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Embedded within each essay in Mining Autonomy is a ser ies of sti l ls 
taken from a digital "reading" of the texts by the installation-artist Ann 
Hamilton. In collaboration with the graphic designers and editors of 
Perspecta 33, Hamilton employed a thimble-sized video camera as a 
surrogate pencil to literally "read" the text on the page, In this way, 
technology helps to simultaneously approximate and question methods 
of cognating text: with the eyes and hand (or eyes in hand), reading, 
underlining and note-taking. In the context of this journal, the technique 
serves to lift the words from the page, emphasizing and refracting spe­
ci f ic passages and preserving the act of reading itself. 

Hamilton's existing body of work is strongly engaged in textual and 

architectural themes. The convergence of the two in the journal is a 

perfect medium for her participation. Further, the editorial emphasis 

on the topic of autonomy and the relationship of architecture to other 

disciplines, pushed us to seek another influence in our own work. It was 

our hope that Hamilton's work would begin to offer alternative readings 

of the journal, 
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Editors' Statement 

Perjtpecta 33: Mining Autonomy i s a co l lect ion of essays that exam ines the 

evo lv ing legacy of a rch i tec tu ra l autonomy and i ts re la t ionsh ip to archi tec­

ture 's potent ia l to ac t as a c r i t i ca l agent. A s its name impl ies . Mining Auton­

omy both d raws from the r i chness of the in te l lec tua l project of autonomy and 

perhaps does some damage to i ts suppos i t ions by fo rward ing the idea that the 

contemporary posi t ion of c r i t i ca l pract ice has sh i f ted f rom the autonomous 

center to the per iphery of the a rch i tec tu ra l d isc ip l ine . 

T h e argument for the autonomy of archi tecture - the bel ief that archi tec­

ture is a self-contained project w i th i ts own legible, meaningfu l forms - is gener­

al ly seen as an outgrowth of a larger unders tand ing of the role of autonomy in 

the arts. But whi le the autonomy of the ar t object was considered an assert ion 

aga ins t the perceived bankruptcy of mass-cu l ture, archi tectura l autonomy coin­

cided not only w i th d is t inc t ions between ex te rna l ass im i la t ion and res is tance, 

but a lso wi th its own t radi t ion of ut i l i ty and func t iona l i sm. Ironical ly, the d isc i ­

pl ine's very emphas is upon its u t i l i ta r ian nature had led to a perceived dissolu­

t ion of i ts own professional boundar ies by the late 1 9 6 0 s and ear ly 1 9 7 0 s . 

In the 1 9 7 0 s , the reemergence and redef in i t ion of the not ion of archi 

tectura l autonomy at the Ins t i tu te for A rch i tec tu re and Urban S tud ies and in 

the pages of Opposition* became a way for a rch i tec ts to def ine the i r pract ice 

aga ins t technocracy wh i le ma in ta in i ng for a rch i tec tu re a ' c r i t i ca l ' soc ia l role. 

Spec i f i ca l ly , a rch i tec ts and a rch i tec tu ra l h i s to r ians v iewed autonomy a s the 

only rema in ing posi t ion for a rch i tec ture to ga in su f f i c ien t d is tance f rom cul­

ture to res is t t he cap i ta l i s t cyc le of product ion and consumpt ion and present 

new a l te rna t ives to the s ta tus quo. In cont ras t to th i s 'post - funct iona l is t ' posi­

t ion, other a rch i tec ts at the t ime reacted st rongly aga ins t the perceived a-his-

ror ic i ty of modern a rch i tec tu re and located the autonomy of a rch i tec ture in its 

own formal h istory. 

Al though there can be no doubt that the s i tua t ion of the current decade is 

rad ica l l y d i f ferent than that of the 1 9 7 0 s (economica l ly a s wel l a s cu l tu ra l l y ) , 

many of the s a m e condi t ions of d i sc ip l i na ry uncer ta in ty rema in . New methods 

of a rch i tec tu ra l product ion (the rea l i t ies of d ig i ta l des ign, imag ing and fabr i ­

cat ion) , g rowing env i ronmenta l concerns and chang ing ideas about domest ic­

ity and urban space cont inua l ly pose new quest ions to a rch i tec ts . How has the 

conceptual f ramework 0 ! a rch i tec tu ra l autonomy cont inued to in f luence the 

product ion of a rch i tec ture? Have e x a m p l e s of contemporary c r i t i ca l work sur­

passed the use fu lness of the autonomy model? 

Far f rom abandon ing the not ion of autonomy. Mining Autonomy ma in ­

ta ins a c r i t i ca l posi t ion that sh i f t s i ts a t tent ion f rom the center of the disci ­

p l ine to i t s borders. Located at the in ter face between autonomous w i thdrawa l 

and cu l t u ra l de te rmina t ion , c r i t i ca l a rch i tec ture occupies a posi t ion on the 

per iphery where it acts as a media tor - t r ans l a t i ng knowledge from var ied 

pursu i t s into the language and convent ions of a rch i tec ture a s wel l as pass ing 

in te l l igence and specu la t ion f rom the d isc ip l i ne to the wor ld. Arch i tec tu re is 

therefore capable of m a i n t a i n i n g both i ts c r i t i ca l capac i ty whi le also engaging 

in i ts soc ia l and cu l tu ra l context . 
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H U B E R T D A M I S C H 

Trans la t i on by E R I N W I L L I A M S 

Ledoux with Kant 
This essay was originally published as the preface 

to Emi l Kaufmann's De Ledoux et Le CorbuAier: 

Origine et developpement de I'architecture autonome, 1981' 

Pub l i sh ing delays somet imes have a benef ic ia l ef fect in that they b r i ng a sem­

blance of jus t i f i ca t ion TO the exerc ise of wr i t i ng a preface - by def in i t ion a 

r i s k y under tak ing . For if the publ icat ion, as wel l a s the purchase of a book, 

a lways en ta i l s an e lement of r i s k (wh ich cannot be measured in f i nanc ia l 

te rms alone), a preface - whether it i s the wo rk of the author or of a th i rd 

party - is supposed to offer pub l isher and reader a sort of guarantee, or 

i nsu rance . T h e reverse is a lso t rue : to say that a text ca l l s for a preface is 

imp l ic i t l y to admit that it i s not enough in i tsel f , that it w i l l only have its 

effect w i th appropr iate c la r i f i ca t i on ; that the reader w i l l have no chance of 

recogn iz ing i ts impor tance un less aler ted to it in advance, not knowing how 

to read it w i thout appropr iate eyeglasses. T h i s presents the d is t inc t possib i l ­

ity of abuse, when the preface begins to take on the role of an adver t isement 

or ins t ruc t ion manua l . 

It i s d i f ferent in the case of an h is to r i ca l tex t , and when dea l ing w i th a 

republ icat ion or a new t rans la t i on . T h e French reader has discovered the work 

of E m i l K a u f m a n n in reverse, so to speak: beg inn ing wi th what appeared h is 

c rown ing ach ievement , the great book L'Architecture au Aiecle deA LumiereA 

( 1 9 5 5 ) [Architecture in the Age of ReaAon[. and on ly then becoming f am i l i a r 

w i th TroiA architects revolutionnaireA: Boullee. Ledoux, Lequeu ( 1 9 5 2 ) [Three 

Revolutionary ArchitectA: Boullee, Ledoux. Lequeu, finally a r r i v i n g at the book 

publ ished in V ienna in 1 9 3 3 . whose t i t le alone s igna l s Kau fmann ' s ent i re 

in te l lectual program: De Ledoux a Le CorbuAier: Origine et developpement de 

I'architecture autonome. T h i s i s a book that has ne i ther the fu l l ness of the two 

others, nor the i r weight of scho la rsh ip , but that con ta ins the seed of an idea 

that K a u f m a n n was to take up t i re less ly throughout h is l i fe as he deepened 

and developed al l of i ts rami f i ca t ions . It is a book wi th the appearance of a 

broadside or pamphlet , and one can sec f rom both i ts t i t le and date of publ ica­

t ion that it was topica l enough. At the moment when Naz i sm was t r iumphant 

in Mun i ch and B e r l i n , s t rongly supported by a m a s s of academic rubb ish , 

it was proof of great in te l lec tua l courage for a V iennese at tempt to demon­

s t ra te the ex i s tence of a fundamenta l con t inu i ty between so-cal led neoc lass i -



cal a rch i tec tu re and arch i tec ture al ready denounced by the to ta l i ta r ian ideol­

ogy as " in te rna t iona l . " A l l the more so in that K a u f m a n n pressed h i s insolence 

to the point of inc lud ing under the banner of two French a rch i tec ts a cer ta in 

number of G e r m a n arch i tec ts - beg inn ing wi th S c h i n k e l - that the new order 

c la imed as an integral part of i ts her i tage. (Not to ment ion the sang- f ro id w i th 

wh i ch K a u f m a n n demonst ra ted , in the face of th i s b l ackma i l and even more 

in the face of the pol i t ical hys ter ia of the avant-gardes, as he celebrated the 

asp i ra t ion to autonomy of a pract ice that was nonetheless potent ia l ly a s pro­

foundly soc ia l i zed a s that of arch i tec ture . 

T h i s book was then born of its t ime. Is th i s to say that it i s only of retro­

spect ive in terest , a s a h i s to r i ca l document? When everyone is p roc la iming the 

fa i lu re of the Modern Movement and denounc ing i ts "ob ject ive" connec t ions 

wi th a technocra t ic order that ended up by adopt ing it as i ts own, what reso­

nance can th i s th in vo lume and the thes is it a r t i cu la tes expect to f ind w i th ­

out being shored up by a large documentary appara tus? Never the less, if, as 

lo rge-Lu is Borges would have it, a preface is no more t han a form of la tera l 

c r i t i c i s m , there is no reason to necessar i l y expect that the reader should be 

warned aga ins t the book that it introduces. To a ler t the reader to the res is ­

tances that th i s read ing might el ic i t i s . on the other hand , one of the r igh ts 

genera l ly granted to one who wr i tes a preface. And s ince , in t h i s case, there is 

a preface, why would th is one not take advantage of the gap in t ime to inv i te 

the reader to f ind in it a way of seeing a l i t t le more c lear ly, s ince res is tance 

a lways ind ica tes conf l ic t and it does no good to ignore it? It is then up to us to 

ensure that th i s t rans la t ion too is born of i ts t ime, our own, caught a s we are in 

the meande r i ng w a y s of a d iscourse that has not yet broken wi th modern i ty -

for reasons t h a t t h e read ing of th i s book should help us to unrave l . For despi te 

i ts brevity, it has lost none of i ts edge. 

One could say that th is is cer ta in ly the least to be expected of such a 

book: does not i ts cent ra l t hes i s suggest that a rad ica l break in terrupted the 

course of a rch i tec tu ra l product ion in the e ra of the F rench Revo lu t ion , a break 

wh ich would form the d is tant or ig in of the Modern Movement? T h a t the work 

of Ledoux could be presented as the parad igm of th i s break a s s u m e s that 

the old and the new are brought together w i th in it in such a way that the 

rupture is only more evident. Yet it is to th i s that the most recent d iscourse 

on modern i ty i s opposed: a d iscourse that , far f rom being one of a "break." 

works on the con t ra ry to ret ie the threads, to re inscr ibe in the cont inu i ty of a 

h is to ry a pract ice f rom wh i ch for too long it had the pretent ion of f ree ing 

i tself . T h e paradox that engages us in read ing K a u f m a n n l ies in the fact that 

he h imse l f attempted to give th is phenomenon an h is to r i ca l exp lana t ion , and 

that in a s ing le s t roke he restored to the Modern Movement both a past and 

a h is tor ica l d imens ion . For to m a i n t a i n that the break f rom wh ich modern 

a rch i tec tu re in p r inc ipa l proceeds goes back to the end of the eighteenth 

cen tu ry imp l ies that t h i s a rch i tec ture does not begin w i th Le Corbus ier . but 

ra ther that behind it l ies an ent i re h istory, inc lud ing - as we w i l l see - i ts c la im 

to the tabu la r a s a . 

K a u f m a n n ' s thes is , that saw Le Corbus ier a s the t rue hei r of Ledoux and 

S c h i n k e l . was bound to scanda l i ze the champions of a showy neo-c lass ic i sm, a 

la Albert Speer, as wel l as those on the other side who felt that, af ter a l l , the pro­

le tar ia t a lso had a r ight to the "co lumn. " (Quest ion: then does the proletar iat 

have a r ight to the en tas is? Can the pro letar ian co lumn adapt i tsel f to in f la­

t ion?) Indeed, we of ten forget that the cr i t ique of funcf i ona l i sm did not or igi­

nate yesterday. Among the M a r x i s t s , a s wel l a s in F r a n k f u r t w i th Adorno. there 

were a few good minds who denounced what they regarded, as Brecht put 

it. " the las t word of bourgeois a rch i tec tu re . " ' T h e last word but not the 

f i r s t : one can imag ine tha t those who appealed to the revo lu t ionary ideal 

might have judged as unsu i tab le the proposit ion accord ing to wh ich the pro­

gram of the Sach l i chke i t would have found its fo rmula t ion in the period of 

the "Grea t Revo lu t ion" - F rench and bourgeois - of 1789 . Bu t Kau fmann 's 

demonst ra t ion was no less shock ing wi th respect to the habi tual assumpt ions 

of art h is tory. For th is book, devoted a s it seems to be to the invest igat ion 

of the sources of the Modern Movement , does not obey the law of the genre. 

If one agrees w i th h is thes is that Ledoux - as K a u f m a n n had declared from 
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1928 o n 3 - was a f igure who s ign i f ied a "pe rsona l i zes break point." in h istory, 

one has also to admi t that he is a lso an end point for any h is to r i ca l t rac ing 

back in t ime of the Modern Movement. The quest ion, t hen , would not be so 

much to sea rch for where he came from (even if it is a lways permiss ib le to sup­

port ra ther than oppose one's predecessors - a s in the case of Ledoux in rela­

t ion to Jacques-Franco is Blondel . it is s t i l l a form of owing them someth ing) , 

but ra ther to know - in Kau fmann 's te rms - where he went, and to at tempt to 

unders tand Ledoux not on the basis of h is own antecedents but on that of the 

path that he opened up. It must be noted that K a u f m a n n only descr ibed the 

beg inn ing of th i s path: a s if. once he had demonst ra ted the d i rect ion in wh ich 

Ledoux 's work pointed, and how it became exp l i c i t in the teach ing of Durand 

and Dubut, a route was would be traced tha t could no longer be mis taken . 

S u c h language is . however, not that of K a u f m a n n but of K a n t , in the 

preface to the second edit ion of Critique of Pure Reason. In th is preface Kan t 

makes reference to that other in te l lectual revolut ion t rad i t iona l ly assoc ia ted 

w i th the name of T h a l e s , and concern ing the beg inn ings of geometry, i ts 

"o r ig in : " the demonst ra t ion of the isosceles t r iang le in a s much a s it der ives 

f rom an a pr ior i cons t ruc t ion , the author of wh ich w a s named T h a l e s "or any 

other name. " 4 T h i s is the K a n t to wh ich K a u f m a n n ' s text refers f rom the 

very f i rs t page. Does th i s mean that f rom the moment that a rch i tec ture 

a f f i r m s i ts "au tonomy" it accedes to a new and super ior mode of h is tor ic i ty 

and that i t s development can be seen as para l le l , f rom the point of v iew 

of logic, to that of science;" T h a t th i s fan tasy ( i f it i s one) const i tu tes 

one of the impu lses behind an arch i tec tura l ideology that purpor ts to be 

" ra t iona l is t , " ev inced by its constant re tu rn in K a u f m a n n ' s work? Cer ta in l y 

K a u f m a n n a f f i r m s that if Ledoux 's work has va lue a s a symptom and demands 

to be interpreted as such , he did not for al l that create modern arch i tec ture 

by h imse l f : it would have been born anyway "even if he had never e x i s t e d . " ' 

But such a proposi t ion does not in the least undercut the parad igmat ic read­

ing that K a u f m a n proposed of Ledoux 's work in 1 9 3 3 . for it w a s less important 

for h im to wr i te a "page of h is to ry" than to construct a model to show clear ly, 

beyond al l decept ive sur face ef fects, the profound cont inu i ty of development 

that leads f rom Ledoux to Le Corbus ier ; a con t inu i ty wh i ch in ef fect only has 

mean ing through a s s i g n i n g it a revolution a s or ig in , p inn ing i tsel f to the name 

of Ledoux "or any other name." 

Indeed Ledoux . in h is marked preference for the most s imple and regular 

geometr ic con f igura t ions - the cube, the pyramid , the cy l inder , the sphere -

moves in th i s same d i rec t ion : a s if he had meant , in th is moment of o r ig in , 

to reconnect w i th the premier acqu is , a s Husser l wou ld say. f rom wh ich geom­

etry was born. T h i s premier acqu is held tha t due to techn ica l abi l i ty , the Greek 

succeeded in de tach ing cer ta in "pure" fo rms from the i r bodily a t tachments . 

The Greeks pushed forms to the i r point of per fect ion, accord ing to spec i f ica­

t ions su i tab le for the ins t ruc t ion of the geometr ic m ind : su r f aces ever more 

pol ished, whether Hat o r t u rned " in revo lu t ion; " edges ever more smooth , l ines 

ever more s t ra igh t or even, ang les ever more sharp , points ever more prec ise, 

and so on. 6 T h e same process of au tonomizat ion of fo rm is t rans la ted , w i rh 

respect to the e lements of arch i tec ture , by the re ject ion of al l anthropomor­

ph i sm, organic metaphors , and . in general , of imitation, beg inn ing w i th that of 

the monuments of the past. In al l th ings, one should return to the principle: if a 

co lumn, considered accord ing to its func t ion (sach l ich) , i s noth ing more than a 

post put up to support a load (Viol let- le-Duc would say noth ing less) , there is no 

sense in t r y i n g to calculate its proport ions accord ing to those of the human body, 

any more than to pretend to s t re tch it as one would a musc le : a s imple cy l inder 

w i l l do the job. 

If a rch i tec ture is no more than ihe express ion of a cons t ruc t ive logic, 

i ts reason for being should be sought in the act of bu i ld ing. I n these te rms , 

a rch i tec ture , f rom the moment i t obeyed an externa l de terminat ion , would be 

no longer autonomous but ra ther the object of empi r i ca l knowledge, techni­

ca l and exper imenta l , whatever the cont r ibu t ions of ca lcu la t ion . Never the less 

arch i tec ton ic thought, even it it asp i res to autonomy, does not operate in the 

reg is ter of speculat ive reason: i ts a i m is not knowledge in i tsel f : it has a t ask to 

accomp l i sh , a work to rea l ize , a wor ld to construct . A mat ter of p r inc ip les , it i s 

only so i nasmuch as pure prac t ica l reason is , in Kant ' s te rms, immediate ly leg­

is la t ive : it i s only autonomous to the extent that the w i l l i s conceived as inde­

pendent of emp i r i ca l cond i t ions and . consequent ly, as pure w i l l , determined 

by the sole form of the law cal led moral law. It is cer ta in that Ledoux did not 

read Kan t , but we know how much he owed to Rousseau , and how the reading 

of Contrat social IThe Social Contract! in formed h i s doctr ine of autonomy. If 

the re la t ionsh ip between Ledoux and Kant is based on any th ing , it is f rom 

the point of v iew of th is common der iva t ion. " R e t u r n to the pr inc ip le, consu l t 

nature: everywhere man is iso la ted" : the formula of L'Architecture echoes the 

problem posed by Rousseau : to d iscover a form - that of the cont ract - through 

wh i ch "each is un i ted to a l l . yet never the less obeying only h imse l f and rema in ­

ing a s free a s before." 

For a rch i tec ture then, the c la im of autonomy has . in the f i rs t place, a 

moral connotat ion. One has only to read Loos (where ornament is assoc ia ted 

wi th a form of c r ime) or Le Corbus ier (" t ruth" i s opposed to l i es , as the pur i ty 

of "wh i t ewash " is to the fa lse appearances of decor) to be persuaded of t h i s : 

the r igor and the pur i ty aspi red to by the Modern Movement were those of 

the moral law. Indeed, the re la t ionsh ip of the Ledoux creator of the Sa l i nes de 

C h a u x . to Le Corbus ier , the apost le of the wa l l " la i t de c h a u x " |wh i tewash | , is 

sa l ty enough - if I can say it - i n the regis ter of the s ign i f ie r . espec ia l ly if one 

reca l l s tha t Le Corbus ier was h imse l f born in La Chaux-de-Fonds. But if it is 

in fact necessary to th ink Ledoux with Rousseau , if not with Kan t , it i s to the 

extent that th i s other re la t ionsh ip a l lows one to understand how the reject ion 

of ru les handed down by t rad i t ion could for h i m be joined w i th the a f f i rma t i on 

of another imperat ive : uncond i t iona l , legal i ty. Baroque arch i tec ture was her-

eronomous i nasmuch as it obeyed an ex te rna l exter ior determinat ion - tha t 

of "su i tab i l i t y " \convenance\ tha t ca l led for the e lements wh ich composed a 

bu i ld ing to be combined, super imposed, and melded together in the un i ty of a 

s ing le ensemble, fo l lowing the ru les of an order ent i re ly of the facade, wh i ch 

was i tse l f an image of soc ia l h ierarchy. Accord ing to Kau fmann 's exp lanat ion , 

the new pr inc ip le of autonomy would, on the contrary, mani fes t i tsel f in the 

ega l i ta r ian sys tem of "pav i l i ons " wh i ch a s s u m e s that the e lements , for exam­

ple the d i f ferent " b l o c k s " or " u n i t e s " (of habi tat ion or o therwise) re ta in the i r 

independence, the i r f reedom, their autonomy. T h e rat ionale de te rmin ing the 

pav i l ions ' p lacement and d is t r ibu t ion , would only then appear in ful l c lar i ty 

on the level of the plan. In th i s sense the reject ion of the facade, wh i ch the 

twent ie th cen tu ry would recognize a s one of the t ra i ts of a rch i tec tura l moder­

nity, appeared from the beg inn ing of the n ineteenth cen tu ry a s the coro l lary 

of the a f f i rma t i on of a un ive rsa l and abst ract legality. T h i s legal i ty was to be 

a f f i rmed in the teach ings of Durand . t ak ing the form of a regular or thogonal 

gr id inscr ibed w i t h i n a square, wh i ch both regulated the mechan ics of the com­

posi t ion and w a s informed every ensemble , as it would cont inue to do in the 
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work of M ies v a n der Rohe: the gr id a s arch i tec ton ic w i l l and representat ion. 

T h i s double func t ion reserved for the g r id , both regu la tory and genera­

t ive, tes t i f y a poster ior i To the un i ve rsa l p re tens ions of autonomous arch i tec­

ture. I n the f i rs t place, the gr id is presented in Durand a s the m e c h a n i s m for 

a change in sca le . K a u f m a n n saw c lear l y that w i th Ledoux a rch i tec tu re had 

at ta ined a new d imens ion , that of the m a s s e s Igrand nombre l . T h e idea of 

autonomy is in fact mean ing less if not brought back to the idea of equal i ty, 

imp ly ing that a l l men have the r ight to a rch i tec tu re ( "Taste, in i ts combina 

t i ons w i th ar t . recognizes no d i f fe rence between the poor or the r i ch" ) . I n 

re tu rn a rch i tec tu re ought to be concerned w i th the needs of al l ( " I s there any­

t h i ng that the a r t i s t can d isda in? T h e baths of P lu to , the warehouse of the mer­

chan t , the barn of the fa rmer must al l ca r r y h i s impr in t . " ) 7 T h e project for an 

ideal c i ty i s t hus no longer l im i ted to a perspect ive v iew meant to produce an 

essen t ia l l y p ic turesque ef fect but ra ther mean t to respond in deta i l to a l l the 

func t i ons of a town in the m a n u f a c t u r i n g e ra : " I n [my town| I have placed every 

type of bu i ld ing required by the soc ia l order. One wi l l see impor tant l a a o i it*. 

|... | give b i r th to peoples' assemb l ies . A town wi l l r i se up to enc l rc l 

them| . . . | . For the f i rs t t ime one w i l l see the magn i f i cence of the pa la¥c^ t f l f t r ra r 

of the a lehouse on the same leve l . " 8 Indeed, Ledoux t reats the quest ion of hous­

ing in te rms that an t ic ipa te the so lu t ions of the phalanstery , the garden city, 

or the i r modern equiva lent "apar tment block wi th communa l k i t chen . " 9 Wi th­

out go ing a s t h i s far. K a u f m a n n i ns i s t s tha t one can see in Ledoux 's concerns 

the beg inn ing of a mechan iza t i on of the dwel l ing. In fact , it seems a s though 

K a u f m a n n felt c loser to Brecht than to Le C o r b u s i e r ' 0 in the sense that the idea 

of a " m a c h i n e for l i v i ng " seemed to cont rad ic t the very idea of autonomy. As 

Adorno would later say, " hous ing such a s th i s i s a s lap in the face of the nosta l ­

gia for an independent ex is tence , that anyway e x i s t s no more . " " 

But the adopt ion of the gr id has s t i l l other repercuss ions , wh i ch one 

might ca l l ep is temolog ica l . Whereas the c l ass i ca l doct r ine assoc ia ted the idea 

of un i ve rsa l a rch i tec tu re w i th that of a cha rac te r i s t i c (to the ex tent that Leib­

n i t z recognized that the c l ass i ca l orders were a model of combinat ion) , of a rep­

er to i re of s igns - s igns tha t brought w i th them the ru les of the i r combinat ion 

and connect ion - the pr inc ip le of autonomy places the accent less upon the 

e lements of a rch i tec tu re t han upon the rule that determines the i r d is t r ibu t ion 

in a g iven space - a rule to wh i ch e lements are subjected even in t he i r layout. 

Not tha t Durand meant to break wi th the pr inc ip le of combina t ion : the Precu 

d'Architecture suppl ies the prec ise nomenc la ture of the pieces of the game 

to wh i ch arch i tec ture is reduced from th is point on. B u t the game i tse l f is 

no longer so much a quest ion of syn tax a s it i s of geometry, a geometry that 

is f lat , e lementary and above al l finite. T h e Durand " s y s t e m " re t rospect ive ly 

man i f es t s the paradox of an a rch i tec tu re that wanted i tself to be al l the more 

" s p e a k i n g " Ipar lant l even a s it renounced the o rd inary means of language. As if. 

in th is case a s we l l , autonomy had to be pushed to the point where a rch i tec tu re 

no longer borrowed its de te rmina t ion f rom ar t i cu la ted language. Autonomy 

would be pushed to the point where it would impose upon the symbol ic - i ts 

a r t i cu la t i ons , i ts s t r uc tu res , i ts frameworks - a def in i t ion other t han that ca l ­

cu la ted accord ing to the procedures of d iscourse . 

It was Lou is -Ambrose Dubut who showed that the game is not af fected 

in pr inc ip le by the charac te r of the e lements at i ts d isposa l , when , In h i s Archi­

tecture Civile, he proposed to cover the same s t ruc tu re wi th e i ther a "goth ic" or 

" I t a l i a n " facade: proof, as Le Corbus ie r would say, fo l lowing Viol let- le-Duc. that 

a rch i tec tu re - more than a quest ion of s ty le ( in the s ingu la r ) - i s a quest ion 

of s ty les ( in the p lura l ) . T h e arch i tec ture of the n ineteenth century , marked a s 

it was on the su r face by the s tamp of h i s t o r i c i sm and ec lec t i c i sm, was able in 

its deepest s t ruc tu res to par t ic ipate in the cont inu i ty of a development whose 

ef fects would not be revealed unt i l the m a s k s under wh i ch arch i tec ture had 

operated un t i l that t ime were removed. F rom th i s point of v iew, the "regres­

s ion" to neo-c lass ic ism was in fact no more than a symptom of t he deter iora­

t ion of t rad i t iona l fo rms, as K a u f m a n n h imse l f noted. In l ingu is t i c te rms we 

could say that it would take a century to sh i f t f rom an ornate and "baroque" 

manner of speak ing , to a free and na tura l mode of exp ress i on . T h e sh i f t w a s 

then f rom a mode of exp ress ion tha t took i ts models f rom t rad i t ion , to a mode 

of express ion that some see as an t i -h is to r ica l , but wh i ch in fact i s ordered 

around another not ion of h is to ry t han that imposed by a h is tory of art under­

stood as h is to ry of " s t y l es " : a not ion that , arguable as it may be. demands to be 

taken into account in and of i tself . 

l i UUUI 
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has been 

conceived, w i th rare except ions (p r imary amongst wh ich one mus t c i te Toc-

quevi l le) a s a ta le of o r ig ins , the dread of beg inn ings inves t ing i tsel f prec ise ly 

in rupture, or the revo lu t ionary "b reak . " 1 2 I f the revolut ion of 1 7 8 9 became 

the o r ig ina ry f igure of soc ia l i s t h is tor iography, it is because it appeared a s 

the found ing event - the inaugura l moment of a h is to ry i tsel f revo lu t ionary -

re leased from the de te rmin ing factors that reduced h is tory before the Revolu­

t ion to a sor t of "prehis tory , " a s M a r x termed it. From the moment that it is 

seen a s the or ig in of a new epoch, a s an absolute beg inn ing, a new s tar t f rom 

zero, f rom pr inc ip le , the revolut ion becomes the ma t r i x of a t ru ly h u m a n and 

ra t iona l h istory. If it weren't for t he fact tha t Le Corbus ier had l i t t le sympa­

thy for revo lu t ions, Bo l shev i k or o therwise , and that he was more concerned 

w i th head ing them off by means of a rch i tec ture , one could unders tand how 

K a u f m a n n might have been tempted to rediscover in the myth of the " tabu la 

r a s a " someth ing of the consc iousness ready to shat ter the cont inu i ty of h is­

tory that i s , accord ing to Wal ter B e n j a m i n , proper to revo lu t ionary c lasses 

in the moment of t he i r ac t ion . Did not the " P l a n Vo is in , " wh i ch proposed the 

des t ruc t ion of the greater part of "h i s to r i c " P a r i s to make way for a few "auton­

omous" towers, depend upon the same ly r i ca l i l l us ion that prompted the revo­

lu t ionar ies of 1 7 8 9 to in t roduce a new ca lendar and the insurgents of the July 

Revolut ion to shoot out the c l o c k s ? ' 3 

B u t Ledoux? Is there not a paradox in regard ing h im as a revo lu t ionary 

archi tect and the paragon of the "b reak" when , by h i s own avowa l , he only just 

escaped the "na t iona l a x e " before we lcoming the a r r i va l of the E m p i r e wi th 

unders tandable rel ief? Here the old debate over the consequences of po l i t ica l 

and soc ia l revolut ion for the domain of the a r t s reappears. I f T ro tsky could 

not repress the idea that the F rench language owed some of i ts "po l i sh" to 

the sha rp ins t rumen t named "gui l lot ine," 1 ' 1 h i s contemporar ies , ready as they 

were to recognize the in i t ia l range of the revo lu t ionary event, were equal ly wor­

r ied on the other hand that a s i m i l a r rupture in the order of th ings and the con­

t inu i ty of t ime had remained for so long w i thout ef fect on l i terature and ar t , to 

the point that it was necessary to await the exp los ion of R o m a n t i c i s m for taste 

to at last have its own Four teenth of |u ly ( in the sense that for V ic tor Hugo 

Roman t i c i sm was "the French Revolut ion turned into l i terature") . A s far a s 

arch i tec ture is concerned, for K a u f m a n n to propose that w i th Boul lee. Ledoux , 



and Lequcu it had i ts own " invo lu t ion" (the quest ion r ema ins as to the p i . t ie 

that Soutf lot should be ass igned in th is context) , was s imp ly yo make .in 

analogy between th is revolut ion and the po l i i i i . i l revolut ion. Indeed, he later 

recognized that he was incapable of exp la in ing the change that a rch i tec ture 

underwent around 1 8 0 0 . insofar as exp lana t ions and reasons of th i s k ind 

can onlye sought in so-called "genera l " if not un ive rsa l h is tory . ' 5 For it is sure ly 

not an exp lana t ion to point to the process of the emanc ipa t ion of the masses 

as related to the pr inc ipa l of autonomy. On the contrary, we know only too 

wel l that , as far as autonomy goes, the French Revolut ion worked to the 

contrary, in the d i rect ion of an ever more accentuated cen t ra l i za t ion , whose 

benef i ts Napoleon was to reap, to the great sa t is fac t ion - must it be repeated? 

