both architectural work and building materials were

hard to come by,
from architectular college was as natural as waking up
in the morning. But Sam Stephenson decided to stay and,
with Arthur Gibney,
largest practice in the land.

and by 1962 they won the internationalThis was in 1960,
competition for the Electricity Supply Board head office

the milestone in the development of the practice, but

their success also brought them their first taste of
controversy.

J

i
■

I

over the next decade built up the

came from an early

emigrating as soon as one graduated

in Lower Fitzwilliam Street, Dublin. This commission was
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Yet this controversy was a very effective advertisement

for a virtually unknown practice and induced further

contracts.

1

Sam Stephenson's association with controversy became
quite renowned and is best illustrated in the Central
Bank and Dublin Civic offices projects discussed in
chapters three and four.

Sam Stephenson is very fond of the Wellington monument
in the Phoenix Park and also admires the work of Albert
Speer, but he was greatly influenced by American
architecture in the 1960s, especially by an Irish born
architect, Kevin Roche. Stephenson commuted quite
regularly to the United States and imported many of the
architectural ideas into Ireland.

The exploitation of materials such as glass, concrete
and steel was based in America in their vast
mega-structures, which obviously impressed Stephenson.
He introduced the use of granite
in modern constructions in Ireland. His ideology is
based on the international style, pioneered by Oud.
(interview, Arthur Gibney, 2 March 1990).

I

I

as a principle material
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Yet he also agrees with Kevin Roche who has little time
for expressing current architectural theories £
those who talk and write more than they draw and build",
(Stephenson, 1983, page 8). Many of Sam Stephenson's
theories can be directly traced back to Kevin Roche, for
example Roche never uses more than one material where
possible, a standard of Roche's adopted by Stephenson.

Their treatments of projects also show similarities

1) shows great influence on the intended podium from
which the Dublin Civic offices should have risen; The

windows in the original facade for the Worcester

final design for the civic offices.

Roche used reflective glass curtain walling extensively,
examples being the United Nations plaza one and twosome i

scheme (fig. 3); the Irwin Union Bank and Trust company
building (fig. 4); and the final design for the
Worcester Country National Bank (fig. 5).

very much a material of the 1980s,
even though Roche used it in the 60s. He may not

of Stephenson'snecessarily have been the source

'■

"Slot"

!!v

"used by

Reflective glass was

between the two architects. The Oakland Museum (see fig.

country National Bank (see fig. 2) may be seen in the
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United Nations Plaza One and TwoFig 3

83New York 1969
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Fig 4
The Irwin
Unin Bank and
Trust Company-fl
Building
(1966 - 72)

 Fig 5
Worcester Country
National Bank
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Educational Building Society building and the Bord Na

Mona building, both of which were completed in the

seventies.

What is evident is the resemblance between Roche’s Irwin
Union Bank and Trust company building (fig. 6) and
Stephenson's Bord Na Mona offices, both of which have an
open pergola creating an avenue along the side of a
reflective glass curtain wall.

Stephenson's affinity towards glass and steel concourse

8).

Both architects show great sensitivity in their

light is unavailable, use controlled artificial light, l
bright metallic finishes, with marble or granite and,
again, plenty of plants.

Even the method by which Roche developed a concept was
adopted by Stephenson. Roche used models. 60% of his
premises in America was allocated to a model making

full size (Unknown,
1983, pg. 27).
workshop; some of his models were

areas may be seen in many of Roche's interiors (fig. 7 &

treatment of interiors. In public areas they both use
vast amounts of glass draped in foliage, or, if natural
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6

, building
Pergola"

Fig 7
Irwin Union Bank
and Trust Company-
Building
"interior"

MS Fig
Irwin Union Bank

^.• '1: and Trust company



Fig 8 Worcester Country National Bank - interior

!

4
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Yet, even though Stephenson employed, this method, he did

keep his models on a smaller scale.

IWhat Stephenson admired most about Roche
to conceptualise and to develop a project
scale, while still meeting the functional and economical
requirements (Stephenson, 1983, page 7).

II

scale?

j

i>

▼
■

'i
I

Yet was Dublin prepared to accept projects of such a

on a giant
was the ability

I
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THE CENTRAL BANK

The Central Bank head office must be one of the most
observed and commented upon modern buildings in Ireland,
much of it related to its height and the political

Sam Stephenson's favourites i

i i
certainly was not during the building's construction.