- of l.edoux h imsel f . 

Why. then, speak of " revo lu t ionary" a r c h i t e c t u r e ' T h e quest ion, if it occu­

pies us today, in the f ina l ana l ys i s , bears upon the s ta tus that should be a m ih 

uted to the very not ion of HUtory i tself, in arch i tec ture as well as the other a r ts , 

and more general ly to the work of thought - as w i th every pract ice through 

wh ich man at tempts to assu re h imsel f of the control of h i s dest iny. The his­

to r ian is f ree, accord ing to h is own point of v iew, to deny any and al l descr ip­

t ive and taxonomic re levance to the not ions of heteronomy and autonomy. , h 

In the present moment , when the history of a rch i tec ture hes i ta tes between a 

renewed form of the h is tory of s ty les and a form of ins t i tu t iona l ana l ys i s that 

ignores every th ing properly a rch i tec tu ra l , the idea of autonomy, in i ts phi lo 

soph ica l sense, takes on the va lue of a regulat ive concept. To th ink of Ledoux 

With Kan t i s to recognize that in the matter of a rch i tec ture , knowledge is not 

solely der ived f rom h is tory : Qt better sa id , in Kant 's terms. .1 knowledge that 

Mihjfctiwly presents i tself as h is tor ica l , accord ing to the way it was acqui red, 

can par t ic ipate, objectively, in one form or another of ra t ional i ty . ' From th is 

s tems the problem of theory - of theory, not of doct r ine - in i ts re la t ionsh ip 

to h is tory : does not theory have to spec i fy the object of th is h istory, and what 

de te rmina t ions belong to it alone. 

To th ink of Ledoux Uffth Kant leads one in fact to quest ion what const i ­

tu tes a rch i tec tu re a s an object not only of h is tory but a lso of thought - a 

thought that is i tsel f bound by condi t ions, one w i l l not fear to ca l l fo rmal , if 

not a pr ior i . Arch i tec tu re is const i tuted on th is pr inc ip le insofar a s it is an 

object of des i re , where the w i l l - as Kant says - f inds i ts de te rmina t ion . But 

a rch i tec ture p laces in th i s category only empi r i ca l p r inc ip les , in the same way 

that what cons t i tu tes arch i tec ture - insofar as it is a th ing lo construct - is 

subjected to cons t ra in t s that attest, even in the const ruc t ive order, to the force 

of the symbol ic . Arch i tec tu re f inds i ts de terminat ion both in what const i tu tes 

it a s an object of des i re - or of w i l l as Kant would say - wh i ch in t h i s context 

only concerns emp i r i ca l p r inc ip les , and in whatever const i tu tes 11 as .1 con 

st ructed object, an object i tsel l subjected, as every th ing in the construe l i ve 

order, to cons t ra in ts that attest to the power of the symbol ic order. Ledoux did 

not push the pr inc ipa l of autonomy to the point that Kant would have w ished , 

to the point of v iew ing dependence on na tura l law as yet another form of heter 

onomy. " In al l th ings , re turn to the pr inc ip le : " th is phrase of Ledoux 's re tu rns 

to support the idea that there are. in the held of arch i tec ture , p r inc ip les that 

are not the product of history, just as in the area of law there are norms that 

der ive f rom a law postulated as "na tura l . " It takes no more than th is - we have 

repeated it of ten enough - to s t i r up a revolut ion. But w i l l the l a d that revolu 

t ions necessar i l y f a i l , a lso be made a quest ion of p r i n c i p l e ' 
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The Ledoux Effect: 
Emil Kaufmann 
and the Claims 
of Kantian Autonomy 

/ identify ModemiArn with the intensification, alnwM 

thiA exacerbation, of thiA Aelf-critical tendency 

that began with the philoAopher Kant. BecauAe he 

waA the fir At to criticize the meanA itAelf of criticiAm, 

I conceive of Kant aA the firAt real ModemiAt. 

C L E M E N T G R E E N B E R G 1960 ' 

The idea of "a rch i tec tu ra l autonomy." the not ion that a rch i tec ture , together 

w i th the other a r ts , i s bound to an in ternal exp lorat ion and t rans fo rmat ion 

of i t s own spec i f ic language, has per iodical ly sur faced in the modern period. 

Whether as a way of c l ass i f y i ng the qua l i t ies of a rch i tec tu ra l " fo rm" as 

opposed to "sty le." or as a way nl def in ing the role of the archi tect in an ini reas 

ingly spec ia l i zed profess ional world, the asser t ion of autonomy has been .1 

le i tmoti f of modern ism, f rom the end of the n ineteenth century, if not ear l ier . 

Art h i s to r ians , beg inn ing wi th Wof f l i n and con t inu ing wi th R ieg l ; a rch i tec ts 

beg inn ing wi th Loos and con t inu ing wi th Le Corbus ier and Mies van der Kobe; 

c r i t i c s beg inn ing w i th F ry and Stokes, and con t inu ing wi th Greenberg and 

K r a u s s . al l in d i f ferent ways and wi th d i f fe r ing agendas have estab l ished then 

grounds ot debate on the relat ive autonomy of modernist aesthet ic pract ices. 

More recently, in a rch i tec ture , Ross i . Ven tu r i . and E i s e n m a n have, among 

many o thers , la id c l a i m to the autonomy of the language. 

Of al l the w r i t e r s and arch i tec ts who have contr ibuted over a cen tu ry or 

more to the debate over autonomy, the V iennese h is to r ian , F m i l K a u f m a n n , 

s tands out as a cons is tent reference point for al l subsequent d i scuss ions . 2 For 

whi le, in retrospect. Wof f l in 's development ot a formal method for Character­

iz ing a rch i tec tu ra l periods, and Riegl 's proposit ion of a h is tor ica l and cu l tu ra l 

spec i f i c i t y to the interp lay of v is ion and space could be seen as se t t ing up the 

grounds for a modernist idea of autonomy in arch i tect ure and the other a r ts . 11 

was F m i l K a u l m a n n who was the f irst to join the ana l ys i s of h is tor ica l archi tec­

ture to Kant ' s ph i losophica l posi t ion, der ived f rom Kan t , and who w a s the f i rst 

to co in the phrase "au tonnmen a rch i t ek tu r " d raw ing on Kant ' s own concept of 

"autonomy" of the w i l l . And it was K a u f m a n n who served to introduce the tw in 

ideas of autonomy and modern ism to success ive generat ions of a rch i tec ts 

and c r i t i cs , beg inn ing w i th Ph i l i p lohnson in the 1 9 4 0 s , but con t inu ing wi th 

Col in Rowe in the 1 9 5 0 s and Aldo Rossi in the 1 9 5 0 s and 6 0 s . More recent ly 

h is work was at Che center " I a h is lor ic . i l re-assessment ot autonomy and the 

avant-garde in the Uni ted Sta tes in an essay hy the h i s to r ian Deltef Mertens 

presented at a sympos ium to honor Ph i l ip l ohnson . 3 
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A N T H O N Y V I D L E R 

Y e t K m i l K a u l m . i n n ' s t h e s i s of the- d e v e l o p m e n t o l a m o d e r n i s m e m e r g ­

i n g i n t h e w o i k of C l a u d e - N i i o l a s L e c l o u x i n t h e 17705 a n d c u l m i n a t i n g i n t h e 

w o r k o f L e C o r b u s i e r i n t h e l a t e 1920s, h a s h a d m a n y d e t r a c t o r s s i n c e t h e p u b 

l i c a t i o n o f h i s p o l e m i c a l l y T i t l e d Von hedoux bi,\ La CorbuAier i n 1933. 4 S i n c e 

t h e n , t h e V i e n n e s e h i s t o r i a n ' s v i e w o f a r c h i t e c t u r a l p r o g r e s s h a s b e e n 1 a s t i -

g a i e d a s s i m p l i s t i c b y c r i t i c s l i k e F . d u a r d o P c r s u n , m d M e y e r S i h a p i r o . u s e d 

a s .1 p a t h o l o g i c a l s y m p t o m of t h e d e c a d e n c e o f m o d e r n i s m b y c o n s e r v a t i v e h i s 

t o r i a n s l i k e H a n s S e d l m a y r . a n d d e e m e d a t r a v e s t y o f h i s t o r i c a l s c h o l a r s h i p 

b y r e s e a r c h e r s f r o m M i c h e l G a l l e t to K o h i n M i d d l c t o n . 5 C a s t i g a t e d a s h a v i n g 

" s u f f e r e d f r o m a n e x c e s s o f g e n e r a l i z a t i o n . " b l a m e d f o r h i s " o b s e s s i v e s e a r c h 

f o r u n d e r l y i n g p r i n c i p l e s I . . . I p u r s u e d to a n e x t r e m e d e g r e e . " a n d " u n d e r 

m i n e d " i n D a v i d W a t k i n ' s w o r d s b y a h o s t o f r e s e a r c h e r s f o l l o w i n g t h e l e a d 

of W o l f g a n g H e r r m a n n ' s d e b u n k i n g of t h e t r a d i t i o n a l l . e d o u x c h r o n o l o g y i n 

19(10. K a u f m a n n i s n o w l a r g e l y f o r g o t t e n . 6 I n d e e d , h e i s p e r h a p s t h e o n l y 

i m p o r t a n t h i s t o r i a n a s s o c i a t e d w i t h t h e s o - c a l l e d V i e n n a S c h o o l o f t h e 1920s 

w h o s e w o r k h a s no t b e e n c o m p r e h e n s i v e l y r e - a s s e s s e d f o r i t s s c h o l a r l y a n d 

m e t h o d o l o g i c a l q u a l i t i e s i n t h e l a s t d e c a d e . H a n s S e d l m a y r a n d O t t o P a c h t . 

e v e n G u i d o K a s c h m t z v o n W e i n b e r g a n d F r i t z N o v o t n y . h a v e b e e n t r a n s l a t e d 

a n d t h e i r w o r k a n a l y z e d i n i t s h i s t o r i o g r a p h i c . i l a n d t h e o r e t i c a l c o n t e x t . Y e t . 

i n C h r i s t o p h e r W o o d ' s r e c e n t a n d i m p o r t a n t i n t r o d u c t o r y s t u d y to h i s Vienna 

School Reader. K a u f m a n n i s r e l e g a t e d to a f o o t n o t e . ' ' 

H i s w o r k h a s n o t a l w a y s b e e n d e n i g r a t e d h o w e v e r . P u b l i s h i n g s i g n i f i ­

c a n t c o n t r i b u t i o n s to t h e h i s t o r y o f F r e n c h e i g h t e e n t h c e n t u r y a r c h i t e c t u r e 

t h r o u g h o u t t h e 1920s, r e - d e f i n i n g t r a d i t i o n a l " c l a s s i c i s m " w i t h t h e i n t r o d u c 

t i o n o f t h e i d e a o f " n e o - c l a s s i c i s m . " K a u f m a n n , i n t h e s e c o n d v o l u m e o f H a n s 

S e d l m a y r a n d O t t o P a c h t ' s f l a g s h i p | o u r n a l o l V i e n n e s e " s t r u k t u r a n a l y s e . " 

p u b l i s h e d t h e f i r s t m a j o r a s s e s s m e n t o f t h e a r c h i t e c t u r e o f C l a u d e N i c o l a s 

l . e d o u x - o n e to w h i c h M e y e r S c h a p i r o . d e s p i t e h i s m e a s u r e d s i x i a l c r i t i q u e 

o l l i s F o r m a l a p p r o a c h , d e d i c a t e d a l a r g e p o r t i o n o l h i s 1936 r e v i e w of t h e 

Vienna S c h o o l ' s m e t h o d s . I n h i s n o t e s f o r t h e u n f i n i s h e d Pu.\Aat)en Werk 

W a l t e r B e n | a m i n c i t e d l i b e r a l l y f r o m K a u f m a n n ' s b r i e f , b u r t r e n i h a n t . t r e a t 

m e n t o f L e d o u x ' s l i f e a n d w o r k , Van Ledoux hu Le CorbuJ>ier-the f i r s t c o m p r e ­

h e n s i v e m o n o g r a p h i c a l t r e a t m e n t o f t h e F r e n c h a r c h i t e c t b y a n y a r c h i t e c t u r a l 

h i s t o r i a n . " S u b s e q u e n t l y K a u f m a n n ' s d i s c o v e r i e s h a v e i n s p i r e d g e n e r a t i o n s 

o f s c h o l a r s to w o r k i n t h e a r c h i t e c t u r e o f t h e r e v o l u t i o n a r y p e r i o d , w h e t h e r 

o r n o t t h e y a g r e e w i t h K a u f m a n n t h a i s o m e t h i n g " r e v o l u t i o n a r y " w a s to b e 

d e t e c t e d i n t h e p r e - r e v o l u t i o n a r y a n d m o n a r c h i c . i l L e d o u x . H i s w o r k h a s p o s e d 

q u e s t i o n s to t h e h i s t o r i o g r a p h i c a l t r e a t m e n t o f t h e " o r i g i n s " o f m o d e r n i s m , 

a n d b y i m p l i c a t i o n to t h e e n t i r e c o n s t r u c t i o n o f h i s t o r i c i s t h i s t o r y f r o m N i k o -

l a u s P e v s n e r to S i g t r i e d G i e d i o n . If i n t e r r o g a t e d t h e n a t u r e o f a b s t r a c t i o n i n 

r e l a t i o n to t h e g e o m e t r i c a l f o r m s e m p l o y e d b y t h e E n l i g h t e n m e n t a n d t h e m o d 

e r n i s t a v a n t - g a r d e s , a n d t h e r e b y c h a l l e n g e d t h e p r e m i s e s o f a n a c h r o n i s m i n 

h i s t o r y a n d c r i t i c i s m . I t o p e n e d u p t h e i m b r i c a t e d p r o b l e m s o f f o r m a n d poli­
tics, a r c h i t e c t u r e a n d s o c i e t y , i n a w a y t h a t d i r e c t l y c h a l l e n g e d t h e c u l t u r a l i d e ­

o l o g y o f N a t i o n a l S o c i a l i s m i n t h e 1930s. H i s s o b r i q u e t " r e v o l u t i o n a r y a r c h i ­

tect." i n h i s b o o k Three Revolutionary Architect*, p u b l i s h e d i n 1952 a s a p p l i e d 

to t h e t r i o of a r c h i t e c t s L e d o u x . B o u l l e e . a n d l . e q u e u , a t r i o h e h a d l a r g e l y d i s ­

c o v e r e d a n d , s o to s p e a k , " i n v e n t e d . " w h i l e m u i h m i s u n d e r s t o o d , n e v e r t h e l e s s 

s u c c e e d e d i n g a i n i n g t h e m t h e a t t e n t i o n o f s e r i o u s s c h o l a r s . 9 H i s p o s t h u m o u s 

b o o k Architecture in the Age of Rea.\on w a s . o n i t s p u b l i c a t i o n , c o n s i d e r e d t h e 

l a s t w o r d o n e i g h l e e n l h c e n t u r y E u r o p e a n a r c h i t e c t u r e . 1 0 F i n a l l y . K a u f m a n n ' s 

w o r k s e t a l l t h e s e q u e s t i o n s w i t h i n a p h i l o s o p h i c a l f r a m e w o r k t h a t h a s n o t 

( e . i s e d to i n f o r m c r i t i c a l t h e o r y : t h a t p r o v i d e d b y K a n t i n h i s i n s i s t e n c e o n t h e 

" a u t o n o m y " o l t h e w i l l a s a f u n d a m e n t a l p r e m i s e o f b o u r g e o i s f r e e d o m . T h e 

l i n k e s t a b l i s h e d b y K a u f m a n n b e t w e e n l . e d o u x a n d K a n t , a s H u b e r t D a m i s c h 

h a s noted i n t h e c s s . i v t r a n s l a t e d i n t h i s v o l u m e , i s o n e t h a t , w h e t h e r o r n o t it i s 

h i s t o r i c a l l y " v e r i f i a b l e . " r e m a i n s c h a l l e n g i n g to a l l i n t e r r o g a t i o n s o f t h e n a t u r e 

o l a r c h i t e c t u r a l l a n g u a g e a n d o f t h e p l a c e o f t h e d i s c i p l i n e i n m o d e r n s o c i e t y . 

B e y o n d t h i s . K a u f m a n n ' s w o r k , u n l i k e t h a t o f m a n y h i s t o r i a n s , h a s h a d 

a d i r e c t i n f l u e n c e o n a r c h i t e c t u r a l p r a c t i c e , a n d e s p e c i a l l y i n t h e w a y t h a t 

t h e m o d e r n i s m of t h e 1920s a n d 1930s w a s r e c e i v e d , i n t h e f i r s t i n s t a n c e , i n 

t h e U n i t e d S t a t e s i m m e d i a t e l y a f t e r t h e W a r . E m i g r a t i n g t o t h e u s i n 1941. 
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K a u f m a n n w a s t a k e n u p b y P h i l i p ( o h n s o n , w h o s e G l a s s H o u s e of 1949 w a s . 

a c c o r d i n g to t h e a r c h i t e c t , d e e p l y i n d e b t e d to a r e a d i n g or Von Ledoux his Le 

CorbtiAier." L a t e r . K a u f m a n n ' s w r i t i n g s , a n d e s p e c i a l l y h i s Architecture in the 

Age of ReaAon. p o s t h u m o u s l y p u b l i s h e d i n 1955, w e r e , w h e n t r a n s l a t e d , s t r o n g 

i n f l u e n c e s o n t h e t h e o r i e s or a r c h i t e c t u r a l " a u t o n o m y " c h a r a c t e r i s t i c of t h e N e o -

K a t i o n a l i s t s c h o o l i n I t a l y a l t e r 1971. a n d e s p e c i a l l y o n t h e T h e o r y a n d d e s i g n 

n f A i d e R o s s i , w h o r e v i e w e d h i s h o o k s i n d e t a i l . 1 ' M o r e r e c e n t l y . K a u f m a n n h a s 

b e e n r e - i n t e r p r e t e d a s a t h e o r i s t o f a n a r c h i t e c t u r a l " a u t o n o m y " b a s e d o n l i n ­

g u i s t i c a n d d i s c i p l i n a r y c o d e s , a s p r o p o s e d b y P e t e r E i s e n m a n a n d o t h e r s . " 

R e a d t o d a y i n t h e c o n t e x t o f t h e d e t a i l e d m o n o g r a p h i c r e s e a r c h t h a t 

w a s to h a v e m o d i f i e d h i s o n c e s e e m i n g l y o v e i s i m p l i f i e d c o n c l u s i o n s , d e s p i t e 

t h e u n e a r t h i n g o l o t h e r a r c h i t e c t s to t h e f o r e to c o u n t e r b a l a n c e t h e i m a g e 

o f t h e " t h r e e r e v o l u t i o n a r i e s . " a n d t h e c o n t e x t u a l i z a t i o n o f t h e i r w o r k i n t h e 

l i g h t of n e w h i s t o r i c a l i n t e r p r e t a t i o n s o f " e n l i g h t e n m e n t " a n d " r e v o l u t i o n . " 

K a u f m a n n ' s a n a l y s e s c a n b e s e e n to r e g a i n m u c h of t h e i r o r i g i n a l f o r c e , a s 

s e e k i n g t o r i s e a b o v e s t y l i s t i c d i f f e r e n c e s a n d h i o g r a p h i c a l d e t a i l s , to g r a s p 

t h e p h e n o m e n o n o f a n " a r c h i t e c t u r a l e n l i g h t e n m e n t " i n a l l i t s d i m e n s i o n s , 

i n t e l l e c t u a l a n d f o r m a l . A t t h e v e r y l e a s t , h i s t h e s e s b e a r r e e x a m i n a t i o n a s 

r e p r e s e n t i n g a c r i t i c a l s t a g e i n t h e d e v e l o p m e n t o f t h e d i s c i p l i n e o f a r c h i t e c ­

t u r a l h i s t o r y - a s i m p o r t a n t i n t h e i r o w n w a y a s t h o s e o f R i e g l . F r a n k l . a n d 

G i e d i o n - at t h e s a m e r i m e a s t h e y c h a l l e n g e q u e s t i o n s to o u r c o n t e m p o r a r y 

c o n c e p t i o n s o f a r c h i t e c t u r a l f o r m a n d o u r p r e c o n c e p t i o n s o f i t s p o l i t i c a l a n d 

s o c i a l s i g n i f i c a n c e . I n r e t r o s p e c t , a s I s h a l l a r g u e , h i s a n a l y t i c a l a n d h i s t o r i c a l 

a p p r o a c h , m o r e s u b t l e a n d r e s i l i e n t t h a n c r i t i c s h a v e u n d e r s t o o d , a c t s a s a f u n ­

d a m e n t a l c r i t i q u e o f t h e v e r y " s c h o o l " w i t h w h i c h h e h a s b e e n a s s o c i a t e d , t h e 

V i e n n a S c h o o l , w h i l e it r e s o n a t e s w i t h c o n t e m p o r a r y a t t e m p t s to s e e " m o d e r n ­

i s m " n o l o n g e r a s a b r i e f ( a n d f a i l e d ) a v a n t - g a r d e e x p e r i m e n t i n t h e 1920s, b u t 

a s a l o n g p r o c e s s of p o l i t i c a l a n d a e s t h e t i c s t r u g g l e , w i t h i n t e l l e c t u a l r o o t s i n 

E n l i g h t e n m e n t a n d K a n t i a n p h i l o s o p h y . 

F R O M N E O C L A S S I C I S M T O A U T O N O M Y 

E m i l K a u f m a n n w a s b o r n o n M a r c h 28. 1891 i n V i e n n a ; h e s t u d i e d f i r s t a t 

I n n s b r u c k a n d t h e n V i e n n a w i t h t h e R e n a i s s a n c e s p e c i a l i s t M a n s S e m p e r , 

w i t h t h e B y z a n t i n i s t a r c h i t e c t u r a l h i s t o r i a n l o s e p h S t r z y g o w s k i . t h e c l a s s i 

c a J a r c h e o l o g i s t E m a n u e l L o e w y (1847-19^8) . a n d t h e h i s t o r i a n L u d w i g v o n 

P a s t o r ( iK i - ,4 -1928) . H e w a s e s p e c i a l l y d r a w n to t h e t e a c h i n g o f M a x D v o r a k , 

h o w e v e r , w i t h w h o m h e f o r m e d a c l o s e f r i e n d s h i p . H e w a s a w a r d e d h i s d o c t o r ­

a t e i n V i e n n a i n 1920 a n d w e n t o n to f o r g e a n e n t i r e h e l d b y h i s " r e d i s c o v e r y " 

o f t h r e e g e n e r a t i o n s o f F r e n c h a r c h i t e c t u r a l t h e o r i s t s a n d d e s i g n e r s f r o m t h e 

1750s to t h e 1820s. a f i e l d t h a t h e t h e n e x p a n d e d i n t o t h e g e n e r a l e x a m i n a t i o n o f 

" a r c h i t e c t u r e i n t h e r i g e o f r e a s o n " i n E u r o p e . A s S c h a p i r o n o t e d i n h i s b r i e f o h i t u -

a r y i n 1953. K a u f m a n n w a s u n a b l e to o b t a i n a r e g u l a r a c a d e m i c p o s t ( n o d o u b t a 

r e s u l t o f r a m p a n t a n t i - s e m i l i s m ) a n d w a s o b l i g e d t o w o r k i n a h a n k t o r m u c h o l 

h i s e a r l y c a r e e r . 

H i s f i r s t m a j o r a r t i c l e , w r i t t e n i n 1920 a n d p u b l i s h e d i n t h e Reperto 

rtumfur KuiLAtwiAAenAchaft i n 1924. ( i n t e r e s t i n g l y e n o u g h , s i d e b y s i d e w i t h 

a n o t h e r g r o u n d - b r e a k i n g a r c h i t e c t u r a l s t u d y b y P a u l Z u c k e r . " D e i B e g r i f f d e r 

z e i t i n d e r a r c h i t e k t u r " ) o u t l i n e d t h e b a s e s f o r h i s s t u d y o f l a t e e i g h t e e n t h c e n ­

t u r y a r c h i t e c t u r e , b y d i v i d i n g a p e r i o d g e n e n c a l l y k n o w n a s " C l a s s i c . " a l b e i t 

i n a l a t e m o m e n t , i n t o t w o . A s e x p l i c a t e d b y G e o r g e s T e y s s o t . K a u f m a n n ' s 

e s s a y . " T h e A r c h i t e c t u r a l T h e o r y o f F r e n c h C l a s s i c i s m a n d N e o c l a s s i c i s m . " 

| " D i e A r c h i t e c t k t u r t h e o i ie d e r F r a n z o s i s i h e n K l a s s i k u n d d e r K a l s s i z i s m u s " | 

e s t a b l i s h e d k l a s s i z i s m u s a s a p e r i o d w i t h a f o r m a l e x p r e s s i o n , o r r a t h e r s t r u c ­

t u r e , o f i t s o w n . ' 4 H e r e . K a u f m a n n w a s u n d e r l i n i n g w h a t h e s a w a s t h e d i s t i n c t 

d i f f e r e n c e b e t w e e n F r e n c h d e v e l o p m e n t s a n d t h o s e i n o t h e r " B a r o q u e " c o u n ­

t r i e s . B e t w e e n C l a s s i c i s m i n t h e m i d - s e v e n t e e n t h c e n t u r y a n d N e o c l a s s i c i s m 

a l t e r 1750. t h e r e w e r e , Dor K a u f m a n n , c e r t a i n c o n t i n u i t i e s o l " c l a r i t y a n d t r u t h " 

b u t s h a r p d i f f e r e n c e s i n c o m p o s i t i o n , w h i c h s e e m e d to h i m to m o v e f r o m a 

p r i n c i p l e o f " m e a n i n g f u l h a r m o n y " i n h e r e n t i n t h e w o r k i t s e l f t o w a r d a p r i n c i ­

p l e o l e x p r e s s i o n o r c o m m u n i c a t i o n p r o v o k i n g s e n s a t i o n s b e y o n d t h e w o r k . ' 5 

I n a n " h i s t o r i c a l " c o n f i r m a t i o n o f N i e t z c h e ' s 1878 a s s e r t i o n t h a t " S t o n e i s 

m o r e s t o n e t h a n b e f o r e , " K a u f m a n n a r t i c u l a t e d l i s s h i f t , a s o n e t h a t l i n a l l y 

r e l i n q u i s h e d t h e n a t u r a l v a l u e s o f p h y s i c a l m a t e r i a l s ( " t h e d e m a n d t h a t t h e 

m a t e r i a l be g r a n t e d i t s o w n p h y s i c a l p r o p e r t i e s a n d l i f e " ) i n o r d e r to p r i v i l e g e 

i d e a s a l o n e . 1 6 

For it INeoclaAAiciAml the material u dead. Form haA no other function than 

to he the hearer of ideuA. the mediator ofinoodit, to uroitAc emotioiti which are 

dutinct from the AenAuouA materiul and which the material HAelfdoeA not con 

tain. The Aymhol of NeoclaAAiciAin iA the non AenAiial Atone, the Atone inhuh 

ited b y qeniuA,'' 

K a u f m a n n h e r e e s t a b l i s h e d I w o c l e a r p o i n t s o f r e f e r e n c e f o r h i s a n a l y s i s 

o l t h e p e r i o d 1750 to 1800: w h a t h e w o u l d c a l l l a t e r " t h e u n i v e r s a l a n i m i s m of 

t h e b a r o q u e . " w h e r e i n a n i m a t e m a t e r i a l t o o k o n o r g a n i c f o r m s , a n d i t s a n t i t h ­

e s i s , p o s t R e v o l u t i o n a r y f o r m , w h e r e t h e m a t e r i a l i t s e l f h a s i t s o w n l a w s : " F o r 

a r c h i t e c t u r e a f t e r t h e R e v o l u t i o n . " h e w r o t e , " t h e s t o n e i s a g a i n s t o n e . " | " B a u 

k u n s t 1st d e r S t e i n w e i d e r S t e i n " | ' f l 

I n s e t t i n g u p i n t h i s w a y C l a s s i c i s m , o n t h e o n e h a n d , a n d N e o c l a s s i ­

c i s m , o n t h e o t h e r , a s t h e c o n c e p t u a l b e g i n n i n g a n d e n d p o i n t s o f h i s r e s e a r c h , 

K a u f m a n n h a s i d e n t i f i e d t h e p e r i o d 1750 to 1800 a s a s i t e o f t r a n s i t i o n f r o m 

o n e to t h e o t h e r ; b u t m o r e i m p o r t a n t l y a s a s i t e o f s t r u g g l e w h e r e t h e t w o 

t e n d e n c i e s a n d t h e i r c o m p o s i t i o n a l a n d p h i l o s o p h i c a l c o r o l l a r i e s a r e i n t e r 

n a l l y a n d o f t e n i n c o n s i s t e n t l y m a n i f e s t e d a s a r c h i t e c t s p r e s s t h e c l a s s i c a l I a n 

g u a g e o f a r c h i t e c t u r e to i t s l i m i t s i n t h e s e a i t h f o r a m e a n s to e x p r e s s E n l i g h t 

e n m e n t a n d R e v o l u t i o n a r y i d e a s . T h e p a r a d i g m a t i c f i g u r e i n t h i s s t r u g g l e , 

f o r K a u f m a n n . w a s C l a u d e N i c o l a s l . e d o u x w h o s e a r c h i t e c t u r e r e g i s t e r e d t h e 

s h i f t f r o m C l a s s i c i s m to N e o c l a s s i c i s m i n a n e s p e c i a l l y d r a m a t i c , a n d u l t i 

m a t e l y p r o d u c t i v e w a y . F o r L e d o u x . a r g u e d K a u f m a n n . a r c h i t e c t u r e w a s t h e 

v e r y e x p r e s s i o n o f t h e s o c i a l i d e a l s o f i h e n e w b o u r g e o i s i e a n d t h e p o l i t i c a l 

i d e a s o f t h e E n l i g h t e n m e n t a s d e v e l o p e d i n R o u s s e a u ' s i d e a l o f i n d i v i d u a l f r e e 

d o m a n d i t s K a n t i a n c o u n t e r p a r t , " a u t o n o m y . " ' 9 

K a u f m a n n ' s f i r s t d i r e c t r e f e r e n c e to " a u t o n o m e n b a u k u n s t " w a s t o o c c u r 

i n a s h o r t s t u d y o f L e d o u x ' s c h u r c h a r c h i t e c t u r e , c e n t e r e d o n t h e p r o j e c t f o r 

t h e C h u r c h of C h a u x . ( p r o b a b l y d e s i g n e d i n 1785. a n d p u b l i s h e d i n L e d o u x ' s 

LArchitecture conAideree AOUA le rapport de I art. deA moeurA et de la legiAla 

tion i n 1804) . 2 0 C o n t r a s t i n g L e d o u x ' s s c h e m e w i t h S o u f f l o t ' s d e s i g n f o r S a i n t e 

G e n e v i e v e , t o w h i c h i t o b v i o u s l y w a s a r e s p o n s e , K a u f m a n n i d e n t i f i e s i t w i t h 

t h e q u a l i t i e s of t h e n e w " n e o c l a s s i c i s m " h e s a w e m e r g i n g w i t h L e d o u x ' s g e n ­

e r a l i o n . T h e N e o i l a s s i e . i l . a s o p p o s e d to t h e B a r o q u e , c h u r c h w a s o r g a n i z e d a s 

a s o l i d g e o m e t r i c a l b l o c k , w i t h r e d u c e d d e c o r a t i o n a n d a d i s t i n c t s e p a r a t i o n 

a n d i d e n t i t y o f i t s f u n c t i o n a l p a r t s - s e p a r a t e a l t a r s , f o r e x a m p l e , o n d i f f e r e n t 

l e v e l s , f o r f e s t i v a l s a n d m a r r i a g e s , a s o p p o s e d to f u n e r a l s . A s K a u f m a n n w r o t e . 
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" I n p l a c e o l t h e c o n c e p t i o n o l a r c h i t e c t u r a l f o r m a s l i v i n g , o r g a n i c n a t u r e , there 
e n t e r s l ine Feeling •<"' s t r i c t g e o m e t r y . " 5 1 

T h i s t h e m e i s t a k e n u p a g a i n i n t h e s a m e y e a r i n t h e h o o k l e n g t h a r t i c l e 

o n " T h e C i t y o f t h e A r c h i t e c t L e d o u x . " | " D i e S t a d t d e s A r c h i t e k t e n L e d o u x " | 

c o n t r i b u t e d t o t h e s e c o n d v o l u m e o l t h e V i e n n a a r t h i s t o r i c a l s c h o o l ' s f l a g 

s h i p j o u r n a l , t h e KunAtwiAAciiAi hafth< he FOKM hungen. I n t h i s f i r s t s k e t c h 

o f w h a t w a s to b e c o m e , t h r e e y e a r s l a t e r , h i s H i s t b o o k . K a u f m a n n g i v e s t h e 

i d e a o f a u t o n o m y a f u n d a m e n t a l p l a c e , w i t h t h e s u b t i t l e : " O n t h e R e a l i z a t i o n 

o f A u t o n o m o u s A r c h i t e c t u r e " | "7 .u r E r k e n n t n i s d e r a u t o n o m e n A r c h i t e k t u r " | . 

I n t h i s d e t a i l e d s t u d y . K a u l m a n n . h i s c r i t i c s n o t w i t h s t a n d i n g , d e v e l o p s t h e 

a r g u m e n t f o r a u t o n o m y h i s t o r i c a l l y a n d w i t h d e l i b e r a t e r e c o g n i t i o n o f t h e 

c o m p l e x i t y i n h e r e n t i n a r c h i t e c t u r a l p r a c t i c e . I . e d o u x . f o r h i m . i s a f t e r a l l a 

t r a n s i t i o n a l a n d p i v o t a l f i g u r e i n t h e s h i f t f r o m w h a t h e c a l l s " B a r o q u e " to 

w h a t h e h a s c h a r a c t e r i z e d a s " N e o c l a s s i c i s m , " a n d i t i s p r e c i s e l y t h e m i x e d 

n a t u r e o f t h e w o r k t h a t a l l o w s h i m t o c o m p r e h e n d t h e s h i f t a s a n o r g a n i c 

a n d s l o w p r o c e s s o f i n t e r n a l i z a t i o n a n d c o g n i t i o n o n t h e p a r t o f t h e a r c h i t e c t 

a s to t h e o v e r a l l p r o b l e m of a r c h i t e c t u r e a n d i t s p r o p e r m e a n s of e x p r e s s i o n 

i n a n e p o c h i t s e l f u n d e r g o i n g r a d i c a l s h i f t s i n i t s i n t e l l e c t u a l , s o c i a l , a n d 

p o l i t i c a l l o r m s . T h u s K a u f m . i n n ' s a r g u m e n t m o v e s s l o w l y t o w a r d s t h e " e r k e n 

n t n i s " o r " d i s c o v e r y " o f a u t o n o m y , t h r o u g h a n u m b e r o l s t a g e s , r e p r e s e n t e d 

b y d e t a i l e d a n a l y s e s o f l . e d o u x ' s d e s i g n s i n r o u g h l y c h r o n o l o g i c a l o r d e r 

c u l m i n a t i n g i n a l o n g s e c t i o n d e v o t e d to " T h e A u t o n o m o u s S o l u t i o n " | " D i c 

a u t o n o m e L o s u n g " ] . 

F i r s t K a u f m a n n a n a l y z e s t h e d r a m a t i c c h a n g e i n p l a n s f o r t h e S a l t w o r k s 

o f C h a u x b e t w e e n t h e i n i t i a l p r o j e c t o f 1771 a n d t h e f i n a l p r o j e c t o f 1774, 

f r o m a u n i f i e d , s q u a r e , c o u r t y a r d p l a n , to a n u m b e r of s e p a r a t e p a v i l i o n s 

g r o u p e d a r o u n d a s e m i - c i r c l e , a s a s i g n o f t h e m o v e f r o m " B a r o q u e u n i t y " 

I B a r o c k e n V c r b a n d l to t h e P a v i l i o n s y s t e m o l t h e n i n e t e e n t h c e n t u r y I P a v i l 

l i o n s y s t e m l . 2 3 T h e b r e a k u p of t h e p r o j e c t i n t o f u n c t i o n a l l y d e f i n e d a n d f o r 

m a l l y e x p r e s s e d u n i t s w a s . f o r K a u f m a n n . a n i n d i c a t i o n o f t h e " p r i n c i p l e of 

i s o l a t i o n . " t h e e m e r g e n c e o f a n " a r c h i t e c t u r e o f i s o l a t i o n " l i s o l i e r n e d e n A r c h i -

t e k t u r l t h a t p a r a l l e l e d t h e e m e r g e n c e o f t h e m o d e r n " i n d i v i d u a l " c o n s c i o u s * 

n e s s | l n d i v i d u a l b e w u s s t s e i n s | . z * 

T h e e x a m p l e o f t h e C h u r c h o f C h a u x a l f o r d s K a u f m a n n a n e x a m p l e 

o f t h e t r a n s i t i o n f r o m B a r o q u e d y n a m i c c o m p o s i t i o n to N e o c l a s s i c a l " s t a t i c " 

c o m p o s i t i o n : t h e f l a t t e n e d , l o w d o m e a n d f h e h o r i z o n t a l l i n e s o f t h e b l o c k r e i n ­

f o r c i n g a s e n s e o f c a l m m e d i t a t i o n , a s o p p o s e d to t h e u p w a r d m o v e m e n t of 

B a r o q u e c h u r c h e s . F u r t h e r , t h e a r t i c u l a t i o n o l t h e d i f f e r e n t a l t a r s - o n e f o r 

f e s t i v a l s a n d m a r r i a g e s o n t h e u p p e r l e v e l , w i t h .1 s e c o n d f o r b u r i a l s a n d m e m o 

r i a l s e r v i c e s b e l o w i n t h e c r y p t , w i t h i t s o w n e n t r a n c e s a n d e x i t s t o w a r d s t h e 

c e m e t e r i e s , e n u n c i a t e s f o r K a u f m a n n a " p r i n c i p l e o f i s o l a t i o n " H ' r i n z i p d e r 

I s o l i e r u n g l , o n e t h a t c o r r e s p o n d s to t h e s e n s e o f " d i s t a n c e " | D i s t a n z i e r u n g | 

n e c e s s a r y f o r t h e c o m m u n i c a t i o n of s u b l i m e e f f e c t s . 2 5 

K a u f m a n n t h e n a d v a n c e s h i s a r g u m e n t w i t h t h e a n a l y s i s o f t h e t w o s y m 

b o l i c m o n u m e n t s , t h e " P a n a r e t e o n " a n d t h e " P a c i f e r e . " c i t i n g L e d o u x ' s s t a t e 

m e n t s t h a t " t h e f o r m o f a c u b e i s t h e s y m b o l o l i m m u t a b i l i t y " a n d " t h e f o r m 

o f a c u b e i s t h e s y m b o l o f l u s t i c e " a s a w a y of i n t r o d u c i n g t h e c o n c e p t o f " a r c h i 

l e c t u r e p a r l a n t e . " o r " s p e a k i n g a r c h i t e c t u r e . " 1 ' " K a u f m a n n h a d d i s c o v e r e d t h i s 

t e r m , n o t i t s e l f o l e i g h t e e n t h c e n t u r y o r i g i n , i n a m i d n i n e t e e n t h c e n t u r y a r t i 

c l e s a t i r i z i n g L e d o u x ' s a t t e m p t s to c o m m u n i c a t e i d e a s t h r o u g h b u i l d i n g s a n d 

i m m e d i a t e l y s . i w it a s b o t h p o s i t i v e a n d a p t i n i t s c h a r a c t e r i z a t i o n o f t h e 

a s p i r a t i o n s o l l a t e e i g h t e e n t h c e n t u r y a r c h i t e c t s t o d e v e l o p a t r u l y s o c i a l l a n ­

g u a g e o f f o r m s . " T h e " s y m b o l i c s y s t e m " t h a t L e d o u x w i s h e d to d e p l o y w a s . o f 

c o u r s e , i r s e l l d e p e n d e n t o n t h e s e p a r a t i o n o f i n d i v i d u a l b u i l d i n g s i n t o i d e n t i ­

f i a b l e m a s s e s , a n d t h e i r s h a p i n g a s r e a d a b l e s i g n s . H e r e , t o r K a u f m a n n . t h e 

p a v i l i o n s y s t e m , t h e i s o l a t i o n o f p a r t s , a n d t h e a r t i c u l a t i o n of t h e a p p r o p r i a t e 

" c h a r a c t e r " o f e a c h s t r u c t u r e , l e d n a t u r a l l y to w h a t , i n r e f e r e n c e to l . e d o u x ' s 

d e s i g n f o r t h e " M a i s o n d ' F d u c a t i o n , " h e f i n a l l y n a m e d " t h e n e w c o n c e p t o f t h e 

autonomoiiA t r e a t m e n t o l t h e m a t e r i a l s . " 1 * 

I n t h i s w a y . K a u f m a n n e s t a b l i s h e d t h e c o m p l e x d e v e l o p m e n t o f l . e d o u x ' s 

d e s i g n p r a c t i c e a s l e a d i n g to t h e " a u t o n o m o u s s o l u t i o n " e v i n c e d i n t h e s e r i e s 

o f n i n e - s q u a r e p l a n h o u s e s d e p l o y e d i n t h e l a n d s c a p e of t h e I d e a l C i t y o l C h a u x . 

" a l l v a r i e d , a l l i s o l a t e d . " .is l e d o u x s t a t e d . ' " S u c h i s o l . i t i o n , K a u l m a n n a v e i i e d . 

m a r k e d t h e e n d o f B a r o q u e c o m p o s i t i o n a l p r a c t i c e , t h a t o f " c o n c a t e n a t i o n " 

| V e r b a n d | a n d t h e b e g i n n i n g o f t h e n e w b u i l d i n g f o r m | d i e n e u e B a u f o r m l . a f o r m 

c h a r a c t e r i z e d b y t h e E n l i g h t e n m e n t p r e s s u r e fo r " C l a r i f i c a t i o n " l A b k l a r i m g l . * 

K a u f m a n n t h u s p r e p a r e d t h e a n a l y t i c a l g r o u n d fo r t h e s y s t e m a t i c c o m p a r i s o n 

of w i t h t h e g e n e r a l m e t h o d of t h e E n l i g h t e n m e n t - t h a t d e v e l o p e d b y K a n t : 

At the time when Kant reject* all the moral philoAophieA of the paAt and decreeA 

the "autonomy of the willaA the /supreme principle ofethicA,"an analogom traiu, 

formation tak<>.\ place in architecture. In the AketcheA of Ledoux theAe new ohjec 

tweA appear for the firAt time in all their clarity. His work murkA the birth of 

autonomouA architecture." 

T h e t h e o r y o f a u t o n o m y w a s g i v e n i t s f u l l e s t d e v e l o p m e n t i n K a u f m a n n ' s 

s e c o n d h o o k , a s l i m t r e a t i s e e n t i t l e d , p o l e m i c a l l y e n o u g h . Von Lednux hiA 

Le CorhicAier. p u b l i s h e d i n 1933. a n d s u m m a r i z i n g a n d d e v e l o p i n g t h e a r g u ­

m e n t s p u t l o r w a r d i n " D i e S t a d t . " I n t h e P r e f a c e , d a t e d " V i e n n a . M a y 1933." 

K a u l m a n n o u t l i n e d h i s m e t h o d o l o g i c a l p r e m i s e : T h i s w a s to b e , h e w r o t e , 

" s o m e t h i n g m o r e t h a n a m o n o g r a p h , a n d d i f f e r e n t to a m o s a i c o f a n a r t i s t i c 

l i f e . " R a t h e r it w a s to be s e e n a s " a p a r t o f t h e h i s t o r y o f a r c h i t e c t u r e w h u h , 

t h r o u g h t h e i n t e r p r e t a t i o n o f t h e w o r k o l L e d o u x . a p p e a r s i n a n e w l i g h t " 

a t t h e s a m e t i m e a s d e m o n s t r a t i n g " t h e i m p o r t a n c e of t h e g r e a t m o v e m e n t 

o f i d e a s a r o u n d 1800 f o r r h e d o m a i n o f a r t " 3 2 T h i s t h e o r e t i c a l a i m w a s 

e x p r e s s e d i n t h e s u h t it le to t h e h o o k , n o l o n g e r " Z u r E r k e n n t n i s d e r A u t o n o m e n 

A r c h i t e k t u r " b u t n o w t h e m o r e d y n a m i c " U r s p r u n g u n d E n t w i c k l u n g d e r 

A u t o n o m e n A r c h i t e k t u r . " T h e s u b s t i t u t i o n o l " O r i g i n a n d D e v e l o p m e n t " l o r 

" D i s c o v e r y " r e p r e s e n t e d b o t h a f i r m e r c o n v i c t i o n i n h i s o w n " d i s c o v e r y " a n d a 

s e n s e o f i t s h i s t o r i c a l i m p l i c a t i o n s f o r l a t e r d e v e l o p m e n t s . 

F r o m t h e o u t s e t . K a u f m a n n m a d e it c l e a r t h a t h e w a s s e e i n g t h e F r e n c h 

a r c h i t e c t u r e o f t h e E n l i g h t e n m e n t a n d R e v o l u t i o n a s e q u a l o r g r e a t e r i n i m p o r ­

t a n c e to t h e a l r e a d y w e l l - e s t a b l i s h e d t r a d i t i o n o f G e r m a n N e o c l a s s i c i s m a s 

r e p r e s e n t e d b y S c h i n k e l H i s t i t l e , i n f a c t , w a s a d i r e c t g l o s s o n P a u l K l o p l e i s 

Von Palladia hiA Schinkel. a n a r g u m e n t for t h e p r i m a c y of G e r m a n a r c h i t e c ­

t u r e a s it r e c e i v e d t h e R e n a i s s a n c e t r a d i t i o n f r o m I t a l y . " K a u l m a n n , b y c o n ­

t r a s t , i s concerned to e m p h a s i z e t h e r o l e o f t h e F r e n c h a n d L a t i n t r a d i t i o n s 

i n t h e c o n t i n u a t i o n o f P a l l a d i o ' s l e g a c y to t h e p r e s e n t . H i s w o r k i n P a r i s h a d 

c o n v i n c e d h i m t h a t it w a s t h e L a t i n c o u n t r i e s t h a t c o u n t e d i n t h e d e v e l o p ­

m e n t o f m o d e r n i s m . W h i l e p h i l o s o p h y , u n d e i t h e a e g i s o f K a n t , a n d p o e t r y f o l ­

l o w i n g H o l d e r l i n . c o u l d b e s e e n to h a v e c o n s t r u c t e d t h e i n t e l l e c t u a l a n d l i t e r 

a r y f o u n d a t i o n s o f R o m a n t i c m o d e r n i s m , it w a s i n F r a n c e a n d I t a l y t h a t t h e 

w o r k o f t h e E n l i g h t e n m e n t e n t e r e d f u n d a m e n t a l l y i n t o t h e v i s u a l a r t s , a n d 
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e s p e c i a l l y a r c h i t e c t u r e . T h i s w a s a c c o m p l i s h e d . K a u f m a n n a r g u e d , b y t h e 

f i n a l b r e a k w i t h B a r o q u e m o d e s o f c o m p o s i t i o n ( " h e i e r o n o m o u s " a s h e c a l l e d 

t h e m ) a n d t h e i n t r o d u c t i o n i n t h e i r p l a c e o l m o d e r n f o r m s of d i s p o s i t i o n 

( " a u t o n o m o u s " o r " f r e e - s t a n d i n g " ) . O n c e r a t i f i e d b y I h e R e v o l u t i o n , a n d d e s p i t e 

a t t e m p t s to v e i l t h e r a d i c a l n a t u r e o f t h e s h i f t b y m e a n s o f h i s t o r i c a l s t y l e s , 

a u t o n o m y s u r v i v e d to e s t a b l i s h t h e a b s t r a c t i o n o l m o d e r n i s m a s t h e a p o t h e o ­

s i s o f E n l i g h t e n m e n t r e a s o n , l i e w r o t e : 

/ / we are well-informed about the historic role o] Italy as the initiatory land 

of modern timet in the domain A of art and society, we remain, by contract. 

Ignorant of the role oj France as pioneer of a new art and creator of a new 

architecture. Towards 1800. as during the Gothic period, the decisive innova-

tions come from the French architect/,. In the following work. I am firM con 

cerned to render juMtce to the artist who was the firM. not with a vague intu­

ition of distant goaU hut with a clear and full M>I)'consciousness, to traverse 

the long route from the Baroque to modern architecture: Claude-Nicolas 

Ledoux. Placed at the frontier of two epocfiA, before and after the Revol­

ution. IILA work LA the firAt to announce the new artiAtic aimA: it is the tangible 

witneAA to the appearance of a new world. But it IA UIAO my concern to show 

how his ideaA and thoAe of his epoch are trunAtmtted to IIA. and how. in 

a way. the unity of the laAt hundred and fifty yeuts LA reflected in archi 

tectural activity. I v i . L C . 5 - 6 I 

K a u f m a n n w a s i m m e d i a t e l y c o n c e r n e d to a n n o u n c e t h a t i t w a s t h e " r e v o l u ­

tionary" p e r i o d a s a w h o l e - 1770 t o 1790 - w i t h w h i c h h e w a s c o n c e r n e d : 

p r e c i s e d a t e s , w h i c h f o r L e d o u x w e r e i n a n y c a s e h a r d to c o m e by. w e r e l e s s 

i m p o r t a n t t h a n a s e n s e o f t h e s i g n i f i c a t i o n o f t h e g l o b a l s h i f t i n a r t a n d 

p h i l o s o p h y , a s i n t h e s o c i a l a n d p o l i t i c a l r e a l m . T h e y e a r s t h a t s a w t h e p r e p a 

r a t i o n o f t h e " g r e a t r e v o l u t i o n t h a t w a s c o m p l e t e l y to T r a n s f o r m t h e s o c i a l 

s y s t e m o f t h e w e s t " w e r e " T h e s a m e y e a r s i n w h i c h t h e w o r k o f K a n t m a t u r e d . " 

H e w r i t e s : " G l o b a l l y , r h e r e w a s a p r o f o u n d ( w e c o u l d s a y t o d a y , d e f i n i t i v e ) 

d e n i a l o f t h e p a s t : a c l e a r a n d s e l f - c o n s c i o u s r u p t u r e , a d e c i s i v e s t e p t o w a r d 

a n e w autonomy." Ro t K a u f m a n n . t h e i n t e r c o n n e c t i o n b e t w e e n t h e s e m o v e ­

m e n t s a n d t h e w o r k of L e d o u x w a s no t a c c i d e n t a l , h u t e s t a b l i s h e d b y K a n t a n d 

L e d o u x ' s c o m m o n r e s p e c t f o r a n d i n d e b t e d n e s s t o R o u s s e a u : 

At the moment when, with the Declaration of the RightA of Man. the rightA of 

the individual are affirmed, at the moment when, in place of the old heterono-

moiiA morality. Kant itiAtituted the autonomous ethic. Ledoux laid the founda­

tions of an autonomous architecture. | V L L C . 12) 

T h e c o r r e s p o n d e n c e w a s d i r e c t : i f f o r K a n t t h e Critique of Pure ReuAim h a d 

a c c o m p l i s h e d " w h a t n u m e r o u s c e n t u r i e s h a d b e e n u n a b l e to r e a l i z e . " f o r L e d o u x 

" t h e m o m e n t i n w h i c h w e l i v e h a s b r o k e n t h e c h a i n s t h a t s h a c k l e a r c h i t e c t u r e . " 

I V L I . C , 12: L e d o u x . L'Architecture. ya\ F r o m a s t u d y o f L e d o u x . K a u f m a n n a v e r r e d , 

w o u l d e m e r g e t h e a n s w e r to t h r e e c r i t i c a l q u e s t i o n s : t h e r e a s o n s f o r t h e ' a b a n ­

d o n i n g o f t h e a e s t h e t i c s o f B a r o q u e c l a s s i c i s m . " t h e " r e l a t i o n s b e t w e e n t h e R e v o 

l u t i o n a n d a r c h i t e c t u r e . " a n d t h e " p r o f o u n d s i g n i f i c a t i o n of n e o c l a s s i c i s m a n d 

t h e a r c h i t e c t u r e o f t h e e n d o f t h e n i n e t e e n t h c e n t u r y . " | V L L C . 12I.34 

T h e g e n e r a l c o n c e p t o f a r c h i t e c t u r a l a u t o n o m y , w a s . f o r K a u l m a n n . r e p r e ­

s e n t e d b y a w i d e r a n g e of l a r g e a n d s m a l l - s c a l e f o r m a l m o v e s . T h e f i r s t , a n d m o s t 

f u n d a m e n t a l , b e c a u s e t h e m o s t r a d i c a l s h i f t f r o m B a r o q u e m o d e s o f c o m p o s i -

t i o n w a s t h e s e p a r a t i o n o f b u i l d i n g s a c c o r d i n g t o a q u a s i - f u n c t i o n a l i d e n t i f i c a ­

t i o n , r a t h e r t h a n t h e i r u n i f i e d a n d h i e r a r c h i c a l m a s s i n g to i n c l u d e a l l f u n c t i o n s . 

T h i s s t e p , t a k e n b y L e d o u x a t t h e b e g i n n i n g o f h i s c a r e e r a s h e j e t t i s o n e d t h e 

c o u r t y a r d p r e l i m i n a r y s c h e m e f o r t h e S a l t w o r k s i n l a v o r o f a g r o u p i n g o f p a v i l ­

i o n s , w a s d e c i s i v e : 

The puAAuge from the first to the second project reflects no U>AA than one of 

the moAt important events in the history of architecture: the dismembering 

of Baroque concatenation I'/.ertrummerung des Barocken Verbundesl. ...In a 

remarkuhle parallelism with the general historic evolution.com atenationisreplaced 

by the system of pavilionnate composition, which, after that moment, becomes pre 

dominant: this is the free association of autonomous entities.lPavillonsyAtem...die 

freie Vereinigung selbstondiger Existenzenl |v L L C . 16-17I 

I n t h i s t r a n s f o r m a t i o n o f c o m p o s i t i o n a l t e c h n i q u e s , t h e i n s t r u m e n t a l f o r c e , 

b o t h f o r t h e p r o d u c t i o n o f t h e b u i l d i n g s a n d t h e i r h i s t o r i c a l a n a l y s i s , w a s t h e 

r a t i o n a l p l a n : it i s t h e p l a n w h i c h a s K a u f m a n n n o t e d " a l l o w s u s t o d i s c o v e r 

t h e f u n d a m e n t a l r e a s o n s f o r t h e d e t e r m i n a t i o n o f f o r m s . " n o d o u b t a f i r s t 

s t e p t h a t a l l o w e d f o r K a u f m a n n ' s h i s t o r i c a l c o n n e c t i o n of L e d o u x w i t h t h e 

L e C o r b u s i e r of t h e " p l a n a s g e n e r a t o r . " A n d t h i s p l a n , a s w i t h t h e t h r e e 

d i m e n s i o n a l f o r m of t h e p a v i l i o n s , i s c o n s t r u c t e d n o t b y a n y r e f e r e n c e To a 

B a r o q u e o b s e r v e r , b u t p u r e l y g e o m e t r i c a l l y . G e o m e t r y o p e r a t e s a s a c a l c u l a t e d 

c o n t r o l of f o r m f o r u s e : no t o n l y d o e s t h e " r a t i o n a l i t y of t h e p l a n " | d i e R a t i o 

d e s P l a n e s l e x e r c i s e " a b s o l u t e s o v e r e i g n t y . " b u t it o f f e r s a n e u t r a l s y s t e m of 

o r d e r , e n t i r e l y a b s t r a c t e d f r o m t h e p e r s o n a l e x p e r i e n c e o f a p e r s p e c t i v a l 

o b s e r v e r . W h e r e " a l l b a r o q u e a r c h i t e c t u r e w a s c o n c e i v e d a s a f u n c t i o n o f t h e 

o b s e r v e r . " n o w " t h e c e n t e r o f t h e n e w b u i l d i n g s i s n o l o n g e r t h e h e a r t of t h e 

w h o l e . . . I t i s n o m o r e T h a n a g e o m e t r i c a l p o i n t t o w h i c h a l l t h e p a r t s r e l a t e . 

T h e n e w b u i l d i n g s a r c a s s e m b l e d a n d no t i n t i m a t e l y l i n k e d I Z u s a m m e n - g c s e f z . 

n i c h t z u s a m m e n g e w a c h s e n l . I V L L C . 19I I n a c c o r d a n c e w i t h t h e s p i r i t o f a u t o n ­

o m y , t h e n e w p a v i l i o n s a r e e n t i r e l y s e l l - s u f f i c i e n t : a s o p p o s e d t o t h e C l a s s i c a l 

a n d B a r o q u e s y s t e m , i n h e r i t e d f r o m R e n a i s s a n c e a e s t h e t i c s , w h e r e " t o d e t a c h 

a p a r r i s to d e s t r o y t h e w h o l e . " t h e p a v i l i o n r e j e c t s p a r t s a n d b e c o m e s " a n a s s o ­

c i a t i o n of i n d e p e n d e n t e l e m e n t s : " 

If one wishes to characterize the architectural systems by formulae as redut ed 

as possible one could define Baroque association in these terms: one part dom 

motet all the others and nevertheless all the parts form a whole: the deep 

sense of the pavilion system can be translated thus: the part is independent 

within the frame of the totality. /Per Teil 1st fret im Rahmen des Ganzenl 

Between the two systems lies a Revolution. I v t . L C . 19I 

K a u f m a n n w a s f a r f r o m c l a i m i n g t h a t L e d o u x e v e r t h r e w o f f t h e B a r o q u e s e n 

s i b i l i r y e n t i r e l y - i n d i f f e r e n t w a y s , a l l o f L e d o u x ' s w o r k e x h i b i t e d i t s t r a n s i ­

t i o n a l c h a r a c t e r - i n d e e d K a u f m a n n s t r e s s e s i n h i s a n a l y s i s o f b u i l d i n g s f r o m 

t h e 1770s ( t h e H o t e l M o n t m o r e n c y , t h e p a v i l i o n a t L o u v e c i e n n e s f o r t h e C o m 

t e s s e d u B a r r y ) a n d t h e 1780s ( t h e H o t e l T h e l u s s o n ) t h a t " t h e o p p o s e d p r i n ­

c i p l e s w e r e l i v i n g or the same time i n t h e a r t i s t " - b u t h e f i n d s i n L e d o u x ' s 

" f a n a t i c i s m " f o r g e o m e t r y a n d r i g o r o u s p l a n n i n g a n a n t i c i p a t i o n o l t h e a r c h i ­

t e c t ' s l a t e r , m o r e a b s t r a c t p r o j e c t s . | V L L C . 20I 

H e r e K a u f m a n n s e e s t h e i n f l u e n c e o f t h e d e s i r e of t h e E n l i g h t e n m e n t 

f o r " c l a r i f i c a t i o n . " o r Abklarung. w h i c h w h e n a p p l i e d to a r c h i t e c t u r e c a l l e d f o r 

t h e u s e of " m a s s i v e b l o c k s " s u p e r i m p o s e d i n c o m p o s i t i o n s t h a t , r a t h e r t h a n 

r e l y i n g o n t h e e f f e c t o f a c e n t r a l , p r i n c i p a l , m o t i f , g a i n e d e f f e c t t h r o u g h t h e 

s i m p l e s t r e n g r h o f m a s s e s t h e m s e l v e s . A n d w h i l e L e d o u x i s s t i l l f r e e i n h i s 

u s e o f B a r o q u e m o t i f s to g i v e h i s b u i l d i n g s c h a r a c t e r - t h e u p t u r n e d u r n s a n d 

g r o t t o i n t h e S a l t w o r k s , f o r e x a m p l e - h i s p r e f e r e n c e w a s t o r t h e a r c h i t e c t u r e 

to " s p e a k " b y m e a n s o f i t s o w n s t e r e o m e t r i c f o r m s , a s i n t h e d e s i g n s f o r t h e 

H o u s e of t h e S u r v e y o r s ( a v a s t e l l i p t i c a l t u b e ) , o r t h e C o o p e r s ' W o r k s h o p ( w i t h 

i t s c o n c e n t r i c r i n g s a n d i n t e r s e c t i n g b a r r e l - s h a p e d f o r m ) : 

Experiments with forms themselves count among the most astonishing initio 

fives of this epoch. The preference for the simpleAt Atereometric configurations 

is indicative of the gravity of the spirit of the age. Thus one finds in the pro/ 
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c . n c / l.edoux. Aevere cube.s (tu one M>CA for example in the Country fioUM of 

farnoc or the MotiAefor a Man of Letters), the Home of the Woodcutter* in the 

f orm of a pyramid, the cylindrical Country Hou.\e laLso the Burricre of the Bou­

levard of La Villette. Mill Mundini). and the cylindrical Hoicse of M. De Witt) 

and finally Spherical HOUM of the Agricultural Guard*. | V I i.e. ) ip | 

B u i l d i n g u p h i s a r g u m e n t l o r l . e d o u x . i s . in o r i g i n a t o r o l m o d e r n i s m , 

K a u f m a n n r e m a r k s o n t h e f a i t t h a t " o u r o w n e p o c h , l i n k e d t o t h a t o f L e d o u x . 

i s o p e n to e x p e r i m e n t s o f t h e s a m e k i n d w h i c h , e v e n i t t h e y a r e w i t h o u t i s s u e 

I r o m a n a r c h i t e c t u r a l p o i n t o l v i e w , . i r e n o l e s s v e r y s i g n i f i c a n t o l t h e i n d e f a t i ­

g a b l e r e s e a r c h f o r n e w f o r m s | n e u e r G e s t a l t | . " | V L L C . 32I 

B r i n g i n g t o g e t h e r a l l t h e s e c o m p o s i t i o n a l i n n o v a t i o n s , i s , . i s K a u f m a n n 

h a d i n t i m a t e d i n h i s e a r l i e r w r i t i n g s , t h e p r o j e c t t o r t h e C h u r c h of C h a u x . C o m ­

b i n i n g t h e d e m a n d f o r a s i n g l e , f r e e - s t a n d i n g m a s s , h o r i z o n t a l a n d s t a t i c , w i t h 

the- s e p a r a t i o n o f f u n c t i o n a l e l e m e n t s s u c h a s t h e a l t a r s , o n d i f f e r e n t l e v e l s , 

it a l s o c o n s t r u e d a n e w k i n d o f n e o c l a s s i c a l " s u b l i m e . " T h i s w a s a s u b l i m e o f 

"c a l m m e d i t a t i o n i n ,1 s o l e m n i m m o b i l i t y , " a s u b l i m e o l i n d i v i d u a l s e l f - a b s o r p ­

t i o n a n d c o n t e m p l a t i o n a s o p p o s e d to t h e M e d i e v a l " s a n c t u a r y o f u n w o r l d -

l i n e s s " o r B a r o q u e " s p i r i t u a l e l e v a t i o n . " I t w a s a l s o a s u b l i m e o f " d i s t a n c e , " 

1 c l l e c t i n g t h e i d e a c o m m o n to n e o K a n t i a n s f r o m W o l l l l i n to W . u b u r g . A d o r n o 

to K a r c a u e r a n d B e n j a m i n , t h a t o b j e c t i v i t y a n d r a t i o n a l i t y r e q u i r e s a " k e e p ­

i n g o n e ' s d i s t a n c e . " | d i s t a n z h a l t e n | I v i . l . c . 3 3 J f i n a l l y , t h e e n t i r e e f f e c t o f t h e 

C h u r c h , i t s o w n e n l i g h t e n e d s p i r i t u a l i t y , i s g a i n e d no t b y t h e i n t r o d u c t i o n o f 

p a i n t i n g , s c u l p t u r e , i m a g e s , o r s y m b o l s , b u t b y " t h e a u t o n o m o u s m e a n s o l 

a r c h i t e c t u r e . " | d i e a u t o n o m e n M i t t e l d e r A rc h i t e k t u r l I V I . L . C . 3 4 I 

F R O M K A N T T O L E C O R B U S I E R 

Autonomy of the will iA the Aole principle of all moral lawA and of duties in 

keeping with them; heteronomy of choice, on the other hand, not only does not 

ground any obligation at all but is inMeud opposed to the principle of obliga­
tion and to the morality of the will. 