Sam has also been noted in commenting.

The head office project would more accurately be

north by Cope Street and to the east by the Old Jury's

(To bed with Palladio, Rising with 
Lutyens, R.T.E. 1988)

J

I

"Doubting citizens of Dublin will 
see this as a significant 
building".

"the first major civic building to 
be built on a prominent site since 
the 18th century. It has helped 
Dame Street to come alive"

"It will probably be noted for 
preservation in 50 years time"

"it is" he says

described as three buildings on the one site, bounded in

This may not be unanimous among the public today, as it

football that this was made into. It remains one of

the south by Dame Street, the west by Fownes Street, the

The Irish Times, 14 Sept. 1982
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Hotel premises and the reconstructed Blooms Hotel which
fronts onto Anglesea Street (Fig. 10).

Dame Street consists of Georgian and Victorian buildings
along side hiberno romanesque and gothic revival
buildings. They all are of low height with shops at
ground level, commercial offices above these and living
quaters above these again. Yet it must be noted that
from the beginning Dublin Corporation readily agreed to
treat the Central Bank office block as a major civic
building.

The site intended (and used) for the building contained
the listed commercial buildings dating from 1796;

When it was learned that this unique environment was
under threat from the Central Bank (in September 1966)
conservationists reacted with the usual combination of
horror and dismay. Their main concern was to at least

i.

1

i ■

IF
I

"this fine classical grouping was 
the venue for meetings of the Ouzee 
Calley Society, later subsumed into 
the Dublin Chamber of Commerce, and 
it is best remembered for its paved 
courtyard, which provided a 
charming short-cut for pedestrians 
on their way to Merchants Arch and 
the Halfpenny Bridge" (McDonald, 
1985, pg 166).
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1

Central Bank LocationFig 10

iil

jr
I 1

i !
I'H

location plan
key 1. Central Bank; 2, old Parliament House: 3. Trinity Colleae, 4. Castle

I
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w
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retain the front facade of i
was made of the banks

commitment to the commercial buildings and the
blocks of cut stone individually numbered before beingwere
taken down.

The intention being to rebuild the frontage; but

This was
almost unnoticed because of the major controversy over the
height of the building. In November 1967, the bank
submitted plans for a fifteen storey skyscraper on the
site and while this was turned down by the corporation,
the planners granted permission a year later for a

thirteen storey block on the basis thatI!

the facade of the commercial building would be retained
the block would have been 176 feet high,(see Fig.11).

(more than 50 feet higher than the final building). An

Taisce
Kevin Boland.

well as being "out of scale and sympathy withas
the character
(architectural archive).

JII

i .1
■

■ij
!

"excessively obtrusive on the

appealed to the Minister for Local Government, 
In November 1969, Boland threw out the banks

: 5
I

jI

skyline"

"restore"

a breach of the planning permission but went

"the cut stone so carefully numbered 
and stored way had been junked and a 
"replica" clad in newly-quarried 
granite, was designed to replace the 
original facade" (McDonald, Frank, 
1985, pg 168-169)

of existing buildings in the area"

"Seagram - style

scheme as it would be

the building, this was agreed to 
in the final plans. A great show
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Original "Seagram" style concept forFig 11
Central Bank

1
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By the end of May 1970,
plans for a building whose
Ireland. of two
reinforced central cores supporting double cantilever
trusses from which the floors were

The permission for this building was
granted by mid August. The key feature to the permitted

were yet to be worked out.

Afterwards it was decided to rotate the commercial

i

The application was lodged on 1stto the Corporation.
March 1972 and in an incredibly hasty move, the planners
decided to grant permission just sixteen days later. If

the later
months which had passed since the earliereighteen

scheme was approved,
result, the parapet height of theworked out,

building was

structure was unique in
This building basically consisted

11

!■

; >■ ■

I

111

0

I

I

plaza area). The plans permitted in August were

"upside down"

Stephenson had submitted new

and as a

"hung" below.

increased by eight feet to 120 feet. This

some structural details had been

Fownes Street (this was done to increase the size of the

plans was that the roof was flat, structural details,

embarrassment might have been avoided. In the
the plans were subjected to detailed scrutiny, much of

redundant, so another set of revised plans was submitted

buildings through 90°, so that they would now face
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change was indicated in the

height as
the roof was still

In reality, however, the revised plans which were the
subject of successful application were already

a full three months before
the permission was granted, the corporation received
plans incorporating further revisions. Stephenson also
met with James Molloy, the manager of the planning
department and discussed the changes with him. These
radical revisions meant that the parapet height would
exceed 120 feet and the roof would be pitched.