I m m a n u e l K a n t . Critique of Practical Reason. 1788. 

T h e c o n n e c t i o n t h a t K a u f m a n n s o u g h t b e t w e e n a r c h i t e c t u r e a n d p h i l o s o p h y , 

a n d u l t i m a t e l y b e t w e e n l . e d o u x a n d K a n t w a s p r o v i d e d a n d h i s t o r i c a l l y 

g r o u n d e d b y L e d o u x ' s r e a d i n g of R o u s s e a u . R o u s s e a u w a s e v o k e d e x p l i c i t l y 

a n d i m p l i c i t l y i n m a n y p a s s a g e s o f LArchitei ture. T h e o b v i o u s i n t e r p r e t a t i o n 

of " I ' h o m m e p r i m i t i t " e m b o d i e d i n t h e p l a t e i l l u s t r a t i n g t h e s h e l t e r o f t h e 

p o o r : t h e e n t h u s i a s m f o r n a t u r a l s e t t i n g s t h r o u g h o u t t h e d e s c r i p t i o n s o f t h e 

C i t y o f C h a u x : t h e r e f e r e n c e s t o " l e p a c t e s o c i a l " a n d f i n a l l y t h e o v e r a l l a d h e r ­

e n c e to a " r e t u r n to o r i g i n s . " e x h i b i t e d i n L e d o u x ' s t h e o r y a n d d e s i g n . T h e k e y 

p a s s a g e fo i K a u f m a n n . | c u n m g t h i s " r c t u i n" i " " a u t o n o m y " is d i a l i n v. I n . h 

L e d o u x | u s t i f i e s t h e s e p a r a t i o n o f e a c h f u n c t i o n i n p a v i l i o n s i n t h e s e c o n d 

p r o j e c t f o r t h e S a l t w o r k s : " R c m o n t c z a u p r i n c i p e . . . C o n s u l t e z l a n a t u r e - : p a r 

l o u t I ' h o m m e e s t i s o l e . " | v t . ! . . < : . 43 : L A 9 0 I K a u f m a n n f u r t h e r d r a w s p a r a l l e l s 

b e t w e e n R o u s s e a u ' s s o c i a l t h o u g h t a n d t h e i n s t i t u t i o n s d e s i g n e d b y L e d o u x 

l o r h i s i d e a l " n a t u r a l ' ' s o . i e t y . T h e s t r a n g e p h a l l i c - p l a n n e d b r o t h e l o r " O i k m a " 

m a s q u e r a d i n g a s a " F r a g m e n t o f a C r e e k M o n u m e n t . " r e s o n a t e d f o r K a u f m a n n 

w i t h t h e s e n s i b i l i t y o f S c h l e g e l ' s " l . u c i n d e . " a w i t n e s s to t h e " a u t o n o m y o f 

t h e p l e a s u r e o l t h e s e n s e s " t y p i c a l o l t h e e p o c h * B e y o n d t h i s , R o u s s e a u w a s 

b e h i n d L e d o u x ' s e m p h a s i s o n h y g i e n e , p h y s i c a l e x e r c i s e , e d u c a t i o n , c o m m u ­

n a l l i v i n g , a n d h i s m o r e g e n e r a l p r e o c c u p a t i o n w i t h t h e c i t i z e n r y o f h i s n e w 

i d e a l s t a t e a s a w h o l e - a " u n i v e r s a l c i t i z e n r y " o r W e l r h u r g e r l i c h k e i t . If l . e d o u x 

w a s b y n o m e a n s a n e g a l i t a r i a n a l o n g t h e l i n e s o f l a t e r r e v o l u t i o n a r i e s s u c h a s 

G r a c c h u s B a b e u f . h e c e r t a i n l y b e l i e v e d i n a " p a c t e s o c i a l e " t h a t e n d o w e d t h e 

p o o r e s t m e m b e r o l s o c i e t y w i t h a r c h i t e c t u r e - a c h a r a c t e r i s t i c , t h a t w o u l d l a t e r 

a p p e a l to t h e s o c i a l i s m of l l a n n e s M e y e r w h o . i n 1942. l a u d e d L e d o u x f o r h a v i n g 

g i v e n t h e p y r a m i d ( p r e v i o u s l y r e s e r v e d f o r t h e e l i t e ) to t h e m a s s e s . - " ' 

B u t w h i l e t h e c o n n e c t i o n b e t w e e n L e d o u x a n d R o u s s e a u m a y b e o b v i 

o u s . t h a i b e t w e e n l . e d o u x a n d K a n t r e m a i n s u n c e r t a i n . F o r . a t f i r s t g l a n c e , t h e 

q u e s t i o n of " a u t o n o m y , " p o s i t e d b y K a n t a s t h e b a s i s f o r m o r a l p r i n c i p l e , a n d 

t a k e n u p t h r o u g h o u t t h e n i n e t e e n t h a n d t w e n t i e t h c e n t u r i e s a s t h e w a t c h w o r d 

u l b o u r g e o i s l i b e r a l po l i t i c s , d o e s no t e a s i l y r e l a t e to a r c h i t e c t u r e , e i t h e r i n 

t h e o r y o r p r a c t i c e . F i r s t a d v a n c e d i n t h e Critique of Pure ReaAon a s a " c a l l to 

r e a s o n " to g a i n " s e l l k n o w l e d g e " it p r e s e n t e d t h e k i n d of p a r a d o x b e t w e e n l a w 

a n d s e l l w i l l t h a t h a s h a u n t e d p o l i t i c a l r e a s o n i n g e v e r s i n c e . I n K a n t t h e " c r i ­

t i q u e of p u r e r e a s o n " p r e s u p p o s e s w h a t h e c a l l s a " t r i b u n a l " t h a t w i l l e n s u r e 

t h e c l a i m s o f r e a s o n ; a t r i b u n a l t h a t o p e r a t e s " n o 1 b y d e s p o t i c d e c r e e s " bu t " i n 

.11 i o r d a i n e w i t h i t s o w n e t e r n a l a n d u n a l t e r a b l e l a w s . " A » p<n » e d by A d o r n o . 

t h i s S t r a n g e d o u b l e i m p e r a t i v e - t h e I r e e d o m to g i v e o n e s e l f l a w s - r e p r e s e n t s 

t h c ^ s u p r e m e c c o n c e p t f n K a n t ' s m o r a l p h i l & s o p r l y , " w n e r t o y " a c t i n g ' i n a c c o r - e 

d a n c e w i f f i la 'Ws a p - p l - a r s a s . t t u n c i . o r i ' d f f i 4 d o T r f - 6 r , c o n v e r s e l y , f r e e d o m 

m a n i f e s t ' s i t s e l f a l P a f u n c t i o n of'Wie l a \ f c . " S u V h i p r i n c i p t B r n i g n f s o e % d i s t a n t ' 

r ' ^ m ' a n y W s ' t r t M e n t ' a i cMepl% a f t ^ i r ^ u / ^ a ^ e r n i P s r r * o r a ^ g t i f e r i a f -

o g y b e t w e e n ' " f r e & o m ^ ^ h a r ° * * ' 

' n W r f f f t g r W n i T t f l n Mhrtttyqi'ctf h r t ^ - v e r V r f n t ' s p r i n c i p l e o f a u t o n o m y 

r e p r e s e n t e d f a r m o r e t h a n a s i m p l e a p p e a l t o r e a s o n , o r a c e n t u r y o l d c l a i m i n 

t h e p h i l o s o p h y of k n o w l e d g e . It w a s h i s t o r i c a l l y a n d c o n c e p t u a l l y t h e f o u n d ­

i n g p r i n c i p l e o f b o u r g e o i s s o c i e t y , a p r o d u c t , a s A d o r n o h a d i t . o l " t h e e n t h u ­

s i a s m o f t h e y o u t h l u l b o u r g e o i s i e w h i c h h a d n o t ye t s t a r t e d i t s n e v e r - e n d i n g 

c o m p l a i n t s t h a t r e a s o n c a n n o t s o l v e a n y t h i n g , b u t w h i c h s t i l l f e e l s c o n f i d e n t 

o f i t s a b i l i t y t o a c h i e v e t h i n g s b y v i r t u e o f t h e p o w e r s o f i t s o w n r e a s o n . " T h u s 

u n d e r s t o o d , t h e i n t e r r o g a t i o n o f a u t o n o m y w a s j o i n e d to t h e i n t e r r o g a t i o n 

o l b o u r g e o i s l i b e r a l d e m o c r a c y , u n d e r s e v e r e t h r e a t i n t h e i n t e r w a r p e r i o d . 

I n s p i r e d b y t h e r e s e a r c h o f t h e M a r b u r g s c h o o l , u n d e r t h e l e a d e r s h i p o f H e r ­

m a n n C o h e n , m a n y p h i l o s o p h e r s i n t h e e a r l y t w e n t i e t h c e n t u r y , i n c l u d i n g 

E r n s t C a s s i r e r w h o s t u d i e d a t M a r b u r g , w e r e r e t u r n i n g to K a n t a s t h e i n i t i a t o r 

o l m o d e r n c r i t i c a l p h i l o s o p h y : C a s s i r e r ' s t w o s t u d i e s Freiheit und I'arm (1916! 

KantA Leben und l.ehre. t h e f i r s t m o d e r n c o m p r e h e n s i v e p h i l o s o p h i c a l b i o g r a ­

p h y , w a s p u b l i s h e d i n 1918 a n d b e c a m e t h e r e f e r e n c e p o i n t f o r a n e w g e n e r a ­

t i o n , i n c l u d i n g K r a c a t i e r . A d o r n o . a n d B e n i a m i n w h o s a w K a n t , f o r b e t t e r o r 

f o r w o r s e , a s t h e b e g i n n i n g p o i n t of a n i n v e s t i g a t i o n n e c e s s a r y f o r t h e d e v e l ­

o p m e n t of a t r u l y " c r i t i c a l " t h e o r y . A d o r n o . i n p a r t i c u l a r , s a w K a n t i a n a u t o n ­

o m y a s a d o u b l e e d g e d s w o r d , m u c h i n t h e w a y t h a t c o n t e m p o r a r y t h i n k e r s 

w e r e c h a r a c t e r i z i n g R o u s s e a u ' s sen i a l c o n t r a c t a s i m p l i c i t l y t o t a l i t a r i a n . F o r 

A d o r n o , q u e s t i o n i n g t h e i m p l i c a t i o n s o f a p p e a l s to " r e a s o n " t h a t h a d , u n d e r 

t h e i m p e t u s o f s c i e n c e a n d t e c h n o l o g y a l r e a d y b e g u n to e x h i b i t i h e i r " d a r k 

s i d e . " a u t o n o m y i n K a n t , a s t h e " k e r n e l o f I n s p h i l o s o p h y . " a r t i c u l a t e d " a v e r y 

d a r k sec re t o f b o u r g e o i s s o c i e t y . " 

l'lit.\ ABCrel U the reality that the formal freedom of piridicul AiibjectA U actu­

ally the foundation of the dependency of all upon all. that is to say. it is the 

Inundation of the coercive character of society, it/, conformity with law. That 

is what lii'S behind the very srranye theory that in Kant reason IA a tribunal 

which IUIA to Ait in judgement over reason OA the uccuAed.~31 

It w a s . of c o u r s e , t h e p a r a d o x i c a l n a t u r e o f t h i s d i c h o t o m y t h a t l e d m a n y 

h u m a n i s t s i n t h e i n t c r w a r p e r i o d to i n t e r r o g a t e t h e i r o w n o b j e c t s o l s t u d y . 

F r o m p h i l o s o p h y to a r t h i s t o r y , a t a m o m e n t w h e n b o u r g e o i s a u t o n o m y , a n d 

i t s s u p p o s e d l i n k s to r e a s o n a n d l i b e r a l i s m i t n o t s o c i a l d e m o i r a c y , w a s c h a l ­

l e n g e d b y t h e m o v e m e n t f r o m t h e " f r e e d o m " o l l a w to t o t a l i t a r i a n " c o e r c i o n . " 

K a u f m a n n . i n V i e n n a , w a s e q u a l l y e x p o s e d to t h i s n e o K a n t i a n r e v i v a l , 

h u t i n t a k i n g u p K a n t . i s t h e l o u n d i n g l a t h e r of m o d e r n b o u r g e o i s s o c i e t y , a n d 
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s p e c i f i c a l l y i n 1 9 3 3 . ho w a s m a k i n g a v e r y d i f f e r e n t p o i n t to t h a t o f t h e B e r l i n 

t h e o r i s t s . W h e r e t h e F r a n k f u r t s c h o o l s o c i o l o g i s t s w e r e a l r e a d y l o o k i n g at t h e 

p a r a d o x e s a n d p r o b l e m a t i c s o l K a n t i a n i d e a l i s m , a n d C a s s i r e r h i m s e l t w a s 

s t r u g g l i n g w i t h t h e d i f f i c u l t i e s o f r e c o n c i l i n g R o u s s e a u a n d K a n t i n e s s a y s 

p u b l i s h e d i n 1 9 3 2 . K a u l m a n n a p p a r e n t l y b l i t h e l y i g n o r e d s u c h q u e s t i o n s i n 

f a v o r o f a g e n e r a l i z e d a p p e a l to R o u s s e a u ' K a n t a s s i g n i f y i n g a n E n l i g h t e n 

m e n t u n i l i e d e n o u g h to p r o v i d e a n i n t e l l e c t u a l b a s e , b o t h l o r L e d o u x , a n d f o r 

h i s i n t e r p r e t a t i o n . S u c h a p p a r e n t s i m p l i f i c a t i o n , h o w e v e r , i s e x p l i c a b l e o n t w o 

g r o u n d s . F i r s t l y , K a u l m a n n w a s c o n c e r n e d t o s k e t c h t h e i n t e l l e c t u a l f r a m e 

w o r k f o r a n a r c h i t e c t w h o h i m s e l f w a s a n y t h i n g b u t a s y s t e m a t i c t h i n k e r , o n e 

w h o r e a d i l y a p p e a l e d to a w i d e r a n g e o f a u t h o r i t i e s i n h i s a t t e m p t to j u s t i f y 

n e w f o r m s . K a u f m a n n ' s s e e m i n g c o n t u s i o n , i n t h e s e t e r m s , w a s h i s t o r i c a l l y 

a c c u r a t e i n d e l i n e a t i n g t h e d i s c u r s i v e b r e a d t h of L e d o u x ' s s o u r c e s , a n d i t s 

i m p a c t o n d e s i g n . C e r t a i n l y C a s s i I t e r ' s s t u d y of Tht I'hiloAophy of the Enlight­

enment p u b l i s h e d i n 1432 h a d . t o g e t h e r w i t h h i s e s s a y o n R o u s s e a u o f t h e 

s a m e y e a r , t h e a i m o f c o n s t r u c t i n g s u c h a u n i t y o l thought.38 

S e c o n d l y , a n d e q u a l l y i m p o r t a n t . K a u f m a n n ' s o w n i n t e l l e c t u a l a g e n d a 

r e a c h e d b e y o n d a p u r e l y h i s t o r i c a l i n t e r p r e t a t i o n . E m b e d d e d i n t h e t i t l e o f 

Von Ledoux hi.s Le CorbuAier. a n d i n i t s a p p e a l to K a n t i a n t h o u g h t , w a s a n 

i m p l i c i t c h a l l e n g e to t h e e m e r g i n g c u l t u r a l p o l i t i c s o f A u s t r i a a n d G e r m a n y , 

a n d a c o v e r t a p p e a l to a " u n i t e d " I r o n t b a s e d o n t h e r u l e o f l a w a n d r e a s o n a s 

t h e b a s i s t o r t h e r e s t a t e m e n t o f t h e i d e a l o f a l i b e r a l , s o c i a l d e m o c r a t i c , s t a t e . 

P u b l i s h e d i n M a y 1 9 3 3 . t w o m o n t h s a f t e r H i t l e r ' s t a k e o v e r o f p o w e r a f t e r 

t h e M a r c h 5 e l e c t i o n s , w a s s e e m i n g l y d e l i b e r a t e l y c a l c u l a t e d t o a s s e r t t h e 

s o c i a l d e m o c r a t i c v a l u e s o f E n l i g h t e n m e n t , r e p u b l i c a n i s m , a n d m o d e r n i s m , 

v a l u e s u n d e r s e v e r e a t t a c k n o t o n l y f r o m N a z i i d e o l o g u e s w h o h a d d e n o u n c e d 

t h e m , a n d t h e m o d e r n i s m t h a t r e p r e s e n t e d t h e m a s d e g e n e r a t e a n d B o l s h e ­

v i k , h u t a l s o f r o m c o n s e r v a t i v e V i e n n e s e a r t h i s t o r i a n s l i k e S t r z y g o w s k i a n d 

S e d l m a y r . T h e l a t t e r , w h o h a d | o i n e d t h e N a t i o n a l S o c i a l i s t p a r t y i n 1 9 3 2 . t h e n 

to b e c o m e a l o y a l s u p p o r t e r t h r o u g h o u t t h e o c c u p a t i o n a n d W a r . w a s to w a i t 

u n t i l K a u f m a n n ' s f l i g h t to t h e U . S . b e f o r e d e v e l o p i n g h i s o w n t h e s i s of t h e 

" l o s s o f c e n t e r " u s i n g K a u f m a n n ' s o w n m a t e r i a l to s e t o u t a d e s p a i r i n g t h e s i s o f 

d e c l i n e a n d f a l l w h e r e K a u f m a n n h a d s e e n o n l y p r o g r e s s a n d j u s t i c e . I n 1 9 3 3 . 

h o w e v e r , a s D a m i s c h h a s p o i n t e d o u t , it w a s a n a c t o f r e a l i n t e l l e c t u a l , i f n o t 

p h y s i c a l , c o u r a g e t o s e t o u t t h e c o n t i n u i t i e s b e t w e e n t h e F r e n c h R e v o l u t i o n 

a n d M o d e r n i s m , i n a m o m e n t w h e n S p o o r a n d h i s c o h o r t s w e r e f i n d i n g m o n u 

m e n t a l s o l a c e i n t h e g i g a n t e s q u e r e v i v a l o l G e r m a n n e o c l a s s i c i s m . 

L e d o u x . i n t h i s c o n t e x t , w a s , m o r e t h a n a h i s t o r i c a l s u b j e c t , a c o v e r , 

" i m e t a p h o i l o r t h e e x p l i c a t i o n o l l i b e r a l b o u r g e o i s sue i e t y . if no t a k i n d o l 

Utopian s o c i a l i s m i n h i s t o r i c a l g u i s e . T h e r e a l s u b j e c t o f t h e t r e a t i s e would 

t h e n b e t h e a r c h i t e c t u r e o f L o o s . W a l t e r G r o p i u s . R i c h a r d N e u t r a . a n d L e C o r -

b u s i e r - t h e a r c h i t e c t u r e o f M o d e r n i s m d e v e l o p e d between 1 9 0 0 a n d 1 9 2 9 . 

K a u f m a n n wrote: 

The continuity of the development oj poAtrevolutionary architecture can in 

a way be traced through to the beginning of our own period, which open* 

around taiio with the Dutch Derlagc and the VienneAe Adolf LOOA. a period 

one can UAefully deAiqnate by naming iu moAt Aelf conAciouA protagoniAt. the 

leader of the young French Achool: Le CorbuAier fden FuhrerdcA jungen Frank 

reich Le CorbuAier/. Ivt.l.c, 611 

T h e f i r s t m e n t i o n o f L e C o r b u s i e r i n K a u t m a n n ' s w r i t i n g s i s i n a f o o t n o t e to 

t h e a r t i c l e " D i e S t a d t . " w h i c h p o i n t s to t h e s i m i l a r i t i e s b e t w e e n t h r e e s t a t e 

m e n t s b y L e d o u x . a n d t h e t e x t of VerA une architecture.3' T h e c o n n e c t i o n w a s 

u n d e r s t o o d a s o b v i o u s a s L e d o u x s p o k e o f " t h e a p p r e c i a b l e f e e l i n g o f a p l a n 

a s s t e m m i n g f r o m t h e s u b j e c t , t h e s i t e , a n d t h e n e e d s o f t h e b u i l d i n g , o f t h e 

d e s t r u c t i v e e f f e c t o f d e t a i l s o n s u r f a c e s , " a n d of t h e " f o r m s d e s c r i b e d w i t h a 

s i n g l e s t r o k e o f t h e c o m p a s s . " t h e s q u a r e a n d t h e c i r c l e a s t h e " a l p h a b e t i c a l 

l e t t e r s u s e d b y a u t h o r s i n t h e t e x t o f t h e i r b e s t w o r k s . " 4 0 

T w o y e a r s l a t e r . Von Ledoux biA Le CorbuAier w a s to e l a b o r a t e t h e s e a n a l ­

o g i e s a s s y s t e m a t i c a l l y a n d h i s t o r i c a l l y g r o u n d e d . L e d o u x . K a u f m a n n a r g u e d i n 
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t h e l a s t s e c t i o n o t t h e b o o k , w a s t h e p r o g e n i t o r o f a m o d e r n i s m t h a t w . i s i n n o 

w a y f o r m a l i s t ( " h e d i d no t c o n f i n e h i s a t t e n t i o n o n l y to f o r m a l d e t a i l s , a s d i d 

i he S e c e s s i o n a h u n d r e d y e a r s l a t e r " | V L L C , 42I): r a t h e r " i n h i s r e s e a r c h h e e n v i s ­

a g e d t h e t o t a l i t y o f t h e r e o r g a n i / a t i o n o f t h e b o d y o l t h e b u i l d i n g i t s e l f a n d o f t h e 

s y s t e m s o f l a r g e c o m p l e x e s o f b u i l d i n g s . " | V L L C . 42I C o n s i d e r i n g L e d o u x ' s l a t e r 

w o r k s , a n d e s p e c i a l l y h i s g r o u p o l t o w n h o u s e s d e s i g n e d a f t e r t h e R e v o l u t i o n 

l o r H o s t e n . K a u f m a n n to i n t r o d u c e d h i s f i r s t m o d e r n i s t c o m p a r i s o n , n o t to L e 

C o r b u s i e r . b u t to W a l t e r G r o p i u s : r e f e r r i n g to L e d o u x ' s l a t e w o r k s , h e n o t e s : 

The principal artistic quality 0/ r/i. i^^^^j^^^La^^^^^hat 

Ledoux looked f01 above oil The formal prim i / 7 / < ^ ^ f l ^ ^ r % ^ ^ S ^ f f l J r m W o > M 

were baud corresponds to the leitmotif of our present architecture, cut Walter 

GropiuA haA expreAAed it in the first volume of the Bauhuus books: "a variety 

Starting with the Mttttefundamental type obtained by the alternate juxtaposi­

tion and AuperimpoAition of repetitive .spatial cells." |v L L C , 48 I 

It i s c l e a r t h a t i n t r a c i n g T h e d e v e l o p m e n t o f a u t o n o m o u s a r c h i t e c t u r e a f t e r 

L e d o u x . a n d t h r o u g h t h e n i n e t e e n t h c e n t u r y . K a u l m a n n i s a w a r e o t t h e d e t e ­

r i o r a t i o n i n a e s t h e t i c c o n t e n t , a n d o f t h e d e l e t e r i o u s e f f e c t s o t t h e i n c e s s a n t 

r e p e t i t i o n o f t h e " p a v i l i o n s y s t e m . " T h u s h e a n a l y z e s t h e t e a c h i n g m e t h o d 

a n d i n f l u e n c e of l e a n - N i c o l a s L o u i s D u r a n d . w h o s y s t e m a t i z e d L e d o u x ' s o w n 

s y s t e m t o r t h e E c o l e P o l y t e c h n i q u e . r e p e a t i n g I h e f u n d a m e n t a l e l e m e n t s o l 

a r c h i t e c t u r e a s if t h e y w e r e s o m a n y g e o m e t r i c a l p o i n t s , l i n e s , a n d p l a n e s o n 

g r a p h p a p e r , a n d s e e s t h i s m e t h o d ' s e f f e c t s o n a r c h i t e c t s l i k e D u b u t . B u t it i s 

e q u a l l y o b v i o u s t h a t K a u f m a n n i s h e r e o n l y a t t e m p t i n g t o d e m o n s t r a t e t h a t 

d e s p i t e t h e o v e r t h i s t o r i c i s t " c l o t h i n g " o f t h e p a v i l i o n s i n q u e s t i o n , v a r i e d 

a c c o r d i n g to t a s t e a n d s t y l i s t i c r e v i v a l t h r o u g h t h e c e n t u r y , t h e s u r v i v a l o f t h e 

p a v i l i o n , a n d i t s f u n d a m e n t a l l y g e o m e t r i c a l t u r n i i o n a l f o u n d a t i o n , a l l o w e d 

t h e p r i n c i p l e s of m o d e r n i s m t o s u r v i v e i l n o t to p r o s p e r . 

H i s a s s e s s m e n t o f t h e e f f e c t s o f a u t o n o m y o n u r b a n i s m i s , f o r e x a m p l e , 

b l e a k e n o u g h , a n d p a r a l l e l to t h a i o l C a m i l l a S i n e a I t h e e n d o f t h e n i n e t e e n t h 

c e n t u r y : c a s t i g a t i n g t h e p a v i l i o n s t r u c t u r e s a r o u n d t h e P l a c e d e I ' E t o i l e . t h e 

P l a c e R o y a l e i n M u n i c h , o r t h e R i n g s t r a s s e i n V i e n n a , w h o s e b u i l d i n g s 

are set up. like isolated blocks. In their isolation, each one could, without 

hindering itj> attractiveness, be displaced to another site. It is of little impor­

tance that the parti have been realized and are oj different appearance, OA in 

Munich, or are contemporary and fit amongst themselves as in Vienna. The 

double aspect of the past century which, like Ian us. looks at once forward and 

backward, appears even more clearly in that portion of the Ringstrasse with 

the monumental buildings of the Parliament, the City Hall, the University, and 

the Theater. Conceived according to an uliAolutely heteronomouA inspiration, 

the buildings are destined for show. In this intention, each of them curries an 

old suit, passing for Creek. Gothic, or late Renaissance. Rut in this dtversity 

there iA also a new trait: the total indifference to the effect of the whole. Each 

building remains in a total isolation, none is linked in an ensemble. | v u . C , 6 i | 

Y e t . d e s p i t e t h e m o r i b u n d , h a l f h e t e r o n o m o u s , h a l l a u t o n o m o u s a s p e c t o f 

t h e s t y l e - r e v i v a l b u i l d i n g s o f t h e R i n g s t r a s s e . t h e p r i n c i p l e of a u t o n o m y s u r ­

v i v e d to t r i u m p h i n t h e y o u n g e r g e n e r a t i o n o f m o d e r n i s t s f o l l o w i n g B e r l a g e . 

K a u f m a n n i s not inclined to enter i n t o a d e t a i l e d a n a l y s i s o f t w e n t i e t h e c u 

t u r y m o d e r n i s m a s a c o n c l u s i o n to h i s L e d o u x m o n o g r a p h : f o r h i m . t h e s i m p l e 

" e v i d e n c e " o f L e C o r b u s i e r a n d h i s c o n t e m p o r a r i e s i s e n o u g h to m a k e t h e p o i n t . 

I n t e r e s t i n g l y e n o u g h , it i s R i c h a r d N e u t r a , t h e V i e n n e s e e x i l e i n California, 

w h o s e Wie haul Ameriko h a d b e e n p u b l i s h e d i n 1927, w h o i s s e l e c t e d a s t h e 

s p o k e s m a n l o i m o d e r n i s m ' s c o n t i n u i t y w i t h t h e p a s t , R o m a n , a n d B a r o q u e : 

N e u t r a , q u o t e d b y K a u f m a n n . w r i t e s : 

It is a long way from the plastic formalism of the Creek world to the twisted 

facades of the Baroque, hut this route is not illogical, it always crosses so to 

speak the same region: that of a certain spiritual attitude towards architectural 

creation. The general principle the development of which we have wanted to dem 

onAtrate here in architecture iA defined by Neutra in theAe terms,: Dissociation. 

juxtaposition, thestru t delimitation of concepts, of the domains of thought and 

actum, such .seem to he the fundamental tendencies of this development." 

I t i s , n o n e t h e l e s s , w i t h L e C o r b u s i e r t h a t K a u l m a n n c o n c l u d e s h i s l i t t l e h o o k , 

a L e C o r b u s i e r r e p r e s e n t e d n o t o n l y b y Vers UM architecture, b u t b y t h e trans 
l a t e d v e r s i o n o f U r b a n i s m e . S t a d t e b a u , a n d m o r e r e c e n t l y s t i l l b y t h e f i r s t 

v o l u m e o f h i s Oeuvres completes. 1910 to 1929. p u b l i s h e d i n 1930. K a u f m a n n 

w a s t h u s a b l e to r e f e r to t h e a l r e a d y c o m m o n p l a c e s o f t h e " f a s c i n a t i o n f o r t h e 

s t r a i g h t l i n e , " o r t h e " r e t u r n to t h e " f u n d a m e n t a l r e a l i t i e s o f t h e s p h e r e , t h e 

c u b e a n d t h e c y l i n d e r i n g r e a t a r c h i t e c t u r e " b u t a l s o t o e x t e n d h i s c o m p a r i s o n 

w i t h L e d o u x to t h e l a y o u t a n d p r o j e c t e d m o n u m e n t s of t h e C i t e M o n d i a l e . w i t h 

l i s ,111 e a d y c o n t e n t i o u s p y r a m i d a l s c h e m e f o r a M u n d a n e u m o r w o r l d m u s e u m , 

r e m i n i s c e n t o f t h e p y r a m i d s o f L e d o u x a n d B o d i c e . K a u f m a n n . a s o p p o s e d to 

t h e t r e n c h a n t c r i t i q u e s o f t h e M a r x i s t K a r e l T e i g e , l a u d s t h e " i d e a l i s m " o f t h i s 

u t o p i a a s d i r e c t l y r e l a t i n g t o . i f n o t i n f l u e n c e d by. t h a t of L e d o u x : 

The resemblance between the epoch of Ledoux and our own is not limited (this 

will he one of our conclusions) to formal and thematic aspects. This resem­

blance does not only rest in the fact that in his epoch us our own one sees the 

new and important problem of the musses emerge as the powerful motive of 

•solutions. Independently of the new demands of the real, one discerns nowus 

at that epoch a new idealism. Il appears in LArchitecture of Ledoux as in the 

writings of Le Corbusier. in the project for the Ideal City as in the Cite Modiale. 

It is in this idealism, founded on the new ideals ofethu A and law. in which is. in the 

end. rooted, it seems to us. before 1800 even as today, the renewal of architecture. 

K a u l m a n n c o n c l u d e s : 

Because Le Corbusier has no less faith in these than Ledoux. because in the 

one and in the other the intimate link between art and life is as strong, one 

must cite, side by side, the master whose work crowns the triumph of the new 

prim iples and he u/hose activity has opened the way for these principles. 

S T R U C T U R A L A N A L Y S I S 

K a u f m a n n ' s m e t h o d s o f a n a l y s i s , a s w e l l a s t h o s e o f t h e V i e n n a S c h o o l w i t h 

w h i c h h e w a s to b e l o o s e l y a s s o c i a t e d , h a v e o f t e n b e e n c r i t i c i z e d f o r t h e i r i n c i p ­

ient " f o r m a l i s m . " a n d e s p e c i a l l y s o f r o m t h e l e f t i n t h e 1 9 3 0 s . T h u s M e y e r S c h a -

p i r o . r e s p o n d i n g t o t h e c o n f u s e d a n d c o n t r a d i c t o r y " f o r m a l i s m " o f t h e V i c n 

n o s e S c h o o l , i n a n i n c i s i v e r e v i e w ot t h e p u b l i c a t i o n s o l t h e " N e w V i e n n e s e 

S c h o o l " o f a r t h i s t o r y , t r i e d to r e d r e s s t h e h i s t o r i c a l p r o b l e m i n t e r m s o f a l e s s 

r e d u c t i v e p o l i t i c a l p o s i t i o n . A s s e s s i n g E m i t K a u f m a n n ' s a r t i c l e " T h e C i t y o f 

t h e A r c h i t e c t L e d o u x . " a n d t h e l a t e r Von Ledoux bis Le Corbusier. S c h a p i r o . 

w h i l e r e c o g n i z i n g t h e m e r i t o l K a u f m a n n ' s r e s c u e o f L e d o u x . p o i n t e d to t h e 

I i m i t a t i o n s o l t h e f o r m a l a p p r o a c h i n r e l a t i n g a r c h i t e c t u r e to i t s s o c i a l c o n t e x t . 

K a u f m a n n h a d a t t e m p t e d t o j o i n w h a t h e c a l l e d L e d o u x ' s p r i n c i p l e o f a r c h i t e c 

t i n a l " a u t o n o m y " - t h e d e r i v a t i o n o f a n a r c h i t e c t u r a l a e s t h e t i c f r o m i n t e r n a l 

r e q u i r e m e n t s o f c o n s t r u c t i o n a n d u s e r a t h e r t h a n f r o m a n y e x t e r n a l , i m p o s e d 

a r t i s t i c c o n c e p t i o n - to a s i m i l a r c h a r a c t e r i s t i c o f e m e r g i n g b o u r g e o i s SOCi 

e t y . - " w h i c h t h i n k s o f i t s e l f a s c o m p o s e d o f i s o l a t e d , e q u a l l y f r e e i n d i v i d u 

a l s . " S c h a p i r o a r g u e d t h a t K a u l m a n n , i n f a c t , h a d s u c c e e d e d o n l y i n j o i n i n g a n 

a r c h i t e c t u r a l p r i n c i p l e to a s o c i a l p r i n c i p l e , o n e f o u n d i n d e e d i n L e d o u x ' s w r i t 

i n g s . " T h e c o r r e l a t i o n . " S c h a p i r o w r o t e , " i s w i t h b o u r g e o i s i d e o l o g y , no t w i t h 

t h e .11 T I I . J I i l a s s s t i i n t u r e a n d 1 o n d i t i o n s o l b o u r g e o i s s i x l e t y , a n d d e p e n d s 

m o r e o n q u o t a t i o n s t h a n o n a s t u d y o f s o c i a l a n d e c o n o m i c h i s t o r y . " I n t h e 

l i g h t o f o u r a n a l y s i s o t K a u f m a n n ' s t h e s e s o f a u t o n o m y , w e w o u l d h a v e to c o n 

d u d e t h a t K a u f m a n n m i g h t h a v e r e a d i l y a g r e e d w i t h S c h a p i r o ' s c r i t i q u e : l a r 

f r o m t r y i n g to d e v e l o p a m a t e r i a l i s t h i s t o r y a s s u m i n g t h e f u n d a m e n t a l r e l a ­

t i o n s b e t w e e n b a s e a n d s u p e r s t r u c t u r e , s o c i e t y a n d c u l t u r e . K a u f m a n n ' s a i m s 

w e r e s u r e l y m o r e m o d e s t a n d c o n f i n e d to d e m o n s t r a t i n g t h e r e l a t i o n s b e t w e e n 

t h o u g h t a b o u t s o c i a l f o r m , a n d t h o u g h t a b o u t a r c h i t e c t u r a l f o r m . 

B u t K a u f m a n n ' s m e t h o d w a s no t o n l y a t t . n k e d I r o m t h e l e f t . I i k e m a m 

s o c i a l - d e m o c r a t i c t h e s e s i t w a s e q u a l l y s u b j e c t t o c r i t i c i s m f r o m t h e r i g h t . 
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I n d e e d . K a u f m a n n d i d no t h a v e to l o o k s o l a i l o r h i s e n e m i e s a s t h e B e r l i n 

o l H i t l e r ' s p u t s c h : H a n s S e d l m a y r . a n o t h e r d i s t i n g u i s h e d s t u d e n t o l W o l f f l i n . 

a n d a n e d i t o r o f t h e V i e n n a s c h o o l ' s f l a g s h i p j o u r n a l , t h e KunstwisAetiAi haftli 

che ForJkchwtgen, i n w h i c h K a u f m a n n h a d p u b l i s h e d h i s b r e a k t h r o u g h a r t i c l e , 

h a d , d u r i n g t h e s e y e a r s t a k e n s h a r p i s s u e w i t h K a u f m a n n ' s d e m o c r a t i c a n d 

i d e a l i s t i c r e a d i n g o l t h e a r c h i t e c t u r e o f 1 8 0 0 , a n d p r e c i s e l y f r o m a c o n s e r v a ­

t i v e , s o o n to b e c o m e f a s c i s t , c o m m i t m e n t . I t i s i n c o m p a r i s o n w i t h S e d l m a y r ' s 

a p p r o a c h t h a t K a u f m a n n s e e m s l e s s a n d l e s s t h e V i e n n a S c h o o l h i s t o r i a n , a n d 

m o r e a n d m o r e t h e s t u d e n t o f D v o r a k . 

I t w a s H a n s S e d l m a y r . o f a l l t h e V i e n n . i S ( h n o l h i s t o r i a n s , w h o t o o k s e r i 

o u s l y t h e l e s s o n s o l R i e g l , i n o p p o s i t i o n to h i s d i s s e r t a t i o n a d v i s o r l u l i u s 

S c h l o s s e r . i n c o n c e p t u a l i z i n g a m e t h o d ot a r t h i s t o r y t h a t c o m p l e t e l y i n t e 

g r a t e d a r c h i t e c t u r e : d e v e l o p i n g R i e g l ' s c o n c e p t o f K u n s t w o l l e n , a s r e i n t e r ­

p r e t e d b y h i s c o n t e m p o r a r y P a n o f s k y . i n t o w h a t h e t e r m e d a " S t r u k t u r a n a l y s e " 

o r a n a l y s i s o l s t r u c t u r a l p r i n c i p l e s . T h e s e w e r e n o t . o t c o u r s e , t h e p r i n c i p l e s 

o l s t r u c t u r e , a s a n a r c h i t e c t u r a l h i s t o r i a n m i g h t u n d e r s t a n d t h e m . H i s w e l l -

k n o w n t r e a t i s e o n B o r r o m i n i ' s c h u r c h . S a n C a r l o a l i o Q u a r t r o F o n t a n c . f o u n d 

it-, s t r u c t u r a l p r i n c i p l e not 111 t h e a r c h i t e c t u r a l S t r u c t u r e , flOl e v e n in t h e 

" s t r u c t u r a l " o r g a n i z a t i o n o l i t s i n t e r s e c t i n g s p a c e s a n d v o l u m e s , b u t r a t h e r i n 

t h e d e c o r a t i v e t r e a t m e n t o f t h e w a l l . A s C h r i s t o p h e r W o o d n o t e s . " I n o t h e r 

w o r d s , s t r u c t u r e m a y r e v e a l i t s e l l i n a p p a r e n t l y m a r g i n a l o r m e a n i n g l e s s f e a ­

t u r e s . " I W o o d . 25I H e r e S e d l m a y r r e l i e s o n G e s t a l t t h e o r y to i n t r o d u c e t h e 

n o t i o n o l " s h a p e d v i s i o n . " t h a t i n h i s t e r m s f o r m e d a n o b j e c t i v e a n d r a t i o n a l 

w a y o f l o o k i n g b e n e a t h a p p e a r a n c e s , o f s e e k i n g o u t p r i n c i p l e s o f f o r m a n d 

o r g a n i z a t i o n n o t a p p a r e n t i n n o r m a l c h a r a c t e r i z a t i o n s o f f u n c t i o n , s t y l e , a n d 

t h e l i ke ' . W o o d a n d M e y e r S c h a p i r o b e f o r e h i m . h a v e p o i n t e d o u t t h e e n t i r e l y 

" s p e c i o u s " n a t u r e o f t h i s " r a t i o n a l i s m . " c r i t i c i z i n g i t s i n r u i t i o n i s t a n d i m p l i c 

i t l y r a c i s t u n d e r t o n e s . 

I n S e d l m a y r ' s t e r m s , w h i l e K a u f m a n n h a d ( t h e m e t h o d a f t e r a l l w a s s c i 

e n t i h c a l l y c o r r e c t ) a n a l y z e d t h e f o r m a l s h i f t s h e h a d e n t i r e l y m i s d i a g n o s e d 

t h e s y m p t o m s . W h e r e K a u f m a n n s a w r e n e w a l i n r e v o l u t i o n a r y a n d m o d e r n 

a r c h i t e c t u r e , S e d l m a y r s a w d e c a y a n d d e c l i n e ; w h e r e K a u f m a n n s a w Increas­

ing h e a l t h i n s o c i e t y a n d a r c h i t e c t u r e , S e d l m a y r s a w d e c a d e n c e a n d d e a t h . 

A r c h i t e c t u r e w a s b u t a s i g n o f t h e " h u g e i n n e r c a t a s t r o p h e " s e t o f f b y t h e 

R e v o l u t i o n , a " l o s s o f c e n t e r " a n d s t a b i l i t y i m a g e d b y w h a t to r S e d l m a y r w a s 

t h e m o s t c h a r a c t e r i s t i c m o t i f o f 1 8 0 0 . t h e s p h e r e , w i t h a l l i t s i m p l i c a t i o n s 

o f t h e d e s t a b i l i z a t i o n - t h e l i t e r a l d e r a c i n a t i o n o f t r a d i t i o n a l a r c h i t e c t u r e . 

K a u f m a n n ' s h e r o e s w e r e S e d l m a y r ' s d e v i l s : a s t h e l a t t e r o b s e r v e d o f G o y a : 

" T h e m o r e w e s t u d y t h e a r t o l G o y a , t h e m o r e i n t e n s e g r o w s o u t c o n v i c t i o n t h a t , 

l i k e K a n t i n p h i l o s o p h y a n d l . e d o u x ' s a r c h i t e c t u r e , h e i s o u e o l t h e g r e a t p u l v e r ­

izing f o r c e s t h a t b r i n g a n e w a g e i n t o b e i n g . " | L C . 117I S e d l m a y r . s e n s i n g a n 

a l l y i n h i s l i g h t a g a i n s t t h e d e m o n o t m o d e r n i s m , c i t e s E r n s t l u n g e r a p p i o v 

i n g l y i n c h a r a c t e r i z i n g t h e musealen trieb. t h e " f a c e t u r n e d t o w a r d s t h e t h i n g s 

o f d e a t h . " o f t h e c o n t e m p o r a r y e p o c h . 

M o r e s p e c i f i c a l l y , e x p l a i n i n g h i s s o - c a l l e d " M e t h o d o f C r i t i c a l F o r m s , " a 

m e t h o d h e c l a i m s i s " c a p a b l e o f s e p a r a t i n g t h e t r u e f r o m t h e f a l s e , " o f " c o n c e r n 

H a t i n g o n t h a t u n c o n s c i o u s s p h e r e o f i n s t i n c t i v e r e c e p t i v i t y " a n d o f " p o s s e s 

s i o n " i n w h i c h " t h e s o u l o t t h e a g e s t a n d s n a k e d b e f o r e u s " - a m e t h o d t h a t i s 

c o m m o n to t h e p a t h o l o g i s t a n d t h e p s y c h o l o g i s t - S e d l m a y r f i n d s i n t h e i m a g e 

o t L e d o u x ' s a r c h i t e c t u r e o n e s u c h a p p a r e n t l y b i z a r r e b u t f u n d a m e n t a l l y s y m p ­

t o m a t i c f o r m t h a t d e s c r i b e s t h e f o l l y o f t h e m o d e r n a g e : t h e Sphere H o u s e o f 

t h e A g r i c u l t u r a l G u a r d s t h a t K a u l m a n n h a d s e e n a s a b r a v e i n n o v a t i o n , a h a r ­

b i n g e r o f m o d e r n i s t a b s t r a c t i o n . 

Such a radical new form, for instance, is inherent in the idea of using a Apliere 

OJk the haAic form of an entire house. MoAt people have treated this notion aA 

nothing more than a had joke or a very ordinary piece of lunacy, while tlie more 

charitable have looked upon it land here he LA referring to the conclusion ofhiA 

Aometime VienneAe colleugue Emit Kaufmann] as an "experiment with form." 

The thing iA certainly insane enough, but if it n/ere no more than that. weAhoulil 

hardly he justified in waAtmg much time over it. 

A noiiAeuAicul idea, however, need by no meuiiA be wholly with 

out Aignificancp . . . Mtch abnormulitieA reveal very Apecific characteristics 

. . . ThiiA the Aphere when used us the Ahape of a building iA a critical form 

which . . . LA a Aymptom of a profound criiU both in architecture and in the 

whole life of the human Apirit. Here we ure beginning to deal with the zone 

of the uncoiiACiauA ... | |LG, 4I 

S e d l m a y r s a w t h i s n o n - a r c h i t e c t u r a l f o r m a s t h e f a t a l s y m p t o m o f a n 

a b s t r a c t i o n t h a t h a d . w i t h L e C o r b u s i e r . r e a c h e d i t s m o s t n o n s e n s i c a l a n d 

a n t i a r c h i t e c t u r a l e n d A g r e e i n g w i t h K a u f m a n n t h a t a u t o n o m y w a s t h e k e y 

l i t " i m p l i e s t h a t a r c h i t e c t u r e u n d e r L e d o u x h a d a s i t w e r e b e c o m e c o n s c i o u s 

o t i t s o w n t r u e n a t u r e - i t w a s t h e s a m e i d e a t h a t a n i m a t e d L o o s a n d L e 

C o r b u s i e r " ) . S e d l m a y r c a s t i g a t e s t h e M a i s o n S a v o y e a t P o i s s y . t h e e p i t o m e 

o f C o r b u s i a n m o d e r n i s m t o r S i g f r i e d G i e d i o n a n d p e r h a p s l o r K a u f m a n n too . 

a s i f r e s t e d " u p o n i t s s u p p o r t s u p o n t h e l a w n . " n o t h i n g m o r e t h a n t h e i m a g e 

of " a s p a c e s h i p t h a t h a s j u s t l a n d e d . " II.C.107I L e C o r b u s i e r ' s p i c t u r e s , w r o t e 

S e d l m a y r i n d i s g u s t . " a r e f u l l o t f l o a t i n g t r a n s p a r e n t t h i n g s , " | L C . i o i | 

S e d l m a y r i s h e r e o p p o s e d to t h e " a u t o n o m o u s " n a t u r e o f t h i s g e o m e t r i ­

c a l a r c h i t e c t u r e - i t s a p p a r e n t r e p u l s i o n f o r t h e e a r t h , a n a r c h i t e c t u r e w i s h i n g 

to f l y . t r a n s p a r e n t , f l o a t i n g i n t h e a i r ; a n d t h e r e b y n o l o n g e r h o l d i n g to i t s t e c ­

t o n i c f o u n d a t i o n s , a n d d a n g e r o u s l y o p e n to t h e d e l e t e r i o u s e f f e c t s o l w h a l h e 

c a l l s " p a p e r a r c h i t e c t u r e . " I t i s n o c o i n c i d e n c e t h a t S e d l m a y r u s e s K a u l m a n n 

a s t h e s c h o l a r l y s o u r c e o f e v e r y o n e of h i s c r i t i c a l d e s c r i p t i o n o f t h e d r e a m s , 

u n h a p p y v i s i o n s , a n d " s h a d o w v a l u e s " o l B o u l l e e ' s a n d L e d o u x ' s a r c h i t e c t u r e . 

I n d e e d . K a u l m a n n i s a c k n o w l e d g e d a s the- s o u r c e o f S e d l m a y r ' s w h o l e s t u d y , 

a s . m h i s p o s t l a c c , h e a d m i t s : 

The very beginningA oj this work were inspired by the reAearch of Emit 

Kaufmann on Ledoux. which came to my notice in igjo. I AOW at once that 

Kaufmann had Aucceeded in making a discovery of the utmoAt importance 

tOWardi the understanding of our age. hut that at the Aame rime he had not 

wholly recognized the true significance of hiA own diAcovery. and that the phe 

nontenO £0 clearly perceived by him were not correctly evaluated. | L C | 

O f c o u r s e , t h i s d o e s n o t p r e v e n t S e d l m a y r f r o m c l a i m i n g a l m o s t e q u a l c r e d i t , 

a s h e r e c o u n t s t h a t h e e x p o u n d e d t h e " t h o u g h t s . . . d e v e l o p e d h e r e " i n VerliiAte 

der Mitte i n a l e c t u r e g i v e n i n 1 9 3 4 . a n d a g a i n i n 1 9 3 7 i n a d i s c o u r s e t h a t w a s 

no t p u b l i s h e d , " f i n a l l y to s e t t h e m d o w n i n 1 9 4 1 , a n d g i v i n g t h e m " i n u n i v e r ­

s i t y l e c t u r e s i n 1 9 4 1 a n d 1 9 4 4 . " ' " 

T h i s d e b a t e b e t w e e n K a u f m a n n a n d S e d l m a y r h a s g e n e r a l l y b e e n s e e n , 

i n a r t h i s t o r i c a l c i r c l e s a t l e a s t , a s t h e s t a r t i n g p o i n t f o r t h e r e e v a l u a t i o n o l 

R e v o l u t i o n a r y a r c h i t e c t u r e , a s w e l l a s t h e o r i g i n o t m a n y m y t h s o n l y r e c e n t l y 

dispelled b y less f o r m a l i s t i c a n d m o r e h i s t o r i c a l l y d i s p a s s i o n a t e r e s e a r c h . B u t . 

f o r t h e m o m e n t . I w o u l d w a n t to h o l d s u c h c r i t i c i s m , i n o r d e r to f o l l o w u p 

t h e f u n d a m e n t a l d i s t i n c t i o n d r a w n b y H u b e r t D a m i s c h b e t w e e n w h a t s e m i o l o 

g i s t s a n d t h e i r h e i r s o v e r t h e l a s t d e c a d e s h a v e s p o k e n of a s t h e " m e a n i n g 

o l a r c h i t e c t u r e . " c o n s i d e r i n g a r c h i t e c t u r e a s a s y s t e m o f c o m m u n i c a t i o n , a n d 

t h e question, p o s e d b y D a m i s c h o t " w h a t a r c h i t e c t u r e m e a n s " i n a s p e c i f i c 

m o m e n t . A c c o r d i n g to t h e s e d i s t i n c t i o n s , w h e n K a u f m a n n w r o t e i n 1924 ot 

c l a s s i c i s m a s d e m a n d i n g a " h a r m o n y " t h a t c o n f i n e d " s i g n i f i c a t i o n . . . to t h e 

i n t r i n s i c q u a l i t i e s o t t h e s u b j e c t a n d t h e i r e x p r e s s i o n . " a n d o f n e o c l a s s i c i s m 

a s s e e i n g f o r m a s h a v i n g " n o o t h e r f u n c t i o n t h a n to b e t h e s u p p o r t t o r t h o u g h t . 



Left to right 
H a u s .ernes H o l z t a n l l e i s f H o u s e ol the Woodcutters" 

to t r a n s m i t i m p r e s s i o n s , to p r o v o k e s e n s a t i o n s . " h e w a s p e r h a p s n o t s o m u ( h 

s e e i n g t h e s e t w o a r c h i t e c t u r e s a s a c c o m p l i s h i n g t h i s g o a l w i t h i n t h e i r p a r t i c u ­

l a r s o c i e t i e s a n d c u l t u r e s , a s aspiring to t h a t g o a l i n t h e i r t h e o r i e s a n d i d e a l s . 

T h u s , s i m i l a r l y , w h e n h e s p e a k s ot L e d o u x i n t h e s a m e b r e a t h a s K a n t a n d 

R o u s s e a u , h e w a s p e r h a p s n o t s o m u c h c l a i m i n g t h a t t h e r e i s a n i n n e r e s s e n c e 

i n L e d o u x ' s a r c h i t e c t u r e t h a t i s K a n t i a n , n o r c e r t a i n l y t h a t L e d o u x h a d r e a d 

K a n t o r w i s h e d t o b e a K a n t i a n a r c h i t e c t , bu t m o r e s i m p l y t h a i t h e r e s e e m e d 

to b e a h o m o l o g y b e t w e e n , i n t h e i r different r e a l m s . L e d o u x ' s u s e o l s e p a r a t e , 

independent, g e o m e t r i c f o r m s , a n d s a y . K a n t ' s d e s i r e l o r p r i n c i p l e s o f i n d e p e n ­

d e n t c r i t i c a l j u d g e m e n t , a n d R o u s s e a u ' s r e t u r n to t h e p r i n c i p l e o f " n a t u r a l m a n . " 

I s a y " m o r e s i m p l y . " b u t i n f a c t , s u c h r e l a t i o n s i n t r o d u c e a c o m p l e x i t y i n t h e 

i n t e r p r e t a t i v e s t r u c t u r e t h a t i s b e l i e d b y t h e c r u d e j u x t a p o s i t i o n , a n d t h a t g o e s 

w e l l b e y o n d t h e e q u a l l y c r u d e " s o c i a l e c o n o m i c f o r m a l " p o s t u l a t i o n s of M a r x ­

i s t a r t h i s t o r i a n s o f t h e p e r i o d . H e r e . K a u f m a n n i s l e s s a f o l l o w e r o f t h e p s y c h o 

l o g i c a l f o r m a l i s m o l t h e V i e n n a S c h o o l t h a n a n a d h e r e n t o f t h e p r i n c i p l e s o l h i s 

m e n t o r . M a x D v o r a k ' s , c o n c e p t o f " t h e h i s t o r y o l a r t a s t h e h i s t o r y o f i d e a s . " 4 3 

A d m i t t e d l y . K a u f m a n n h a s b e e n c a s t a s a r e d u c t i v e s y s t e m a t i z e r i n h i s 

a t t e m p t to c o n s t r u c t a n i n t e r p r e t a t i v e s c h e m e d e r i v e d I r o m R i e g l ' s k u n s t w o l 

l e n t h a t c o r r e s p o n d e d to a r c h i t e c t u r e i n p a r t i c u l a r . A n d y e t h i s n o t i o n o f 

a n " a r c h i t e c t u r a l s y s t e m " a s d e v e l o p e d i n w r i t i n g s a f t e r h i s e m i g r a t i o n to 

t h e U n i t e d S t a t e s o f f e r e d a f a r m o r e p r e c i s e t o o l o f a n a l y s i s . A s h e d e f i n e d i t . 

" a t t e n t i o n i s f o c u s e d n o t s o m u c h o n p r o b l e m s of s t y l e , n o r o n d e s c r i p t i o n s o f 

s i n g l e f e a t u r e s , n o r e v e n o n t h e i n v e s t i g a t i o n i n t o g e n e r a l f o r m , b u r r a t h e r 

u p o n t h e i n t e r r e l a t i o n o f t h e s e v e r a l p a r t s o t t h e c o m p o s i t i o n , a n d e s p e c i a l l y 

t h e r e l a t i o n s h i p b e t w e e n t h e s e v e r a l c o m p o n e n t s a n d t h e w h o l e a r t h i t e c t u r a l 

c o m p o s i t i o n i t s e l f " 4 4 B u t h e r e w e h a v e m o v e d b e y o n d a g e n e r i c " w i l l to f o r m . " 

a n d e v e n b e y o n d S e d l m a y r ' s s t a t i c " s t r u c t u r a l a n a l y s i s . " t o a f l e x i b l e m o d e l 

t h a t a p p r o x i m a t e s n o t o n l y s i m i l a r t y p e s i n m u s i c a n d l i t e r a t u r e , a s w e l l a s 

p a i n t i n g , b u t a l s o , i n t h i s c a s e , t h e a r c h i t e c t ' s o w n d e s i g n p r o c e d u r e s . 

The architecture of the late eighteenth and nineteenth centuries, has much in 

common with classical and Baroque art. But these common traits concern 

only the surface. The continued use of classical features creates a certain 

superficial resemblance between these periods preceding and following the 

Revolution. Only by an analysis based on the concept of an "architectural 

system." can we appreciate how fundamentally the mode of architectural com­

position was transformed. l l S A H . 13I 

T h e c o m p a r i s o n a n d m a t c h i n g o f s u c h a s t r u c t u r e o n c e i d e n t i f i e d w i t h s i m i l a r 

s t r u c t u r e s i n t h o u g h t a n d s o c i a l l i f e w a s e n t i r e l y f l e x i b l e a n d a l w a y s s h i f t i n g : 

In the relationship between forms and system, each epoch establishes its own 

basic ideas of disposition and interrelation of parts. Either older forms are 

remodeled until they are perfectly ad ptsted to the new system of arrangement: 

or neic forms proffered by new constructional methods are adopted if they 

accord with the new system: or natural forms are reinterpreted in keeping with 

the changed ideal of general disposition. The search for new forms is. therefore, 

a net essary consequence of the desire for a new system. Forms themselves are 

secondary factors: the system is the primary consideration. I I S A H . 18I 

W e m i g h t c h a r a c t e r i z e t h i s m e t h o d , a s o p p o s e d to t h e m o r e p s y c h o l o g i c a l a n d 

t e l e o l o g i c a l " s t r u c t u r a l a n a l y s i s " o l S e d l m a y r . a s n o t s o m u c h s t r u c t u r a l a s 

"structuralist" p a r a l l e l i n g s i m i l a r c o n t e m p o r a r y a t t e m p t s to i d e n t i f y s y s t e m s 

of r e l a t i o n s h i p s i n l i n g u i s t i c s a n d s y m b o l s by, s a y . C a s s i r e r a n d I ' a n o f s k y i n 

o t h e r d o m a i n s . 

B u t a g a i n K a u f m a n n ' s s t r u c t u r a l i s m h a s a h i s t o r y t h a t g r o u n d s it i n t e m ­

p o r a l i t y , a n d e v e n t h o u g h h i s h i s t o r y f a l l s s h o r t o f S c h a p i r o ' s d e s i r e d s o c i a l 

a n d e c o n o m i c e n q u i r i e s , i t i s r i g o r o u s l y e n o u g h b a s e d in i n t e l l e c t u a l d e v e l o p ­

m e n t s . I n d e e d it i s c l e a r t h a t K a u f m a n n i n t e n d s u s to s e e h i s " a r c h i t e c t u r a l 

s y s t e m " a s o n t h e s a m e p l a n e a s a n d c o m m e n s u r a t e w i t h i n t e l l e c t u a l d e v e l ­

o p m e n t s , a s t h e m a n i f e s t a t i o n , i n o t h e r w o r d s , o f t h e a r c h i t e c t ' s t h o u g h t p ro ­

c e s s e s . T h i s i s w h a t h e m e a n s w h e n h e s p e a k s o l " p e e r i n g b e h i n d t h e l a i a d e o l 

a r c h i t e c t u r a l d e v e l o p m e n t " to " d i s c o v e r t h e m e t a p h y s i c a l b a c k g r o u n d of b u i l d 

i n g " i n a p a r t i c u l a r e r a . I I S A H . I 8 | T h i s n o t i o n of t h e p a r t i c u l a r e r a w a s f u n d a ­

m e n t a l to K a u f m a n n ' s v i e w o f t h e s p e c i f i c i t y o t h i s t o r y . A s h e n o t e d i n a r e v i e w 

o t N i l s ' s s t u d y o f t h e w o r k o f L o u i s - l e a n D e s p r e z . " e a c h e p o c h r e q u i r e s s p e c i f i c -

c a t e g o r i e s o f t r e a t m e n t . " N e w m a t e r i a l s h o u l d n o t be i n t e r p r e t e d w i t h i n t h e 

c a t e g o r i e s " d e r i v e d , o r i g i n a l l y . I r o m t h e p r o d u c t i o n o l a n o t h e r ( a s a r u l e p r i o r ) 

p e r i o d . " b u t r a t h e r a c c o r d i n g to " s o m e n e w a p p r o a c h a d e q u a t e to t h e i r n o v e l 

w a y s . " H e c o n c l u d e d : " T h e i d e a o f a l l e m b r a c i n g c a t e g o r i e s i s a c h i m . i e i a . S t i l l 

w o r s e , o t c o u r s e , i s t h e s t e r i l e a p p l i c a t i o n o f c a t e g o r i e s f o r m e d o n t h e a c c o m ­

p l i s h m e n t s o f a d i f f e r e n t p e r i o d . " 4 5 

K a u f m a n n e l a b o r a t e d o n t h i s i n a r e v i e w a r t i c l e of 1946: 

We live in a time 111 which the gathering and recording of factual data are often 
considered the unique end of art history. No doubt such activity is indispens 

able. Yet one should not overlook the fact that it does not require much original­

ity to transform a card file into a book, after having added just a few details 

to the findings of many predecessors in a field labored, perhaps, through cent 11 

nes. One should rate higher the biographer who ventures out into unmapped 

territory, who discovers a forr proffers a new picture of a personality, and en 

era. Such a biographer is more likely to err in his evaluations and comments 

than the simple compiler, although the latter is by no menas infallible in his 

attributions. Art history should not care less about the epiphenomenon than 

the phenomenon. The biographer who struggles to grasp the meuning of'artis­

tic production will become a source of stimulus and progress for the discipline 

even when he errs Needless to say. these remarks apply still better to those 

nire historians who. gifted with a keen vision, rediscover or reinterpret a whole 

epoch as. e.g.. did the scholars who about igoo inaugurated the study of the 

Baroque, or those who somewhat later brough Mannerism to liglit. Inteprctu 

five history alone is constructive history *6 

I n t h i s q u a s i a u t o b i o g r a p h i c a l j u s t i f i c a t i o n , w e s e n s e n o o n l y t h e p a t h o s 

o l t h e l o n e l y e x p l o r e r , t h e d e s t i t u t e s c h o l a r s e a r c h i n g l o r h i s " C a l i f o r n i a . " b u t 

a l s o t h e c o n s c i o u s n e s s o f t h e h e r o i c r o l e o f s c h o l a r s h i p i t s e l f a s . b u i l d i n g o n 

i t s formative a c h i e v e m e n t s , h a s t h e c o u r a g e t o i n v e n t i t s o w n f u t u r e . M o r e o r 

l e s s p e n n i l e s s a f t e r h i s f l i g h t f r o m E u r o p e . K a u f m a n n h a d e k e d o u t a l i v i n g 

o n g r a n t s f r o m t h e F l i t b r i g h t C o m m i t t e e a n d t h e A m e r i c a n P h i l o s o p h i c a l S o c i ­

e t y , f i n d i n g i n t h e A v e r y L i b r a r y a n d n u m e r o u s o t h e r c o l l e c t i o n s m o r e g e n e r a l 

m a t e r i a l f o r h i s e x p a n d i n g s t u d i e s of e n l i g h t e n m e n t a n d r e n a i s s a n c e a r c h i t e c ­

t u r e . H e d i e d f o r l o r n l y o n h i s s e c o n d j o u r n e y to L o s A n g e l e s i n 1953 i n C h e y ­

e n n e . W y o m i n g . It w a s w i t h c h a r a c t e r i s t i c h u m i l i t y t h a t K a u f m a n n a d m i t t e d 

i n h i s p o s t h u m o u s l y p u b l i s h e d b o o k : " I d o no t b e l i e v e t h a t I h a v e s o l v e d t h e 

m o m e n t o u s p r o b l e m o f h o w t h e a r c h i t e c t u r a l t r a n s f o r m a t i o n o f a b o u t 1800 

c a m e to p a s s . " 4 7 

V O N K A U F M A N N B I S J O H N S O N U N D R O S S I 

The cubic, "absolute" form of my glass house and the separation of functional 

units into two absolute shapes rather titan a major or minor massing of parts 

Comes directly from Ledoux, the Eighteenth Century father of modern architecture 

(see Emit Kaufmann's excellent study Von Ledoux bis Le Corbusier). The cube and 

tiie sphere, the pure mathematical shapes, were dear to the hearts of those intel­

lectual revolutionaries from the Baroque, and we are their descendants. 