The Corporation were, therefore, already in possession
of evidence which should have caused them at least to

they actually gave their approval in double-guick time.

Meanwhile, construction work got underway and by April
1973 the twin services cores had been constructed by

then the
the two cores were
roof superstructure

I

March 1972 application, but 
the planners regarded the additional

planning permission had already been breached, 
already nine feet too high and the

I

"flat".

h

"marginal"

was going to add a further 20 feet

and in any case,

■

redundant. On December 1971,

guery the plans submitted for approval on 1st March

1972 . Not only did they not do that but, as noted above,
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steel was used
and the introduction of the

air-conditioning system increased the load).

Drawings of the building showing the pitched roof had
also been published in the Irish Times on 22nd of
February with Sam Stephensons consent. Incredibly,
senior officials in the planning office claimed they had
not seen these drawings, even though they had more than

the
planning department was housed at the time in a building
next door to the Central Bank site. The chief planning

Charles Aliaga Kelly, was the first to noticeofficer.
thissomething amiss with the Central Bank,there was

These suspicions wereat the end of August 1973.was
confirmed in early September, yet instead of issuing a

notice immediately, the Corporation
the Bank to halt work. According tomerely

lot of people in the Corporation were

■newLutyens,
work did not halt on the site. By 23rd

I

the need to carry greater 
loads than initially envisaged (mild 
instead of high stress steel

a

" . (To Bed With Palladio, Rising With

;i

I
i i«
II•

I HI

in

a passing interest in the project. After all,

on to the building because of

I
I

playing games
R.T.E., 1988). Stephenson lodged a

"requested"
"cease and desist"

Stephenson "a

superstructure was

application, but
November the permission was refused but the roof 

already in place. The decision, which
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said the
on the

existing skyline of the city and would affect views and
vistas over a wide In addition, they said, thearea.
change in the roof profile would be
and generally out of character with the city centre
enviroment" (To Bed With Palladio, Rising With Lutyens, II:

thirteen storey building for the site a few years

earlier.

The revelation that the Central Bank was almost thirty
feet higher than it was permitted to be caused great
controversy. The Bank claimed that it only know of the

extra height

held and Stephenson submitted five alternativewas
designs ranging in height and cost :

HEIGHTTIMECOST

119 '9"194 wks£1,440,0001
108 wks£1,094,0002
118 wks674,000£3

133'1"156 wks630,000£4
94 wks220,000£5

I

::

i ■:

125’9"
134'4"

134'4"

I
■1 .

: I I

III

Id
IJ

"visually discordant

"serious obstruction"

! 
d

a few weeks previously, a public inquiry

R.T.E., 1988). Yet the corporation had permitted a

was endorsed by the city councillors, 
additional height was a
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Proposal 1 Proposal 3

n B

i

±o
ProposaL-4 Existing design

appeal and it had to go through
another planning application and another appeal before
permission was finally granted for

The height was reducedsolution on 30th January 1975.

J

trusses from
and left exposed, making for the oddest roofcopper

several(Fig 12). Completed in 1978,profile in Dublin.
the Central Bank ended up costing

than five times the originalmore£10 million
bank sued Sam Stephenson for his

jinwr.r.1

/
Proposal 5

Jj2

g
II

I

■I

1__
i

I—r

I
- II <

Proposal 2.

b

□ '5.
3

i( y 
II u

,s I
3

4

3
5

ih i

■'

marginally by omitting the proposed copper roof and 
Instead the heavy

!;

II

5

The bank did lo^se it's

taking down its steel supports.
which the building is hung were clad in

a "compromise"

years behind schedule,

estimate. The
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"The Oddest Roof Profile in DublinCentral BankFig 12
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