P h i l i p l o h n s o n . Architectural Review. 195c)4* 



I n r e t r o s p e c t , i t w a s p e r h a p s n o t e n t i r e l y a n a c c i d e n t , n o r t o t a l l y i r o n i c , t h a t 

K a u f m a n n ' s h e l i e t t h a t a r c h i t e c t u r e ' s " a u t o n o m y " w a s h e l d to p a r a l l e l t h e 

e m e r g i n g " a u t o n o m y " o f t h e b o u r g e o i s ( m o d e r n ) i n d i v i d u a l w a s to a p p e a l s o 

s t r o n g l y to t h a t p a r a d i g m o f t h e h i g h b o u r g e o i s a r c h i t e c t P h i l i p J o h n s o n . S o m e ­

t i m e b e t w e e n 1 9 3 8 a n d 1 9 4 0 , w i t h p e r h a p s a b r i e f s t a y i n L o n d o n o n t h e w a y , 

K a u f m a n n f l e d t o t h e U n i t e d S t a t e s : i n 1 9 4 2 , h e w a s a s k e d to p r e s e n t h i s w o r k 

to t h e n e w l y c o n s t i t u t e d S o c i e t y o f A r c h i t e c t u r a l H i s t o r i a n s a t t h e C a m b r i d g e 

h o u s e of P h i l i p l o h n s o n . w h o s e v i s i t s to G e r m a n y w i t h H e n r y R u s s e l l H i t c h c o c k 

h a d a l e r t e d h i m to t h e g r o w i n g i n t e r e s t i n e i g h t e e n t h c e n t u r y n e o - c l a s s i c i s m . 

T h e t e x t o l t h i s t a l k . K a u f m a n n ' s f i r s t E n g l i s h - l a n g u a g e a r t i c l e , w a s p u b l i s h e d 

i n t h e n e x t y e a r i n t h e Journal of the American Society of Art Historian*, 

B a s e d o n l o h n s o n ' s o w n e n c o u n t e r w i t h G e r m a n h i s t o r y a n d t h e o r y , it 

w a s K a u f m a n n w h o p r o v i d e d t h e c o n v e n i e n t l i n k b e t w e e n t h e n e o c l a s s i c i s m 

o l S c h i n k e l , a d m i r e d b y b o t h N a t i o n a l S 0 1 i a l i s t s a n d t h e t h e n s y m p a t h e t i c 

l o h n s o n . a n d t h e m o d e r n i s m of L e C o r b u s i e r a n d M i e s , a s h e h a d described 
t h e t r a j e c t o r y o f m o d e r n a r c h i t e c t u r e b e g i n n i n g w i t h t h e E n l i g h t e n m e n t a n d 

c u l m i n a t i n g i n L e C o r b u s i e r . l o h n s o n h a d r e a d K a u f m a n n ' s 1 9 3 3 b o o k Von 

Ledoux biA Le CorbuAier. a n d w a s e a s i l y a b l e to r e c o n c i l e K a u f m a n n ' s f o r m a l 

l i n k a g e o l l . e d o u x a n d L e C o r b u s i e r w i t h h i s o w n p r e d i l e c t i o n f o r S c h i n k e l a n d 

M i e s - von Schinkel biA MieA s e e m e d a n a t u r a l c o r o l l a r y to K a u f m a n n ' s Von 

Ledoux biA Le CorhuAier a s w a s t h e i m p l i e d e x t e n s i o n . " V o n S c h i n k e l . L e d o u x , 

L e C o r b u s i e r . u n d M i e s , b i s l o h n s o n . " B u t o f c o u r s e , t h e e n t i r e a r c h i t e c t u r a l 

c a r e e r o f l o h n s o n . r a c i n g t o k e e p u p w i t h t h e s t y l i s t i c Z e i t g e i s t , s e e m e d to e e l 

e b r a t e t h e a e s t h e t i c a u t o n o m y o l t h e d i s c i p l i n e . 

W r i t i n g o n h i s G l a s s H o u s e i n N e w Canaan, C o n n e c t i c u t , i n t h e Architec 

tural Review of 1 9 5 0 . l o h n s o n s p e c i f i c a l l y c i t e d K a u f m a n n ' s b o o k i n o r d e r to 

l i n k t h e g e o m e t r i c a l f o r m s of L e d o u x to h i s o w n c u b i c d e s i g n . A r c h i t e c t u r a l 

" a u t o n o m y , " b y w h i c h l o h n s o n m e a n t v a r i o u s l y : t h e f r e e p l a y o f a r c h i t e c t u r a l 

l a n g u a g e a s s t y l e , t h e i n d e p e n d e n c e o l a r c h i t e c t u r e f r o m s o c i e t y , a n d t h e p e r 

s o n a l f r e e d o m to c h a n g e s t y l e a t w h i m , t h e n c e b e c a m e a w a t c h w o r d o f h i s p r a c ­

t i c e . I n d e e d t h e e n t i r e a r t i c l e w a s a n e a t a n d e n t i r e l y u n a b a s h e d c o l l a g e of 

K a u f m a n n . L e C o r b u s i e r . a n d M i e s v a n d e r R o b e , i n e i g h t e a s y s t a g e s . F i r s t , 

l o h n s o n i l l u s t r a t e s L e C o r b u s i e r ' s 1 9 3 3 p l a n f o r a v i l l a g e f a r m i n o r d e r to 

d e s c r i b e t h e a p p r o a c h to h i s o w n h o u s e : " t h e f o o t p a t h p a t t e r n b e t w e e n t h e t w o 

h o u s e s 1 c o p i e d f r o m t h e s p i d e r w e b - l i k e f o r m s o l L e C o r b u s i e r . w h o d e l i c a t e l y 

r u n s h i s c o m m u n i c a t i o n s w i t h o u t r e g a r d t o r t h e a x i s of h i s b u i l d i n g s o r s e e m 

i n g l y a n y k i n d o f p a t t e r n . " S e c o n d l y . M i e s ' s p l a n t o r I I T . 1 9 3 9 i s a d d u c e d f o r 

t h e f o r m a l l a y o u t o f t h e t w o p a v i l i o n s i n N e w C a n a a n . T h i s p r e c e d e n t i s f o l ­

l o w e d q u i c k l y b y T h e o v a n D o e s b u r g ' s p a i n t i n g ( t h e o r i g i n o f l o h n s o n ' s " a s y m ­

m e t r i c s l i d i n g r e c t a n g l e s " ) . A u g u s t C h o i s y ' s p l a n a n d p e r s p e c t i v e o f t h e A t h e ­

n i a n A c r o p o l i s , o n e a l r e a d y c o m m a n d e e r e d b y L e C o r b u s i e r to i l l u s t r a t e t h e 

d y n a m i c f o r c e o f n o n - r e c t i l i n e a r p l a n s i n VerA une Architecture. S c h i n k e l ' s 

C a s i n o i n G l i e n e c k e . a n d . a s a p r e l u d e to M i e s ' s g l a s s - h o u s e i d e a . L e d o u x ' s 

s p h e r i c a l H o u s e of t h e A g r i c u l t u r a l G u a r d s , s o m u c h l o v e d b y K a u f m a n n a n d 

h a t e d b y S e d l m a y r . B u t n o w . i n 1 9 4 9 - 5 0 l o h n s o n h a s c a s t a s i d e a n y r e s i d u a l 

a f f e c t i o n f o r N a t i o n a l S o c i a l i s t c u l t u r e , a n d p r e f e r s to f o l l o w t h e p r o g r e s s i v e 

p a t h o f m o d e r n i s m , f r o m L e d o u x to L e C o r b u s i e r : t h e n c e to K a s i m i r M a l e v 

i t c h a n d t h e S u p r e m a t i s t p a i n t i n g t h a t a f f o r d e d t h e p l a n o f t h e G l a s s H o u s e ' 

w i t h a c i r c l e i n a r e c t a n g l e , a n d f i n a l l y to M i e s , w h o c o n c l u d e s t h e e i g h t p o i n t s 

o l l o h n s o n ' s n e w a r c h i t e c t u r e w i t h t h e F a r n s w o r t h H o u s e , 1 9 4 7 - 1 9 5 0 . S u c h a 

n e a t r e - w r i t i n g o f h i s t o r y , a r e v e r s a l i n a s e n s e o f t h e p r o g r e s s i v e m o v e m e n t 

d e s c r i b e d b y t h e h i s t o r i a n s o f K a u f m a n n ' s g e n e r a t i o n , w i l l b e a l e i t m o t i f o f 

" p o s t m o d e r n i s m " f r o m t h e 1 9 6 0 s o n . 

T h e p a r a d o x , o f c o u r s e , i s t h a t l o h n s o n . o f t e n c r i t i c i z e d fo r " b e t r a y i n g 

M i e s " i n t h e o b v i o u s l y b o x l i k e a n d n o n - u n i v e r s a l c o u n t e r - h o r i z o n t a l s p a c e 

o f t h e G l a s s H o u s e w a s t h e r e f o l l o w i n g K a u f m a n n ' s p r i n c i p l e s o f a u t o n o m y 

a l m o s t to t h e l e t t e r . R e v e a l i n g h i s d e e p e r a f f i n i t i e s w i t h G e r m a n n e o - c l a s s i 

a s m a n d S c h i n k e l . b u t d i s g u i s i n g t h e m b y a s i d e - t r i p t o F r a n c e a n d l i b e r a l , i de ­

a l i s t c l a s s i c i s t m o d e r n i s m . J o h n s o n in l a d p r o d u c e s a t r a n s p a r e n t " L e d o u x " 

b o x . t h a t " p r o v e s " K a u f m a n n ' s t h e s i s e v e n m o r e p o w e r f u l l y t h a n L e C o r b u s i e r 

( t o o w e d d e d to t h e h o r i z o n t a l l y o p e n D o m i m o d i a g r a m ) c o u l d h a v e e v e r a c c o m 

p l i s h e d . P e r h a p s t h i s w a s t h e f a t e o f " l a t e m o d e r n i s m s , " to a u t h o r i z e a l r e a d y 

w r i t t e n h i s t o r y r a t h e r t h a n m a k i n g it f o r t h e m s e l v e s . 4 4 
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T h i r t y y e a r s a f t e r t h e c o m p l e t i o n o l t h e G l a s s H o u s e , t h e a r c h i t e c t A l d o R o s s i , 

a l s o w o r k i n g o u t o f c o n c e p t s h e d e r i v e d f r o m K a u f m a n n ' s a n a l y s i s o f E n l i g h t 

e n m e n t a r c h i t e c t u r e , s a w i n t h e c o n c e p t o f " a u t o n o m y " a m e a n s o f s a v i n g 

a r c h i t e c t u r e f r o m a n i n c r e a s i n g l y d i s s e m i n a t e d H e l d o f a e s t h e t i c , s o c i a l , a n d 

p o l i t i c a l a u t h o r i z a t i o n s , a n d u n d e r s t o o d t h e w o r d to r e f e r to t h e i n t e r n a l s t r u c 

t u r e o f a r c h i t e c t u r a l t y p o l o g i e s a n d f o r m s , a s t h e y f o r m e d p a r t o f t h e s e d i -

m e n t e d s t r u c t u r e o f t h e h i s t o r i c a l c i t y . 

F o r R o s s i , h o w e v e r , a s e v i n c e d b y h i s r e v i e w s a n d c r i t i c a l w r i t i n g s f r o m 

t h e l a t e 1 9 5 0 s o n . " a u t o n o m y " a l s o r e p r e s e n t e d t h e p u r e s t h e r i t a g e o l E n l i g h t ­

e n m e n t , a n d t h e n c e t h e m o d e m m o v e m e n t , f o r a n a g e t h a t h a d l o s t i t s s e n s e 

of r o o t s i n t h e e c l e c t i c i s m , a n d m o r e to t h e p o i n t , i n t h e a d | u s t m e n t s r e q u i r e d 

b y t h e p o s t f a s c i s t p o l i t i c a l s t r u g g l e s o f t h e i m m e d i a t e p o s t w a r p e r i o d . I n t h i s 

c o n t e x t . R o s s i ' s f a s c i n a t i o n w i t h t h e g e o m e t r i c a l f o r m s o f l a t e E n l i g h t e n m e n t 

a r c h i t e c t u r e w a s m o r e t h a n a s i m p l e a t t e m p t to r e c u p e r a t e t h e s o u r c e s o f p r e 

a n d m o d e r n i s t m i n i m a l i s m , b u t w a s g r o u n d e d i n h i s r e a d i n g o f K a u f m a n n ' s 

w r i t i n g s , n o t o n l y o f Von Ledoux biA Le CorbuAier. bu t a l s o o f h i s p o s t w a r 

b o o k s . Three Revolutionary ArchitectA: Boullee. Ledoux. Lequeu ( 1 9 5 3 ) a n d 

t h e m o r e g e n e r a l , p o s t h u m o u s l y p u b l i s h e d . Architecture in the Aye of ReaAon. 

Baroque and PoAt Baroque in Fnqlaud. Ituly. and France. ( 1 9 5 5 ) . It w a s t h e s e 

b o o k s t h a t R o s s i r e v i e w e d f o r CaAubella, t a k i n g n o t e o f t h e e a r l i e r 1 9 3 0 s 

e s s a y s , a n d f o u n d i n t h e m a p r o g r a m m a t i c s o u r c e f o r h i s " n e o " r a t i o n a l i s m , 

j o i n i n g L e d o u x . a n d B o u l l e e ( w h o s e F.AAai Aur larchitecturehe t r a n s l a t e d a n d 

i n t r o d u c e d i n I t a l i a n ) n o t o n l y to L e C o r b u s i e r . b u t e q u a l l y t o h i s o w n m o d e r n 

i s t h e r o , A d o l f L o o s . T h e e a r l y c r i t i c a l w r i t i n g s o f R o s s i i n c l u d e a m p l e e v i d e n c e 

o f h i s s t u d y o f E n l i g h t e n m e n t t h e o r y b y w a y o f K a u f m a n n . t h e n c e to b e t r a n s ­

l a t e d i n t o r e s e a r c h i n t o s p e c i f i c a l l y I t a l i a n e x a m p l e s ( M i l i z i a to A n t o n e l l i ) a n d 

m o d e r n i s t p a r a l l e l s ( L o o s ) . 

T h u s f o r R o s s i , t h e i d e a of a n " a u t o n o m o u s a r c h i t e c t u r e " w a s q u i t e n a t u 

r a l l y | o i n e d to t ha t o l a " r a t i o n a l a r c h i t e c t u r e . " T h u s , w h e n i n 1 9 7 3 A l d o R o s s i 

a s c u r a t o r o f t h e i n t e r n a t i o n a l s e c t i o n o f t h e M i l a n T n e n n a l e s o u g h t to i d e n 

l i l y t h o s e a r c h i t e c t s w h o . i n M a n f r e d o T a f u r i ' s w o r d s e s p o u s e d a n " a u t o n o m y 

o l l a n g u a g e . " h e c o l l e c t e d t h e m t o g e t h e r u n d e r t h e b a n n e r o f " R a t i o n a l A r c h i 

t e c t u r e . ' T h e p r e m i s e s o f a " N e o - R a t i o n a l i s m " t h a t b e c a m e e v i d e n t i n t h e B i e n 

n a l e r e p r e s e n t e d t h e b e l i e f s o f m a n y I t a l i a n a n d F r e n c h d e s i g n e r s , f r o m A l d o 

R o s s i to B e r n a r d H u e t a n d L e o n K r i e r . t h a t a r c h i t e c t u r e w a s i n s o m e s e n s e 

a d i s c i p l i n e o l i t s o w n , t h a t i t s " l a n g u a g e " w a s d e r i v e d f r o m f o r m e r a r c h i t e c 

t u r e s . a n d t h a t i t s f o r m a n d r o l e i n t h e c i t y w a s a s m u c h a p r o d u c t o f a n h i s t o r i 

c a l u r b a n s t r u c t u r e , a s it w a s o f s o c i a l o r p o l i t i c a l c o n c e r n s . W h e r e , t h a t i s . i n t h e 

p o l i t i c i z e d c l i m a t e o l t h e 1 9 6 0 s , s o c i e t y h a d b e e n s e e n a s t h e g e n e r a f o r o f s p a c e 

a n d s h e l t e r , i n t h e 1 9 7 0 s , p e r h a p s i n r e a c t i o n t o t h e e v i d e n t l o s s o f a r c h i t e c t u r e 

t h i s i m p l i e d , a r c h i t e c t u r e a s s e r t e d i t s o w n d e t e r m i n i s m . F u e l e d b y R o s s i ' s 

Architecture of the City, a k i n d o f " s t r u c t u r a l i s m " i n u r b a n a n a l y s i s , a n d a s e m i ­

o t i c s o f a r c h i t e c t u r a l a n a l y s i s t h u s e m e r g e d a s t h e e q u i v a l e n t o f t h e r e v i v a l of 

R u s s i a n F o r m a l i s m , s o - c a l l e d " C a r t e s i a n " l i n g u i s t i c s , a n d d e c o n s t r u c t i o n i n 

l i t e r a r y s t u d i e s . " A u t o n o m y " o f t h e t e x t a n d o f t h e b u i l d i n g w e r e s e e n a s 



p a r a l l e l a n d c o m p l i m e n t a r y f a c e t s o f t h e r e f u s a l o l s o c i o - p o l i t i c a l n a r r a t i v e , 

t h e v a g a r i e s o f u r b a n d e v e l o p m e n t p l a n n i n g , a n d w h a t N i k o l a u s P e v s n e r h a d 

a l r e a d y i d e n t i f i e d i n i960 a s " t h e r e t u r n o f h i s t o r i c i s m . " 

H u b e r t D a m i s c h . i n h i s p r e f a c e to t h e f i r s t I1981) F r e n c h t r a n s l a t i o n o f 

Von Ledoux bis far Corbusier e n t i t l e d " L e d o u x a v e c K a n t " w i t h i t s e c h o e s o f 

L a c a n ' s o w n a l e a t o r y p r e f a c e to t h e M a r q u i s d e S a d e ' s La Philosophic dans lt> 

boudoir, " K a n t a v e c S a d e , " n o t e s t h i s p e c u l i a r f a s c i n a t i o n o l t h e 1970s w i t h 

t h e i d e a o f a u t o n o m y , a s d i r e c t l y l i n k e d to t h e c o n t i n u i t y o l K a n t i a n t h o u g h t , 

a s k i n g w h a t i t w o u l d h e to c o u p l e K a n t ' s a n a l y s i s o t t h e o r i g i n s o f g e o m e t r y 

i n t h e Critique of Purr Reason, w i t h t h a t a u t o n o m o u s g e o m e t r y o f L e d o u x . i n 

or-dei to m e d i t a t e o n t h e s p e c i a l " a u t o n o m y " o t a r c h i t e c t u r e , f r o m L e d o u x to 

I e C o r b u s i e r t o L o o s a n d t h e n c e to t h e a u t o n o m i e s c l a i m e d b y t h e n e w N e o -

r a t i o n a l i s m o t t h e l a t e 1970s: 

At our present moment, when the history of architecture hesitates between 

a renewed form of the history of styles and a form of institutional analysis 

which ignores everything that comprises the proper material of architecture, 

the idea of autonomy, to take it in the philosophical sense, takes on the value 

of a regulating concept. To think Ledoux with Kant is to recognize that in archi­

tecture understanding does not proceed solely from history, or in other words, 

with Kant, that an understanding which subjectively presents itself as history 

with respect to the wuy in which it has been acquired, can participate, objec­

tively, in one form or another of rationality.'11' 

To t h i n k o i L e d o u x w i t h K a n t , D a m i s c h c o n c l u d e s , i s to a s k w h a t c o n s t i t u t e s 

a r c h i t e c t u r e a s a n o b j e c t , n o t o n l y o t h i s t o r y , b u t a l s o o f t h o u g h t , a n d t h o u g h t 

t h a t i s c o n s t r a i n e d b y c o n d i t i o n s t h a t a r e a p r i o r i f o r m a l , o r i n a n o t h e r s e n s e . 

I n t e l r i a l to t h e d i s c i p l i n e of a r c h i t e c t u r e . 

C O N C L U S I O N 

This is not the first time that the idea of an historical langugage of architecture 

as a condition of its autonomy has been debated in architecture. 

P e t e r D. E i s e n m a n . " A u t o n o m y a n d t h e A v a n t - G a r d e , " 1996.5" 

I n a c o n f e r e n c e h o n o r i n g t h e c a r e e r o f P h i l i p l o h n s o n , a n d e n t i t l e d " A u t o n ­

o m y a n d I d e o l o g y . " t h e t h e m e w a s r e s u r r e c t e d , b u t n o w i n a m o r e d i s t a n t , h i s ­

t o r i c a l , s e n s e , a s o n e t h a t n e a t l y m i n e d t h e t r a j e c t o r y o f l o h n s o n ' s w o r k t o a 

n e w l y a r o u s e d i n t e r e s t i n t h e v a r i o u s " m o d e r n i s m s " o t t h e 1940s. 50s. a n d 60s . 

a n d t h i s o n c e m o r e to a p r e o c c u p a t i o n w i t h t h e d i s c i p l i n e o l a r c h i t e c t u r e . 5 ' 

A s p r e s e n t e d a t t h e 1998 c o n f e r e n c e , t h e l o h n s o n i a n s a g a w a s f u n d a m e n t a l l y 

r e l i a n t o n " a u t o n o m y " a s it m a d e i t s f i r s t a p p e a r a n c e i n t h e G l a s s H o u s e p r o j -

I I i s a n d b u i l d i n g o f 1948-9. T h i s d e s i r e d " r e t u r n to d i s c i p l i n a r y r o o t s . " o n e t h a t 

h a s n a t u r a l l y f o l l o w e d s i m i l a r c a l l s i n t h e h u m a n i t i e s a n d s o c i a l s c i e n c e s i n t h e 

w a k e o t t h e i n t e r d i s c i p l i n a r y e x p e r i m e n t s a n d c r i t i c a l i n n o v a t i o n s o t pos t s t r u c 

t u r a l i s m . s e e m s t o a n s w e r a n u m b e r o f c o n c e r n s i n a g e n e r a t i o n u n c o n v i n c e d b y 

t h e p l u r a l i s m of p o s t - m o d e r n i s m . A r e t u r n to t h e f u n d a m e n t a l s ot a r c h i t e i Cure , 

i n t h e m o d e r n t r a d i t i o n g e n e r a l l y r e p r e s e n t e d b y a b s t r a c t i o n , m i n i m a l i s m , t h e 

p l u r a l i s m o t p o s t - m o d e r n i s m , w o u l d c o u n t e r a r c h i t e c t u r e ' s a l w a y s s u s p e c t 

r e l a t i o n s to t h e " s o c i e t y o f t h e s p e c t a c l e " a n d i t s c o n s u m e r i s r a f t e r m a t h . 

A s e v i d e n c e d b y t h e p a p e r s g i v e n a t t h e c o n f e r e n c e , h i s t o r i a n s , c r i t i c s , 

a n d a r c h i t e c t s a g r e e d g e n e r a l l y th . i t " m o d e r n i s m " i n s o m e f o r m , w h e t h e r c l a s ­

s i c " h i g h " m o d e r n i s m o r t h e l e s s p o l e m i c a l b u t m o r e s o c i a l l y p r e s e n t m o d e r n ­

i s m o l t h e i m m e d i a t e p o s t w a r p e l a id I c o i p o r a t e m o d e r n i s m , d o m e s t i c m o d e r n 

i s m . s u b u r b a n m o d e r n i s m ) , o r e v e n " c o u n t e r m o d e r n i s m " o f t h e k i n d p o s e d 

b y K i e s l e r . w a s d e c i d e d l y p r e f e r a b l e to p o s t m o d e r n i s m , a n d m o r e t h a n t h i s , to 

t h e " d e c o n s t r u c t i v i s m " t h a t , i n t h e l o h n s o n i t i n e r a r y , h a d s u p p l a n t e d i t i n t h e 

1980s. T h u s t h e c o n f e r e n c e p r o p o s e d to s a t i s f y a n u m b e r o f q u e s t i o n s a t o n c e : 

l o h n s o n w a s e n d o w e d w i t h a n o v e r - a r c h i n g t h e m e t h a t s u p e r f i c i a l l y at l e a s t 

m a d e h i s t o r i c a l a n d c r i t i c a l s e n s e o f h i s o t h e r w i s e e c l e c t i c w o r k : p o s t m o d e r n ­

i s m w a s d e f i n i t i v e l y a b a n d o n e d , t o g e t h e r w i t h t h e r e l a t i v i z i n g t h e o r i e s t h a t 

s e e m e d t o s u p p o r t i t ; a n d . i n a n i c e t u r n o f i n t e l l e c t u a l a g e n d a , a n e w p o s t 

t h e m \ . |n a e . m a t 11 e i 1 i m p l n i t l y o p e n e d u p . 

B e n e a t h t h i s o f t e n s e l l c o n t r a d i c t o r y t r a j e c t o r y o f t h e i d e a o f " a u t o n o m y " 

i n a r c h i t e c t u r e , w e 1 a n t r . n e a l l t h e t e n s i o n s e v o k e d b y t h e h i s t o r y ot t h e c o n ­

c e p t o f " E n l i g h t e n m e n t . " i n t h e t w e n t i e t h c e n t u r y . F r o m t h e g e n e r a l a s s u m p ­

t i o n o f " p r o g r e s s " a n d " r e a s o n " c o m m o n to t h e T h i r d R e p u b l i c a n d i t s l i b e r a l 

i n t e r p r e t a t i o n s o t t h e R e v o l u t i o n , t o t h e c o n t e s t e d d o m a i n ot s o c i a l d e m o c r a c y 

a l t e r t h e F i r s t W o r l d W a r . to t h e d e f e n s i v e p r o - m o d e r n i s t p o s t u r e o l t h e i d e a l ­

i s t a v a n t - g a r d e a n d i t s P o p u l a r F r o n t a l l i e s i n t h e 1950s. to t h e d e s p a i r i n g a n d 

n e g a t i v e c r i t i q u e o t E n l i g h t e n m e n t d e v e l o p e d by A d o r n o a n d l l o r k h c i m e r i n 

e x i l e , to t h e r e a s s e r t i o n o f d e m o c r a t i c v a l u e s i n r h e p o s t - W a r F r a n k f u r t S c h o o l 

a g a i n s t t h e p e s s i m i s m o f a w i t h d r a w n a n d p o s t h i s t o r i c a l c o n s e r v a t i s m , a n d 

I h e n c e to t h e r e n e w a l o l " l o r m " a n d " s t r u c t u r e " a s a r e n e w a l t a c t i c f o r a r c h i ­

t e c t u r e i n t h e 1970s, a n d f i n a l l y to t h e q u a s i - n o s t a l g i c r e v i v a l o t t h e i d e a o f 

a u t o n o m y i t s e l f i n t h e 1990s; a l l t h i s a t t e s t s to t h e p o w e r o l K a n t ' s i d e a t h a t , 

b o t h lot 111.il a n d p o l i t i c a l , i m p l i e s a t o n c e f r e e d o m a n d o r d e r , c o l l e c t i v e r e a s o n 

a n d e x p r e s s e d i n d i v i d u a l i t y . 

http://th.it


N O T E S 

1 Clemen? Greenberq. "Modernist Painting." The Collected 

Essays and Criticism ed John 0 'Brian. In 4 volumes. 

Volume 4 (Chicago: Chicago University Press. 1993), p,8B. 

2 The following article is an expansion of arguments made 

Social teloim at theendol theAncien Regime (Cam 

bridge, MA: MIT Press, 1989) and developed into two arti 

cles. "Researching Revolutionary Architecture." Journal 

"From Ledoux to Le Cor busier, to Johnson, to. " Pro­

gressive Architecture, May (1991) Since theft, the con-
nections between Johnson and Kaufmann have been 
elaborated by Detiet Mertens in "System and Freedom: 
Sigfued Giedion, Emil Kaufnwnn nnd the Constitution 
of Architectural Modernity," in R E Somol. ed. Auton 

America (New York Monticelh Press. 1997), pp. 212-231. 

My interest In Emil Kaufmann was initiated 

by Colin Rowe at Cambr idge in the Fall of 1959, as . in 

rlfying tutorial at his quasi-modornist apartment on Fen 

Causeway, arid Irom the depths of his Eames Director's 

chair, abiuplly Swinging round to face me, he handed 

me a copy ol the recently published Architecture m the 

Age ot Reason with the question, "Well, and what do you 

• 

modernism and his own the subiect matter of my first 

discussion with Philip Johnson m 1964, The longer term 

particulat essay grew out of three mvitations:to present 

a paper at the conference "The Last Things Before the 

Last." organized by the PhD students m the School ol 

Architecture a l Columbia University; to respond to a 

paper by Barbara Johnson at a conference organized by 

T.J.Clark at Berkeley and the San Francisco MOMA under 

the title "What was Modernism and Why Won't it Go 

Away." and to present a paper at the confe'ence in Pans 

organi/od by ANY Magazine in 1999 A more developed 

architectural history and art history in the Spring of 2000, 

and at a symposium on the "Culture of Disenchantment" 

hosted by the Center tor Modern and Contemporary Stud 

versations and debates at all these conferences. 

3 The best contemporary summary of Kaufmunn's con 

of Architectural Modernity," m R E. Somol. ed. Auton 

bnet summary of Kaufmann's life, see Meyer Schapiro. 

"Obituui y of Emil Kautmann," Co/ieqe o/Art Journal 

Winter (195*). 144. Foi the contemporary assessment ot 

omous' Architectuie: the Formalism ot Emil Kaufmann 

Kaufman," in Emil Kaufmann, Trois architects revolu 

Monique Mosser, "'Situation d'Emil K.." Do Ledoux a Le 

Corbusier: Ongmus de /'architecture modeme, Introduc 

• 

Kautmann, 'Trois architectes revolullonaires," Bulletin 

Monumental. 1979. 78-81 

4 Emil Kaufmann, Von Ledoux bis Le Corbusier; Ursprung 

und Enlwicklung der Autonomen Aichdektur (Vienna and 

5 For responses to Kaufmann m the 1930s, see Meyer 

Schapiro. "The New Viennese School," The Art Bulletin 

-

mayr, Verlust der Mitte Die bildendr hjnut des 19. Und 

?0 Jahrhunderts aid Symptom und Symbol der Ziet (Otto 

Mueller Verlug; Salzburg, 1948), Translated by Biiun Bat 

and Carter, 1957). 

6 

7 

tics and Art Historical Method rfl the IfWs (New York. 

ZONE Books, 2000), p.69. 

8 Meyer Schaoiro, on Cit , and Walter Beniamin. Das Pas-

sagen-Werk. ed. Rolf Tiedemann, Gesammeile Schnften, 

Vol, 5 (1862) Translated Howard Eiland, Kevin McLaugh 
9 Kautmann. three Revolutionary Architec ts, Boulee. 

I 

00)431 584 

10 Kaut maim. Architecture in the Age ot Reason: Baroque 

• 

11 S e e Franz Schulze. Philip Johnson. Lde and Work (New 

12 Aido Rossi. Scnlti sceili sui'arciteltura e la cdta. 

Kaufmann's influence IS seen also in Rossi 's "Intro 

14 Emil Kautmann. "Die Architectklurtheorie der Franzo 

Slschen Klassid und der Klassizismus," Rcpertonum tur 

"Klass iz ismusa ls tendon)! und als epoche." Kritische 

• 

Brinckmann. Giedion [Spatbarokei und romantischer 

Autonomous Architecture."pp.25-26. 

19 George Teyssot. "Neoclassic and Autonomous 

Architecture,"00-25-26. Teyssot has effectively analyzed 

the debates over this stylistic and periodic ascription. 

Neoclassicism" and "Romantic Neoclassicism," which 

characterization ol another neglected pennd, that of the 

Spatroimsche. 

16 Fl lednt h Nietzsche. Human. All too Human A Book lor 

Georges Teyssot. "Neoclassic and Autonomous' Archi 

lecture." p. 24, slight ly altered. 

18 Emil Kuutmann. Von Lcdoui bis Le Corbusier, p.4E>. S e e 

also "Die stadt des Aichiteklen ledoux." g.146; "Stem ist 

19 A'ter 1925. save tor a slim book on the architecture ot 

Oslerreichiscner Bundesverlag. 1925)1 Kautmann con 

entry on Ledoux to theThieme-Becker encyclopedia 

and an article on the German painter, Ferdinand 

studies, save perhaps by implication, as when, in 1929, 

aus dei zmt der franzosichen Revolution," Zeitschrift fur 

• 

20 Emil Kautmann, 'C .N Ledoux under der klassizistische 

Klrchenbau." Kirclwrikunst, III (1931), p,62. 

21 lbid..p.62. 

22 Emu Kautmann, "Die sladt des Architekten Ledoux. Zur 

E'kenntnis der Autnnomen Archileklui." Kunstmssen-

23 ib.d.,o-.33. 

24 Ibid , p, 138. 

25 Ibid , p 142. 

28 Ledoux,L'Architecture, p. 185. p. 115, 

27 Kaufmann does not provide a note to this source until 

• 

28 Ibid., p. 146. 

29 Ledou«. LArchitecture, p. 234. 

39 Ibid., pp.'52-3. 

31 
-

32 Kaufmann, Von Ledoux bis Le Corbusier, p,3, All 

future references to this work will be in the text In the 

33 Kaufmann was direct in his criticism of historians who 

34 Central to Kaufmunn's analysis of Ledoux was the trea 

Use thai Ledoux had published I wo years before his 

death, the •magisterial first volume ol a planned Ave 



i ts 416 (olio pages ot text and 125 engraved plates ot 

indeed, despite subsequent d iscover ies ot original draw 

m(is for speci f ic projects, and a i cn i va l veri f icat ion o ' 

• 

remains cent ra l to any inlBiprnl.ilIon ol Ledoux. The 

• 

• 

Architecture anil Social Reform 3/ the f nd ol the Anacn 

35 K a u f munn is here Quoting F Gundolf on Sch iege i 's 

"Luc.mrJe." "an importance w i tness t o a h istor ical ten 

osophical petit ions in+avoi Ol the independence of the 

s t rengths and inst incts ol human nature, a ser ies winch 

36 Hanmes Meyer. " L a roahdad Sov ie t ica : los anquitectOB." 

(1942). Repr in ted in Hannes Meyer. S c n l h 1921-194? 

Archdetturao nvoiu/.ione. ed Francesco Dal Co. Padua. 

37 Theodor W. Adornn, Kant ' s 'Cr i t ique ot Pure Reason . " 

ed Rolf T iedemann Trans Rodney Livingstone (S tan to id : 

38 E m s l Cass i re r . " D a s Problem J e a n J a c q u e s Rousseau . " 

Archiv tu< Geschichte der Philosophic. Mil (193?). 

177-21.'}. 479-513 The intertwined histories ol Kau tmaun 

Philosophy ol the£iilightcnnu>nt. and Kauttnanr i 's post-

39 K a u l m a n n , "Die Stadt." p. 41 . 

40 Ledoux. L 'Architecture, pp.65.9 ' . 135: " L e sen ! intent 

1 
emane du Sujet, il clod adapter a 1 to nature des lleux 

et des besoms." (65) "Tout detail est inutile. ie d is plus, 

mesci i i ines ou mensongres." (91)•"Toutes les forms que 

I'on decrit d 'un seul trait cle enmpasson f avnue.es par le 

• 

41 R i cha rd J Neul ra . WiebantAmenke?( 1927). pp.62.69 

42 Paranoia s e e m s to have been the common d i sease ol 

both Sedlmayr and K a u l m a n n . Sedlmayr concludes Ins 

• 

received a s author i tat ive; "Whoever upholds the doc 

lone of "the lost center" c a n Oe cer ta in b o m the outset 

reject what is new because it is unaccustomed, but 

1 

"worshippers of the past and futur ists united against 

him." Kau fmann ' s loolnnle.s in Architecture in tlie Age 

oiit the extraordinary s ign i f icanceot the revolutionary 

designs and interpreted them a s symptoms ol their 
I 

ever, [tie l ame number ol original and yet ' no rma l " invert 

Hons reveals that the complex period wi th all i ts exc i te 

mayr pa in ts out that njjl rediscover yot Ledoux became 

(he star t ing politit ol h is investigation into the formative 

• • 

concepts and observat ions, especia l ly those ot f he new 

lion . the new "mobil i ty ' ol furni ture. . . the al tered rein 

t iohshlp between s t ructure a n d environment .tin- Ideal 

• 

part icular ly the fashion ot the si lhouette . . the end ot 

presentat ion of new iu«ms long before new mater ia ls 

c.ies in the nineteenth century the appearance of a 

1 

' • 

d a r d s l o r all the future." Architecture in the Agent 

and J Ctjl Moieux, Claude Nicolas I vdnux (Hans 1945), 

• 

note 3. p.289. Kau fmann w a s no less char i table In Helen 

Rosenau who had writ ten on Leaueu and Bouilee. follow 

43 Max Dvorak. The History of Art as the History ot Ideas. 

t rans. John Handy (London; Rout ledue and Kenan Pau l , 

• 

• 

(Munich: R: Piper and Co.. 1924) 

44 K a u i m n n n . " C N. Ledoux." Journal ol the American S o n -

• 

re ferences In the texj | j S A H | 

45 K a u l m a n n . "Ni ls G Wollm. 'Desp re / en S u e d e , " 

46 lbid.,p.2H.'i. 

47 Emi l K a u f m a n n . Architecture in the Age ot Reason. 

1 Cambridge: Ha rva rd Universi ty P r e s s , l8B6)i I would 

L ike to thmk that K a u f m a n n on h is f irst visit to Los 

ol R icha rd Neutra a s it had emerged m the conclusion 

Dl Von Ledoux his Le Corbusier as the ult imate des lma 

• 

ol the I wo Viennese in Si lver Lake, Cer ta in ly the copy ol 

I'on Ledoux m the u u . A library, bears K a u f m a n n ' s own 

tl 

48 Rhll jp Johnson, "House at New C a n a a n . Connect icut ," 

Architectural Review, C v iu , 645, (Sept 1950). ! ! )? 159 

'49 By cont rast , a s Mer tens has rioted, K a u f m a n n ' s "autor. 

oniy." already in the 1930s w a s adopted wholesale by 

the architect l.udwig Hilbnrseimer. lel lnw exi le wi th Mies 

van dei Rohe in Chicago, a s he asser ted the language 

Aichiteclurc ol 1964. Hilberseimer |Oinud together R u s 

sian Const ruct iv ism. Dutch Nenplast ieism and Ctirbusian 

Pur i sm under the heading 'autonomous architecture." a s 

50' Peter D. F i senman . "Autonomy and the Avant-Garde: the 

Necess i t y of an A rcn tec tu ra l Avant Garde m Amer ica . " 

• 

51 R.E Somol . ed, Autonomy and Ideology. p,73. 

http://inlBiprnl.il
http://avnue.es


Quasi-Autonomy 
in Architecture: 
The Search 
for an l ^e tweBn ' 

R e c u r r e n t l y , a n x i e t i e s a r i s e a r o u n d s u c h i s s u e s a s t h e s e : c a n a r c h i t e c t u r e 

b e o t h e r t h a n a m e r e s e r v a n t to c o m m e r c i a l c a p i t a l i s t i d e o l o g i c a l f o r c e s ' 

E a c h s o c i e t y g e t s t h e a r c h i t e c t u r e it d e s e r v e s ! I s n o t a u t o n o m o u s p r o d u c t i o n 

t h e o n l y w a y t o a v o i d s u b m e r s i o n i n t h e m a t e r i a l c o n d i t i o n s o f o n e ' s t i m e ' ' 

H o w c a n a f o r m a l l y d r i v e n e n t e r p r i s e l i k e a r c h i t e c t u r e a d d r e s s s o c i a l i s s u e s 

r e s p o n s i b l y ( o r a t a f t ) ? 

I n t h e f a l l o f 1 9 9 1 . I w a s i n v i t e d to j o i n w h a t w a s d o m i n a n t l y a f a c u l t y 

c o l l o q u i u m a t H a r v a r d ' s G r a d u a t e S c h o o l o f D e s i g n . T h e e v e n t s e e m e d to b e a n 

a t t e m p t to s u r f a c e , a n d p e r h a p s t o r e s o l v e , c o m p e t i n g p o s i t i o n s w i t h i n t h e p e d ­

a g o g y of t h e s c h o o l . D i d n o t a n e m i n e n t i n t e r n a t i o n a l s c h o o l o f a r c h i t e c t u r e 

n e e d to c o n c e i v e a n d r e p r e s e n t i t s e l f a s c o n c e r n e d w i t h t h e m o s t f u n d a m e n t a l 

l e v e l s o f i t s d i s c i p l i n e ' S h o u l d n o t t h e s c h o o l r e p r e s e n t to i t s s t u d e n t s a n e t h i ­

c a l d r i v e to a d d r e s s t h e s o c i a l i s s u e s t h a t c o n f o u n d t h e s m a l l e r a n d g r e a t e r 

e n v i r o n m e n t s i n w h i c h i t f i n d s i t se l f? " 

A t t h a t p o i n t , i t w a s e a s y t o a s s e r t t h a t s o c i a l c o m m i t m e n t i n a r c h i t e c 

l u r e c o u l d no t be l o u n d t h r o u g h a v u l g a r M a r x i s m t h a t t r e a t s a r c h i t e c t u r e a s 

a m e r e e p i p h e n o m e n o n f u l l y c i r c u m s c r i b e d b y i t s i n f r a s t r u c t u r a l b a s e . N o r 

c o u l d i t b e i n a n y o t h e r f o r m o f s o c i a l d e t e r m i n i s m t h a t a c c o u n t s f o r a r c h i ­

t e c t u r e w h o l l y b y f o r c e s e x t e r n a l to i t . S t i l l m o r e i m p l a u s i b l e w a s a n a r c h i t e c ­

t u r a l d e t e r m i n i s m i n w h i c h t h e p h y s i c a l e n v i r o n m e n t c a u s e s s o c i a l b e h a v i o r . 

H o w c o u l d o n e a v o i d d e t e r m i n i s m w i t h o u t f i n d i n g o n e s e l f s u p p o r t i n g a v i e w 

o f a r c h i t e c t u r e a s a u t o n o m o u s - w i t h o u t , t h a t i s , e m b r a c i n g a r c h i t e c t u r e a s 

a g a m e , h o w e v e r b e a u t i f u l o r c h a l l e n g i n g t h e g a m e m i g h t b e ? T h e m o r n i n g 

e n d e d i n c o n c l u s i v e l y , w i t h a g e n e r a l a n x i e t y a b o u t c h o o s i n g b e t w e e n s o c i a l 

a n d d i s c i p l i n a r y r e s p o n s i b i l i t y - t h e l a t t e r e x e m p l i f i e d b y c o n c e p t s o f a u t o n 
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P R O B L E M - S O L V I N G A N D P R O B L E M - W O R R Y I N G ( 1 9 6 6 ) ' ' 

The notion of problem-solving, especially as architects have encoun 
tered it. is imbedded in a desire for justification. In stronger instances, 
there may be a belief that problem-solving routines will lead to justi 
fiable results: in weaker instances there may be the belief that one's 
activity can be justified merely through using powerful, if misappropri 
ated, techniques. 

It is imperative that we do not warp human well being just for the 
sake of exploiting a technique - especially when the technique is a pow-
erful one. A s I shall argue in more detail, the concepts of problem-solv­
ing that interest architects involve either problems ot achieving definite 
goals or problems of synthesizing from a body of established facts. Due 
to these character is t ics of either definite goal orientation or inductiv-
ism, these notions of problem-solving are neither descriptive of the tradi­
tional behavior of the best architects nor applicable to the current prob­
lem situation of architecture. In contrast to "solving the problem," I will 
present another attitude toward problems -"problem-worrying." Let me 
attempt to character ize the notion of "problem-worrying" with words 
of a more positive connotation: architecture is concerned with structur­
ing our environment to facil i tate the achievement of human purposes 
where the purposes are incompletely known at the outset and cannot be 
extrapolated from known purposes, Indeed, human purpose is altered 
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•••I il ii' iment must be accomplished, then. IIiron 
of tentative foresight and cri t ical examination of that foresight and the 
actions to which it leads. According to this description, neither t 
human purposes nor the architect's methods are determined in advar e 
Ojxisequently, A this interpretation of the architectural problem s tu 
« 0 n is correcj ) | tny problem-solving technique that relies on exph • 
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purposes involved. 
e the demand lor systematic design ar ises from a 

nerally recognized. Increasingly, it seems, the 
•^torks of e v ^ ^ H * most renowned architects are open to serious cr ,i -

B ^ m . aq.ctrJpBfcss of the severity of the cri t ic ism, archi tects are in< a 
II.IHV.' ui justifying w vit they do. Systems-oriented architects appear to 

^ ^ 3 r W m l s " s T T 0 a t ion in the following way: If our building were to fit its 
problem perfectly, then there could be no cri t ic ism and we could justify 
both method and product. Such a perfect fit, they continue, can only be 
achieved if we have a well-structured, detailed description of the prob­
lem and then generate the solution from the problem statement. It is for­
tunate, they suggest, that we have new sciences and tools that can aid 
the designer in this program of the complete definition of the problem 
and synthesis of the solution. 

Certain recent developments in the United States that treat archi­
tecture as systematic problem-solving may be of interest.There are now 
signs that the exploratory studies in the adaptation of electronic commu­
nication and data processing, of systems analysis, and other new tech­
niques are about to receive generalized, semi-official support from the 
architectural establishment. Recently, The Amer ican Institute of Arch i ­
tects and Princeton University entered into an agreement to study the 
key problems of the architectural profession and of the professional 
education of the arcnitect. The principal intention is that the study will 
result in educational reform. Included in the first document from Prince­
ton was "A List of Key Problems in Architecture." The list began with a 
problem stated as question and answer, as follows: 1) How can we 
improve competence in environmental programming? a) Develop more 
effect ive techniques of problem-stating and problem-solving. Top prior­
ity is given to the role of the program in architecture, to problem-stating, 
and this leads on to the sat isfact ion of the program, problem-solving. 

I do not want to go too far in pre judging the A. i .A. /Pr inceton proj­
ect, which is only getting underway. 9 However, I think their proposals do 
illustrate the second justif icational approach to problem-solving that is 
more common among archi tects. Rather than seeking a clearly-defined 
goal (the first justif icational approach), this approach is inductive, seek­
ing to define the problem carefully in order to have a fixed standard 
against which to judge any proposed problem solution. 

The desire to justify one's actions on the basis of their conformity 
with the original program statement denies consideration of the fact 
that any concerted set of design proposals and evaluations will alter the 
architect 's understanding of the problem.There can also be no exploration 
of the fact that any proposal will entail unintended consequences. To what­
ever degree these can be foreseen, the problem should be reconsidered. 

Thisappniac h can be crit icized, then, in at least two serious ways: 
1) the usual problem of inductivist methods is that they can never be sure 
of adequate data from which to synthesize, or even adequate data to 
check against; and 2) that the process of creative design is artificially 
simplified in order that it may be viewed systematical ly and its results 
justified by their consistency with an initial statement. 

Systemat ic problem-solving design is not. of course, the only pos­
sible alternative to the current, easily cnticizable situation of architec­
tural design. If, then, systematic design is not the only alternative and 
is itself open to serious cr i t ic ism, why should the adoption of these tech­
niques seem to be imperative? 

Our society certainly encourages an enthusiasm for new tech­
niques, but such a compulsion is especially deeply rooted - explicitly and 
implicitly - m the thinking ol architects. This compulsion sUiins hum 
the acceptance of the nineteenth-century doctrine that architecture is 
the physical expression, and perhaps the fullest expression, of the spirit 
of the time. Once this notion is accepted for past t imes, and once it is 
realized that we live in a different time, the necessity ar ises to discover 
the spirit of our time and the forms that will express that spirit. Such 
a search for spirits and expressions can lead to various situations, but 
one compelling interpretation claims that the architect must express 
the spirit of the t imes through the use of the newest materials and tech­
niques. The irony of the topic we are discussing i s this: the search for 
a spirit of the t imes is a kind of historical phrenology that d istracts 
one from actual problem situations. Yet in our instance the very spirit-
expressing technique is one of problem-solving. 

It appears that in the 1960s there is a double imperative for the 
use of problem-solving techniques; first, because we have what are 
perceived to be acute problems, and then because the very use of 
these techniques is taken to express our t imes. This combination of 
inductivist and historicist ideas, open to cr i t ic ism in so many ways, 
encourages the use of problem-solving techniques as an end in itself. 
If the problem-solving routines should be inadequate to handle the 
complexity of the problem and therefore generate an environment that 
distorts human purpose, one can interpret the distortion as expressive 
of the t imes. Th is inadequacy must be embraced and solace found in 
knowing that another appropriate step of destiny was fulfilled. Under 
the historicist prejudice of modern architectural thought, what results 
from the use of a new technique is less important than the claim that 
use of these means is demanded historically. In such an inflation of 
means, there is the danger that a humanly important activity, providing 
physical environment that will facilitate the achievement of human 
purposes, will be artificially and detrimentally simplified in order that it fit 
the available techniques. 

My argument may now be reformulated to say: There is no impera­
tive that we must use any given technique. There is, however, an impera­
tive that we attempt to better understand architectural activity, the prob­
lem situation within which it works, and the reasons for its often rather 
bad performance. At any rate, it is only through such an understanding 
of architecture's relation to its problems that we could come to know 
when and where to use which new techniques. 



To achieve such an unduiicindiny oi ihe architectural problem situ­
ation and of the response of the best architects to these problem situa­
tions will beanything but easy. I shall attempt to do this through an exam­
ple and then deduce what appear to be some of its implications. What 
immediately concerns me is that an important human activity should 
not be artificially and detrimentally simplified in order to fit an extant 
mechanical routine. The danger of such an over-simplification stems 
both from the enthusiasm for mechanization and from the impoverished 
understanding of architecture fostered by modern architectural theory. 

Archil ects see that any solution, any form, has implications beyond 
those that were intended, including implications for the reformulation of 
the original problem or need. Consequently, architects are as interested 
in the form as in the problem; they see a dynamic relation of form and 
problem as ot the first importance. It is this reciprocity of form and prob­
lem that is not sufficiently recognized by the problem-solving designer, 

This idea may be clarified by paraphrasing M.C. Beardsley's descrip­
tion of creativity: ".. .as the artist moves from stage to stage, it is not 
that he is looking to see whether he is saying what he already meant, 
but that he is looking to see whether he wants to mean what he is 
saying."8 We can test the adequacy of architecture conceived as prob­
lem-solving and the universality of such conceptions as the f rictionless 
fit of form and context by examining Le Corbusier's Carpenter Center for 
the Visual Arts at Harvard University. The Carpenter Center has been 
often criticized for being anything but effortless in its relations with 
people, with its adjoining neo-Georgian buildings, and with the Cam­
bridge street pattern. However, it is important not to look for a well-oiled 
solution here, but rather for the way in which a problem was developed 
and left open to continuing development. 

Harvard University had discovered that, in its own words, "col­
leges graduate visual illiterates."7 Harvard then decided to conceive a 
teaching program that called for active participation in the visual arts. 
This program required a building; since the involvement was with the 
visual arts, the site chosen was near the Fogg Museum. 

Teaching at the Visual Arts Center has the opportunity to be the 
most important factor in Harvard's program of education in the arts. As 
a complement to that didactic program, however, Le Corbusier and his 
building brilliantly reformulated the original problem. Any teaching pro­
gram reaches only a small part of a university community, and very few 
people outside that community. If universities are to be concerned with 
general artistic illiteracy, they must instruct the entire community. The 
building itself must reach out and engage every person m such a way 
that even people who will never be formally enrolled at the Visual Arts 
Center have the opportunity to achieve new realizations about the poten­
tial of architectural form as a shaper of life. I had the memorable expe­
rience of observing such a realization. Without prior instruction, we 
brought some MIT freshmen to visit the Carpenter Center. A young 
woman completely untutored in architecture explored the Le Corbusier 
building. After she moved through the building for some time, she timidly 
explained that when she came to the top of the ramp, she felt herself 
to be all over the building at once. One could at least begin to analyze 
the objective qualities of the building that contributed to her reaction. 

* A 
But tor now, the important thing to note is that she had come to realize 
a potential in architecture that she had not even suspected. That she 
made her discovery by means of actual movement through the building 
is one of many indications that Le Corbusier reshaped the original prob 
lem in at least two ways. First, he made the building itself an active par 
ticipant in the problem situation rather than a retiring, effortless frame 
work. Secondly, the visitor and Harvard are forced to recognize that 
illiteracy about art is not a matter of vision alone. In this building art is not 
a spectator sport; all of one's senses and the whole of one's perception 
are engaged. One feels that the Carpenter Center is a world, a context, a 
problem, and we have the happy opportunity to form ourselves against 
it. That is, Le Corbusier's building may be seen as a complete inversion of 
th^deaoHnct ion je^s^ f f ic^ It also stands in sharp contrast 
to any simple notion . aSjHffi Harvard still has not defined the 
original problem, nor solved it; but Wm have entered into the problem 
Situation more fruitfully than anyone wiil- a h.nrl definition." 

Of course it could be argued thatthe buildings where we value such 
assertion from architectural form are unusual. As a matter of degree, 
this may be so; here I only want to demonstrate that we cannot accept 
problem-solving and effortlessfltas universal concepts in architectural 
design. Elsewhere I suggest that a resistance to efficient design can be 
important in something as prosaic as hocsnu .• •• .1 0. -Jocfc-nts." 

In contrastto problem-solving design, 1 see the architect's approach 
as a sequence of activities encompassii m.-A ,< • .> • -1 
generalized understanding of the problem: various formal proposals; 
study of the implications of the proposals: successive reformulations of 
the problem and proposals; and the final select ion of a form for its appro­
priateness to the reformulated problem. In this case, one must judge not 
only the fit, but also how the problem has changed. And one must judge 
the fit not in terms of friction lessness* but in terms of whether the f i c ­
tion is suited to the new problem formula' >cn. r> -.f i . .v..-l- n-A-.rv. 
lated problem and form - resist criticism?'0 

But now it may be objected that tarn describing architects as they 
exist rather than a potential figure with new capacities. Furthermore, 
in claiming that we have no clear statements of architectural problems, 
no axiomatic system for design, no specification of elements, no speci­
fiable identification of a solution, and that the problem shifts with the 
form adopted, am I not forced to the awkward position that everything 
is relative, and to the admission that architects can justify nothing 
(and thus anything)? However, I think the understanding of architecture 
toward which my argument points not only conflicts with the notion of 
architecture as problem-solving, but also structurestraditional architec­
tural activities somewhat differently, The strongest and most flexible, 
rational system available should give the creative person free reign sub 
ject only to responsible, reasonable, and.sensitive self-criticism, and the 
public tests of performance and criticism. 

We return to a generally recognized situation that I mentioned ear­
lier. Much of recent architecture is open to serious criticism, and archi­
tects have no way to justify their actions. Systems-oriented architects 
adopt new techniques and seek to analyze the problem into a rationally 
unassailable assembly of bits that can then be synthesized into an unas-
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sailable solution. I contend that in most cases humans, their activities, 
and the environment itself change over time - the time of the day as well 
as a more epochal sense of time. Consequently the analysis of any prob­
lem involving more than artificially limited aspects of our being cannot 
be complete, nor can it be free of ambiguities and tensions. In analyz­
ing the problem, we cannot know all of the bits, nor can we be sure of 
the unassailability of the bits or of our analytical structure. Neither can 
we be sure of our heuristics of synthesis. If we take the problem-solving 
approach, we certainly cannot do this haphazardly, but if we go through 
that process conscientiously we will never succeed in even stating the 
problem, let alone solving it. But since the environment will still have 
to be manipulated, certain aspects of the problem-solving system will 
be irrationally slurred over in the interest of achieving some result. Not 
only does this reintroduce irrationality, but the method is then built 
on a very curious assembly of some caref ully researched data, loose 
assumptions, personal hypotheses, and particulars developed in rela­
tion to other hypotheses. 

The reciprocal relation of problem and form I have advocated is 
indeed quite different from the concepts of problem-solving. In defense 
of the problem-solving approach, however, one should acknowledge that 
the continuing development of feedback systems appears to be pro­
viding models that more closely simulate the activity of architectural 
design. I only wish to express some reservation whether even a very 
refined feedback mechanism can compete with the human mind in such 
an improbable, controversial domain as that of environmental design for 
the facilitation of human purposes. 

Thus, the call is not for artificially precise problems, rigorous sys­
tems, friction-less solutions, or justification of one's actions. Growth of 
architectural learning and practice rather calls for a relentless rational 
and sensible criticism that "worries" the problem, striving for a better 
problem - especially a better problem - and then also for a relation of 
problem and form that is resistant to criticism. 

Along with our complex problems, we have complex techniques and 
many people with naive conjectures. We should be more systematic in 
recognizing these factors in setting up the conjectures, in criticizing 
them, and thereby learning and growing, But such an approach is not 
systematic in the sense of imposing a manageable structure: rather it 
seeks to discover the structure through an interesting situation of mul­
tiple conjectures and criticism. 

Since we don't know what the situation is until we are involved in 
the process, it is no use later asking if we are saying what we meant. We 
learn through the process and therefore want to ask: "Do I mean what I 
am saying?" 
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t e c t u r e a n d h o w r h e y m i g h t c o l l e c t i v e l y i n t e r v e n e . O u t o f t h a t m e e t i n g c a m e 

a n o r g a n i z a t i o n c a l l e d C o n f e r e n c e o f A r c h i t e c t s f o r t h e S t u d y of i h e E n v i r o n ­

m e n t ( C A S E ) . A m o n g t h o s e w h o c a m e t o b e i n v o l v e d ( w i t h t h e i r t h e n a f f i l i a ­

t i o n ) w e r e E i s e n m a n ( P r i n c e t o n , t h e n N e w Y o r k ) , K e n n e t h F r a m p t o n ( L o n d o n , 

t h e n P r i n c e t o n ) . M i c h a e l G r a v e s ( P r i n c e t o n ) . D o n l y n L y n d o n ( U n i v e r s i t y o f 

O r e g o n ) . R i c h a r d M e i e r ( i n p r a c t i c e i n N e w Y o r k ) . H e n r y M i l l o n ( M I T ) . G i o P a s -

a n e l l a . J a q u c l i n R o b e r t s o n , a n d R i c h a r d W e i n s r e i n ( a l l o f C o l u m b i a a n d M a y o r 

L i n d s a y ' s l . o w e i M a n h a t t a n p l a n n i n g o f f i c e ) , a n d m y s e l f (M IT) . 
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T h e five y e a r s o f t h e e f f e c t i v e e x i s t e n c e o f C A S E ( t h e r e w a s n o f o r m a l l y 

r e c o g n i z e d t e r m i n a t i o n ) , c o i n c i d e d w i t h t h e t u r b u l e n c e k n o w n a s "1968 . " T h a t 

t u r b u l e n c e w a s r e c o g n i z a b l e i n t h e r e s u l t s o f a n o t h e r p r o j e c t i n i t i a t e d b y 

E i s e n m a n i n 1966: t h e d e v e l o p m e n t o f i d e a s f o r t h e u r b a n t r a n s f o r m a t i o n o f 

H a r l e m c u l m i n a t i n g i n t h e " N e w C i t i e s ' * e x h i b i t i o n a t t h e M u s e u m o f M o d e r n 

A r t a t t h e b e g i n n i n g o f 1967. F o u r u n i v e r s i t y - b a s e d t e a m s w e r e i n v o l v e d : t h e 

a r c h i t e c t s j u s t i d e n t i f i e d f r o m C o l u m b i a ; R o w e . T h o m a s S c h u m a c h e r , J e r r y 

W e l l s , a n d F r e d K o e t t e r f r o m C o r n e l l ; G r a v e s a n d E i s e n m a n f r o m F ' r i n c e t o n ; 

a n d A n d e r s o n . M i l l o n , a n d R o b e r t G o o d m a n f r o m M I T . 1 ' 

T h e w o r k o f n o n e o f t h e " N e w C i t y " t e a m s w o u l d i l l u s t r a t e " i n s t r u m e n t a l -

i z a t i o n . " O n t h e o t h e r h a n d , a t l e a s t t h e C o r n e l l a n d P r i n c e t o n p r o j e c t s c o u l d 

b e c h a r a c t e r i z e d a s e x p l o r a t i o n s t o w a r d a n a u t o n o m o u s a r c h i t e c t u r e . L a r g e 

p o r t i o n s o f H a r l e m w e r e e l i m i n a t e d i n f a v o r o f a b s t r a c t , o f t e n h a n d s o m e e x e r ­

c i s e s i n f o r m a n d / o r f i g u r e / g r o u n d m a n i p u l a t i o n . ' 2 I n c o n t r a s t , t h e M I T p r o j ­

e c t b e g a n w i t h a s e r i e s o f d e v e l o p m e n t a l s t a g e s o n t h e u n d e v e l o p e d i s l a n d s 

i n t h e E a s t R i v e r a n d o n f i l l e d l a n d i n t h e E a s t R i v e r i t s e l f . E a r l y s t a g e s a l s o 

i n v o l v e d i n f i l l h o u s i n g to t r a n s f o r m t h e e n v i r o n m e n t a l c h a r a c t e r o f t h e e x i s t ­

i n g l a r g e s o c i a l h o u s i n g p r o j e c t s . O n l y a f t e r y e a r s o f t h e d e v e l o p m e n t o f s u c h 

n e w r e s o u r c e s w a s t h e i n c r e m e n t a l u p g r a d i n g o f t h e H a r l e m f a b r i c c o n t e m ­

p l a t e d . W i t h i n t h e m e m b e r s h i p o f t h e C A S K g r o u p ( n o t s o i d e n t i f i e d f o r t h e 

M o M A e x h i b i t ) , a s p l i t a p p e a r e d : a d o m i n a n t p o s i t i o n m o v i n g t o w a r d a u t o n 

o m y v e r s u s o n e t h a t s a w a r c h i t e c t u r e a s a n e n t e r p r i s e t h a t d i d , i n d e e d , h a v e 

i t s o w n d i s c i p l i n e , b u t h a d a l s o t o s u b j e c t i t s e l f to m a t e r i a l , s o c i a l , a n d p o l i t i ­

c a l c r i t i c i s m . ' 3 I n 1969, t o g e t h e r w i t h M I T s t u d e n t s , I o r g a n i z e d a n e x h i b i t i o n 

a t MIT*S H a y d e n G a l l e r y ( t h e p r e d e c e s s o r t o t h e L i s t G a l l e r y ) t i t l e d " F o r m a n d 

U s e i n A r c h i t e c t u r e . " T h e t i t l e i s e n o u g h t o s a y t h a t t h e t h e s i s o f t h e e x h i b i ­

t i o n e n g a g e d t h e i s s u e s o f t h e p r o b l e m - w o r r y i n g e s s a y . T h e c l o s i n g e v e n t o f 

t h e e x h i b i t i o n i n e a r l y 1969 w a s o n l y t h e s e c o n d p u b l i c e v e n t o f C A S K . 1 4 I t w a s 

a l s o t h e d e m i s e o f C A S E , a s m o s t o f t h e m e m b e r s s a w t h e M I T e x h i b i t i o n a s 

s u p p o r t i n g b o t h " i n s t r u m e n t a l i z a t i o n " a n d ( m o r e f r o m t h e M o M A e x p e r i e n c e ) 

n a i v e s o c i a l c a u s e s s u c h a s " a d v o c a c y p l a n n i n g . " I n c o n t r a s t , o n e s h o u l d t h i n k 

o f t h e s e a s a l s o t h e y e a r s i n w h i c h P e t e r E i s e n m a n e m b r a c e d t h e a u t o n o m y of 

" c a r d b o a r d a r c h i t e c t u r e " a n d d e s i g n e d h i s s e r i e s o f n u m b e r e d h o u s e p r o j e c t s . ' 5 

I c o n s i d e r t h e M I T c o n t r i b u t i o n , i n b o t h t h e s e e x h i b i t i o n s to h a v e b e e n 

e x e r c i s e s i n " p r o b l e m w o r r y i n g . " W i t h i n t h i s a p p r o a c h , t h e r e w a s a n e f f o r t t o 

r e c o g n i z e t h e i n t e r n a l d e m a n d s o f t h e d i s c i p l i n e o f a r c h i t e c t u r e a s w e l l a s t h e 

" p r o b l e m . " T h e a r c h i t e c t u r a l e x a m p l e w i t h i n t h e p r o b l e m - w o r r y i n g p a p e r w a s , 

a f t e r a l l , o f L e C o r b u s i e r ' s C a r p e n t e r C e n t e r . T h e " F o r m a n d U s e " e x h i b i t i o n 

f e a t u r e d a s e c t i o n d e v o t e d to d e S t i j l a r c h i t e c t u i v a n d d e s i g n , i n c l u d i n g m a t e ­

r i a l s o n l o a n f r o m T r u u s S c h r d d e r - S c h r a d e r w h o s e f a m o u s h o u s e i n U t r e c h t 

(1924). b y M r s . S c h r o d e r a n d G e r r i t R i e t v e l d , i s o f t e n t a k e n a s t h e a p o t h e o s i s 

o f a b s t r a c t f o r m t r a n s l a t e d i n t o a r c h i t e c t u r a l s p a c e . I n t h e l e a f l e t t h a t a c c o m ­

p a n i e d t h e e x h i b i t i o n , I d i s c u s s e d t h e h o u s e s o m e w h a t d i f f e r e n t l y : 

While Le Carbinier spoke of mass and the play of primary forms in light, the 

Dutch artists and architects of the de Stijl group undertook the exploration of 

form in a quite different manner. Rather than speaking of mass and Platonic 

forms, they attacked the problem of design armed with what they considered 

the fundamental elements of artistic construction: straight lines, planes, pri­

mary colors, black and white. In furniture and an hitecture. Micks of'unit cross-

section and planar constructions simulated the fundamental elements. The 

formal system required the preservation of the integrity of the element - even 

when used in larger constructs; this U/UA accomplished by having the elements 

pass by one another with only tangential connections. Such a formally derived 

relation of part to-part is obviously the antithesis of the organic-functional 

analogy exemplified by the Richard Riemerschmtd chair /in the exhibition: or 

one could think of furniture by Henry van de Veldef 

I n t h e S c h r o d e r H o u s e , s p a t i a l a n d u t i l i t a r i a n c o n c e r n s a r e i m b e d d e d 

i n t h e d e v e l o p m e n t o f t h e d e S t i j l f o r m a l s y s t e m . D i r e c t e x p e r i e n c e o f t h e 

S c h r o d e r H o u s e r e v e a l s t h e i n t e l l e c t u a l , f o r m a l p r i n c i p l e s t h a t c o n c e r n e d t h e 

d e S t i j l g r o u p ; i t i s t h e e m b o d i m e n t o f a s e t o f i d e a s i n s u b s t a n t i a l f o r m . H o w 

e v e r , u n l i k e b u i l d i n g s t h a t e m b o d y a f o r m a l i d e a i n w h o l e , o b j e c t - l i k e v o l u m e s , 

t h e d e S t i j l f o r m s o f t h e S c h r o d e r H o u s e w e r e g e n e r a t e d a d d i t i v e l y . I n t h i s 

w a y t h e p e r c e p t u a l e x p e r i e n c e o f t h e h o u s e a n d t h e d e m a n d s o f u s e c o n t r i b u t e 

t o t h e c o n s t r u c t i o n o f t h e w h o l e t h a t i s c o n s i s t e n t w i t h t h e f o r m a l i n t e n t b u t 

n o t w h o l l y p r e c o n c e i v e d . V i s i t i n g t h e h o u s e , o n e b e c o m e s a w a r e o f t h e f o r m a l 

s y s t e m b e h i n d t h e d e s i g n , a n d s i m u l t a n e o u s l y a w a r e o f t h e u s e - i m p l i c a t i o n s 

o f t h e f o r m a l o r g a n i z a t i o n . 

E v e n t h o u g h t h e d e S t i j l g r o u p c o n s c i o u s l y s u p p r e s s e d t h e n a t u r e o f 

m a t e r i a l s , t h e y d o s t a n d a s o n e o f t h e f e w e x e m p l a r s o f a s o l u t i o n t o t h e f o r m 

u s e p r o b l e m . D e S t i j l o b j e c t s a n d e n v i r o n m e n t s a t t e s t t o t h e p o s s i b i l i t y o f c o n ­

v e n t i o n s a c c o m m o d a t i n g , e v e n e n c o u r a g i n g , p a t t e r n s o f u s e t h a t a r e c o n v i n c ­

i n g i n b o t h i n t e l l e c t u a l a n d u t i l i t a r i a n t e r m s . " 

W i t h i n t h e c o n c e p t o f q u a s i - a u t o n o m y r h e r e i s a w i d e r a n g e o f c o n t r i b u -

t i v e w o r k , s o m e a p p r o a c h a u t o n o m y w h i l e o t h e r s a r e d e e p l y e n g a g e d i n t h e 

m a t e r i a l a n d s o c i a l c o n d i t i o n s o f t h e e n v i r o n m e n t . I s a w E i s e n m a n ' s e a r l y 

w o r k , n o t a b l y t h e T o y M u s e u m i n P r i n c e t o n , i n t h e s a m e l i g h t t h a t I s o u g h t 

t o c a s t o n t h e S c h r o d e r H o u s e . T h e d e S t i j l a n d e a r l y E i s e n m a n w o r k s a r e o f 

f u n d a m e n t a l i m p o r t a n c e to t h e d i s c i p l i n e o f a r c h i t e c t u r e . T h e y p r o j e c t n e w 

w a y s o f c o n c e i v i n g m a t e r i a l f o r m , s p a c e , l i g h t , a n d , at l e a s t t o m y m i n d , i m p l i ­

c a t i o n s f o r u s e a n d m e a n i n g . S i g n i f i c a n t l y , t h e s e " n e w w a y s " a r e d e p l o y e d i n 

s u c h a m a n n e r a s t o g i v e a s m u c h o r m o r e a t t e n t i o n to t h e i r g e n e r a l i z e d p o t e n ­

t i a l s a s to t h e s p e c i f i c s t h e y i n i t i a l l y s e r v e d . I t i s i n t h i s t h a t t h e y a p p r o a c h 

a u t o n o m y a n d e s t a b l i s h n e w r e f e r e n c e s w i t h i n t h e d i s c i p l i n e . 

O n e r e a s o n t h a t w o r k s s u c h a s t h e s e b y t h e d e S t i j l g r o u p a n d E i s e n m a n 

r e m a i n w i t h i n t h e d o m a i n o f q u a s i - a u t o n o m y i s t h e i r i n t i m a t e s c a l e . A l s o , a 

p a r t i c u l a r u s e i s n o t d e f i n e d . O n e i s a c u t e l y a w a r e o f o n e * s o w n b o d y i n . a n d i n 

r e l a t i o n t o . t h e s e e n v i r o n m e n t s - a n d w i t h t h i s , a l s o t h e a n t i c i p a t i o n o f o n e ' s 

o c c u p a t i o n i n v a r i o u s m o d e s . P u r e g e o m e t r i c f o r m s , o r e v e n c o n v e n t i o n a l 

a r c h i t e c t u r a l f o r m s i n f l a t e d t o g r a n d i o s e p r o p o r t i o n s - a s o n e m a y s e e i n 

t h e s o - c a l l e d R e v o l u t i o n a r y a r c h i t e c t s o f t h e l a t e e i g h t e e n t h c e n t u r y - c r o s s 

a n o t h e r t h r e s h o l d i n t h e q u e s t i o n o f t h e a u t o n o m y o f a r c h i t e c t u r e . W e a r r i v e 

a t a n a u t o n o m y t h a t d e s e r v e s i t s p l a c e i n o u r c o n c e p t u a l i z a t i o n o f a r c h i t e c ­

t u r e , b u t l e s s a s s u r e d l y b e l o n g s i n o u r b u i l t e n v i r o n m e n t . 

I s a y o n l y " l e s s a s s u r e d l y . " f o r w e m i g h t a d o p t A d o l f L o o s ' s p o s i t i o n 

t h a t a r c h i t e c t u r e r a r e l y e n t e r s t h e r e a l m o f a r t - p e r h a p s o n l y i n c o n f r o n t i n g 

d e a t h . 1 7 S o t h e r e m a y b e a p l a c e f o r a g i g a n t i c c e n o t a p h f o r N e w t o n , b u t , 

d e s p i t e i t s s i z e , t h i s i s a n i n f i n i t e s i m a l p a r t o f w h a t w e w a n t o r n e e d i n o u r e n v i ­

r o n m e n t . D e S t i j l a n d E i s e n m a n w o r k s , a l o n e , a l s o c a n n o t c o m p r i s e o u r e n v i 

r o n m e n t . E v e n v e r y c l e v e r a r c h i t e c t s d o n o t c o n c e i v e t r a n s f o r m a t i o n a l f o r m a l 



s y s t e m s e v e r y T i m e T h e y p i c k u p a p e n c i l o r m o u s e . R a T h e r , it i s a l s o a h i g h c a l l ­

i n g to c o m p r e h e n d t h e f o r m a l s y s T e m s a v a i l a b l e w i t h i n t h e d i s c i p l i n e o f a r c h i ­

t e c t u r e a n d t h e n to b r i n g t h e s e to b e a r f r u i t f u l l y o n o u r e n v i r o n m e n t a l n e e d s 

a n d t h e m a t e r i a l i t y of b u i l d i n g . I n d e e d , it i s t h i s b r o a d e r l a s k t h a t c o u l d y i e l d 

t h e l a r g e r a r c h i t e c t u r a l a n d u r b a n e n v i r o n m e n t s i n w h i c h w e w o u l d c h o o s e to l i v e . 

W h e n w e b r o a d e n o u r f o c u s i n t h i s w a y , l e s s a u s t e r e i n v e n t i o n s a l s o 

e m e r g e a s s i g n i f i c a n t c o n t r i b u t i o n s to t h e d i s c i p l i n e o f a r c h i t e c t u r e . I n L e 

C o r b u s i e r ' s r e n o w n e d F i v e P o i n t s , m o d e r n m a t e r i a l a n d p r o c e s s e s o f c o n s t r u c ­

t i o n a r e i m b e d d e d w i t h i n t h e d i s c i p l i n a r y p r o p o s i t i o n . D e s p i t e t h i s c o m p l i c ­

i t y i n m a t e r i a l a n d t i m e , t h e F i v e P o i n t s a l s o o p e n e d s i g n i f i c a n t g e n e r a l p r o p o ­

s i t i o n s a b o u t s p a c e , l i g h t , a n d e n v i r o n m e n t a l o r g a n i z a t i o n . T h e F i v e P o i n t s 

a r e a s m u c h o r m o r e a c o n t r i b u l i o n to t h e d i s c i p l i n e o f a r c h i t e c t u r e a s a r e t h e 

c o n c e p t s o f d e S t i j l . B u t i t i s a l s o t h e c a s e t h a t t h e F i v e P o i n t s c o u l d no t h a v e 

b e e n c o n c e i v e d w i t h o u t t h e a v a i l a b i l i t y o f r e i n f o r c e d c o n c r e t e . T h e r e r e a l l y i s 

n o t e c h n o l o g i c a l i n v e n t i o n i n t h e F i v e P o i n t s ; t h e y a r e r a t h e r a s i g n i f i c a n t a r c h i ­

t e c t u r a l d i s c o v e r y w i t h i n a r e c e n t l y a v a i l a b l e t e c h n o l o g y . ' 8 S t a t e d t h u s , L e C o r ­

b u s i e r ' s a c h i e v e m e n t i n v i t e s t h e c o m m e n t s 

ft^^^^W^^P^^^^R^)linary i n v e n t u r n s , but p e r s o n a l e x p e i i c m e u l i he a r t i 

f a c t s s h o w s t h a t t h e y t o o a r e d i s c o v e r i e s o f s p a c e , l i g h t , a n d o r g a n i z a t i o n . 

A s i n t h e e x a m p l e o f t h e F i v e P o i n t s , t h e n o t i o n o f q u a s i - a u T o n o m y i s no t 

l i m i t e d to f l i g h t s o l h i g h a r c h i t e c t u r e a n d t h e o r y . I n d e e d , I h a v e e x p l o r e d t h e 

c o n c e p t i n r e l a t i o n to c i t y f o r m ( S a v a n n a h ) 2 0 a n d w o r k e r s ' h o u s i n g ( K r u p p at 

E s s e n a n d t h e G u t e h o f n u n s h u t t e a t E i s e n h e i m ) . 2 1 

A s m a y be s e e n t h e n , t h e r e i s a s i g n i f i c a n t r a n g e w i t h i n t h e c o n c e p t o l 

q u a s i - a u t o n o m y . S o m e i n s t a n c e s a p p r o a c h t h e a u s t e r e ; t h e y p r o v i d e t h o s e s p e ­

c i a l , r a r e e x p l o r a t i o n s w i t h i n t h e d i s c i p l i n e o f a r c h i t e c t u r e e x e m p l i f i e d b y d e 

S t i j l . O f c o u r s e , t h e f o r m a t i o n o f t h e d e S t i j l g r o u p a n d i t s s e t o f c o n c e r n s 

c a n be c o n v i n c i n g l y e x p l o r e d w i t h i n a p a r t i c u l a r h i s t o r i c a l s e t t i n g . B u t i t s e l e ­

m e n t a l p r o p o s i t i o n s i n m a t t e r s o f v i s u a l f o r m d o i n d e e d h a v e a h i g h d e g r e e 

o f a u t o n o m y . W h e t h e r i n M o n d r i a n ' s p a i n t i n g s , K i e f v e l d ' s f u r n i t u r e , o r t h e 

S c h r o d e r h o u s e , w e r e c o g n i z e a p h y s i c a l t o u r d e f o r c e to e x e m p l i f y t h o s e e l e ­

m e n t a l p r i n c i p l e s - a n d y e t o u r m i n d s c a n e n t e r t a i n t h e q u i r e d i f f e r e n t l e v e l s 

a t w h i c h w e a r e a d d r e s s e d . T h e t a c t i l e q u a l i t i e s o f M o n d r i a n ' s p a i n t i n g s d o no t 

d e s t r o y t h e i r i d e a l i t y . I t h i n k i t i s f o r t h e s a m e r e a s o n s t h a t , w h e n w e s e e a 

S t i j l w o r k , w e d o t h i n k o f H o l l a n d c i r c a 1920, b u t c a n a l s o g r a n t t h e s e p r i n 

l e s a g e n e r a l i t y t h a t i s n o t t i e d to t h a t m o m e n t a l o n e . 

K v e n t h e s e s p e c i a l c a s e s b e c o m e i n s t a n c e s w i t h i n a u n i v e r s a l n o t i o n o l 

q u a s i - a u t o n o m y . E v e n t u a l l y t h e y a r e t e s t e d a n d . i f f o r t u n a t e , g i v e n g r e a t e i 

H o u s e I (Toy M u s e u m ) , P r i n c e t o n , N e w 

J e r s e y . Pe te r E i s e n m a n , interior. 



e f f e c t b y t h e i r p e r f o r m a n c e . I n s p e a k i n g o l a " u n i v e r s a l n o t i o n . " I c l a i m t h a t 

e v e r y e n v i r o n m e n t a l w o r k ( a n d o t h e r f o r m s o l h u m a n i n v e n t i o n ) p a r t i c i p a t e s 

i n q u a s i - a u t o n o m o u s r e l a t i o n s h i p s . N e v e r t h e l e s s , t h i s c l a i m f o r g e n e r a l i t y 

d o e s n o t g i v e a m e a n i n g l e s s w h i t e w a s h to a l l w o r k s . W e c a n m a k e c r i t i c a l d i s ­

t i n c t i o n s . U n l i k e t h e d e S t i j l e x a m p l e , L e C o r b u s i e r ' s F i v e P o i n t s p a r t i c i p a t e s 

q u i t e d i r e c t l y i n t h e m a t e r i a l w o r l d . I n c o n t r a s t to t h e d e S t i j l c a s e , t h e r e c a n 

b e a r e l a t i v e l y s e a m l e s s r e l a t i o n b e t w e e n t h e d i s c i p l i n a r y p o t e n t i a l s e s p o u s e d 

i n t h e F i v e P o i n t s a n d a b u i l t w o r k b a s e d o n t h o s e p r i n c i p l e s . B u t f o r t h e s a m e 

r e a s o n , t h e F i v e P o i n t s r e v e a l a ( v a l u e d ) p o t e n t i a l w i t h i n c e r t a i n m a t e r i a l c o n ­

d i t i o n s : l e s s g e n e r a l , m o r e t e c h n i c a l l y a p p r o p r i a t e , t h a n t h e D e S t i j l e x a m p l e ; 

m o r e t e c h n i c a l l y a n d h i s t o r i c a l l y c o n s t r a i n e d t h a n L e C o r b u s i e r a c k n o w l e d g e d . 

E v e n a b a n a l w o r k c a n b e a n a l y z e d i n t e r m o f q u a s i - a u t o n o m y b u t w i l l 

b e r e v e a l e d a s j u s t t h a t : b a n a l . M y o w n e f f o r t s at u s i n g t h e a r g u m e n t o f q u a s i -

a u t o n o m y to r e v e a l a p o w e r f u l e x a m p l e - a n d a l l o w t h i s to s e r v e a s a g a u g e of 

c o m p a r a t i v e w o r k s - i s p e r h a p s b e s t d e m o n s t r a t e d i n m y s t u d i e s o f t h e t o w n 

p l a n o f S a v a n n a h . 2 2 I t i s n o t s p e c i a l t h a t o n e c a n a n a l y z e S a v a n n a h f r o m t h e 

p e r s p e c t i v e o l q u a s i - a u t o n o m y . I t i s t h e d i s t i n c t i v e f e a t u r e s a n d t h e h i s t o r i c a l 

p e r f o r m a n c e o f S a v a n n a h , r e v e a l e d t h r o u g h a n a n a l y s i s o f i t s q u a s i - a u t o n o m y . 

t h a t m a k e i t s p e c i a l a n d i n d e e d a c o m p a r a t i v e t e s t f o r o t h e r c i t y p l a n s . 

F i n a l l y . I w a n t to r e c o g n i z e t h a t t h e n o t i o n o f q u a s i - a u t o n o m y i s i n n o 

w a y l i m i t e d t o a r c h i t e c t u r e o r m a t t e r s o f t h e p h y s i c a l e n v i r o n m e n t . C o n v e n ­

t i o n s , w h e t h e r t o u c h i n g o n s o c i a l o r e n v i r o n m e n t a l i s s u e s ( a n d . a f t e r a l l . t h e s e 

c a n n e v e r b e w h o l l y s e p a r a t e ) , c a n be e x a m i n e d i n t e r m s o f t h e i r q u a s i - a u t o n ­

o m o u s r e l a t i o n s . A n i l l u s t r a t i v e e x a m p l e i s t h e s o c i a l c a t e g o r y o f " t e e n a g e r . " 

T h e c o n c e p t i s s o i m b e d d e d i n o u r s o c i e t y t h a t a t f i r s t i t s e e m s t h e y e a r s f r o m 

t h i r t e e n to n i n e t e e n m u s t h a v e s o m e u n i t y t h a t i s i n t u r n c h a r a c t e r i z e d b y s o m e 

i n e v i t a b l e t r a i t s . T h e r e a r e a l w a y s a n d e v e r y w h e r e p e o p l e o f t h e s e t e e n y e a r s , 

a n d t h e y s u r e l y h a v e t r a i t s t h a t a r e d i f f e r e n t f r o m t h o s e w h o a r e e i t h e r y o u n g e r 

o r o l d e r . W h a t w e m a k e o f t h i s p o p u l a t i o n , h o w e v e r , i s a t l e a s t a s m u c h o r m o r e 

a m a t t e r o f t h e s o c i a l c o n s t r u c t w e m a k e fo r t h e m , a n d t h e y f o r t h e m s e l v e s . 

T h i s i s m y s i m p l e a d v o c a c y : t h e f r u i t f u l n e s s o f r e c o g n i z i n g t h e s t r e n g t h s 

a n d t h e c l a i m s o f , o n o n e s i d e , o u r t h e o r i e s a n d c o n v e n t i o n s , t h a t s h o u l d no t 

be h e l d d o g m a t i c a l l y , a n d . o n t h e o t h e r , t h e r e a l i t i e s , t h a t a r e i n s o m e w a y s 

o b d u r a t e b u t o f t e n r e m a r k a b l y a n d f a s c i n a t i n g l y m a l l e a b l e . T o s e e k t o l i v e 

o n l y a l i f e o f t h e m i n d a t o n e p o l e , o r o f m a t e r i a l i t y a t t h e o t h e r , o r o f c o e r c i v e 

p o w e r f r o m e i t h e r , i s to i m p o v e r i s h o n e ' s s e l f , o n e ' s d i s c i p l i n e , a n d o n e ' s 

s m a l l e r o r g r e a t e r c o m m u n i t y . 

N O T E S 

1 The essay had its init ial form in a lecture for the conference 

"Convent ions. Canons , and Cr i t i c ism," organized by the 

author tor MIT and held at the A m e n c a n Academy of A r t s 

and S c i e n c e s ir> Cambridge. Apu l 198? 

2 Actual ly I wrote "semi-autonomy." I now prefer "quasi-auton­

omy," so I u s e that form throughout this essay, even when? it 

involves changing an earl ier text 

3 On a dif ferent c r i t ica l front, th is w a s also tne year of Rnber l 

Venturi 's Complenty and Contradiction m Architecture (New 

York Museum ol Modern Ar t . 1966), 

4 A s notod. th is is an unpubl ished essay first presented at 

the Arch i tec tura l Assoc ia t ion , London, m March 1966 II 

w a s repeated on 5 June 1966 at the annual teachers ' confer­

ence of the Assoc ia t i on of Col legiate Schools ol Arch i tec­

ture, meeting at the Oanb rook A c a d e m y in Bloomtield Hil ls, 

Michigan. A s produced here, the text is changed in minor 

mat ters ot felicity, the el iminat ion of such usage ol the t ime 

a s "the a r c h i t e c t . . . he.," and abbreviation m accord wi th the 

current editors. 

5 In tact I w a s happy to pre-iudge the Pr inceton proiect and 

won the resources to s tage a n MIT conference "Inventing 

the Future Envi ronment" (1966) that explored other v iews 

of the si tuat ion of archi tecture and planning.The result ing 

book w a s S , Anderson, ed. . Planning for Diversity and Choice: 

Possible futures and their Relations to the Man-Controlled 

Environment (Cambr idge: The MIT P r e s s , 1958): m German a s 

DieZukun/t der menschlichen Umwett (Freiburg i.B. Verlag 

Rombach , 1971).The final report of the A iA /Prmce ton study 

w a s Robert L Geddes and Bernard P Spr ing, A Study ol Edu­

cation for Environmental Design (Pr inceton, N J ; Pr inceton 

6 M C Beardsley. " O n the Creat ion of Ar t , " Journal ol Aesthet­

ics and Art Criticism, x x i n . 3 (Spr ing 1965), p.?99. 

7 A D Trottenberg. "Col lege Gradua tes Visual I l l i terates," Satur 

day Review (Feb. 19. 1966). pp. 7311 

8 A simi la i argument for growth through "problem-worrying" 

could be maae for the way in wh ich Le Corbasier, at the 

V A C . cont inued to t ransform the archi tectura l problem that 

he had set out Id the Maison Domino m 1914. S , Anderson. 

"Arch i tec tura l R e s e a r c h P rog rammes in the Work ot Lo Cor 

Repr inted (without i l lustrat ions) in K Michael Hays . ed. . 

Architecture Theory since 7967} (Cambr idge: The MIT P r e s s , 

1998). pp. 490 -505, 

0 " S e r f s Concept ol Living," Architectural Design, x x x i (August 

10 For reasons ot t ime, the next two paragraphs were not read 

m London. 

11' T h e exhibit ion w a s under the gu idance of Arthur Drexler. 

Director of the Department of Arch i tec ture ana Des ign of 

The Museum of Modern A n . S e e The New Cdy: Architecture 

and Urban Renewal (Now York MoMA, 1967) 

12 "An interest ing outgrowth of the exhibit ion has been the 

establ ishment, in New York City, of the Insti tute for Arch i 

tecture and U rban Studies, through the joint e t lo r t so f 

The M u s e u m of Modem Ar t and Cornel l Universi ty. The Inst i 

K i te wil l combine university, museum, and governmental 

resources a s they may be brought to bear on what is now 

one of the most press ing quest ions 61 our t ime: what is 

to become of our c i t i es? " Ar thur Drexier w a s a mot ivat ing 

force in th is foundation, Col in Rowe played a role in the 

aff i l iat ion of Cornel l Universi ty, but the quoted paragraph 

gives nri indication ot the centra l role, once again, of Peter 

E i senman first In the Inundation ol t « U S and then a s i ts 

leader (wi th R o w e a s a sidekick in the first years ) . A ma im 

proiect of the Inst i tute w a s one on s t reets sponsored by 

the U.S. Department of Housing and U rban Development 

(1970 -1973), It resul ted in a housing proiect in Brooklyn and 

a book: S . Anderson , ed. , On Streets (Cambr idge; T h e MIT 

P r e s s . 1978) In Span i sh as Cal/es. Problcmas drestn/ctura 

• 

Shade (Bm. Dedalo. 1982) 

13 Thn MI 1 team worked without internal confl ict, bul there 

w a s a dist inct ion within i ts members . Robert Goodman, who 

lomed at my invitation, w a s a noted f igure ol the t ime in 

Cession, Millon and I were mure inclined to sus ta in disciplm-

a iy inquiry whi le shar ing in Goodman's concerns . From the 

beginning of the proiecl there w a s a bond to wi thdraw cni 

lectively if MoMA res is ted the poli t icization of our proiect 

a possibi l i ty that w a s a lways at hand and perhaps rest ra ined 

only by the intense general pol i t ics of the t ime and notably 

in m a i l e r s concern ing Har lem. Perhaps it is of anecdotal 

interest that Michael D u k a k i s d r e w up Ihe A G M par tnership 

papers. On the pol i t ics of archi tecture and planning of that 

moment, see : Robei t Goodman. Alter the Planners (New 

! 

14 C A S E meet ings were pr ivate to Ihe members a n d gues ts 

except for a public event at Ihe Universi ty of Oregon and 

then th is meet ing at MIT 

15 In Ins 1976 editor ial lot Oppositions 6, E i senman dis­

m issed autonomy, at least a s he perceived it to have 

been lepresented, as a cont inuing humanist enterpr ise. 

Ifi the "Arch i te t lu ia Rat iona le" exhibition at the Mi lan 

Triennale of 1973. E isenman ant ic ipated an achievement 

in archi tecture, belatedly, of what the "modernist sens i ­

bility'' had properly been, a new. non humanist cul tural 

att i tude. I believe there c a n be important d is t inct ions 

between vulgar Zeitgeist arguments and the invocation 

(of fered by E i senman) ot an ep is leme a s conceived by 

Foueault, What those dist inct ions would be, and how 

they relate to E isenman 's cont inuing work cannot be 

at tempted t iere. 

16 S , Anderson, "Form ana Use in Archi tecture," photocopy 

leaflet for a n exhibition of the same name, organised by 

Anderson at the Hayden Gallery, M I T ( J a n 28-March ?.. 

1969), pp. 8-10 

17 Adolf Loos. "ArchiteMur," Trotidem ( Innsbruck: Brenner 

Ver lag), 1931: reprint i Vienna: Georg Prachner . 1982). 

Here and e lsewhere Loos ins is ts on dif ferentiat ing the 

cul tural roles of var ious a r t i fac ts , including buildings. 

Bui ld ings typical ly do not tall in the realm of ar t . whi le 

an anonymous mound, ol charac te r i s t i c shape, may 

enler the realm ot art. S e e Anderson, "Arch i tecture m a 

Cul tura l Field.' ' i n T a i s t o H . Makeln and Walhs Miller, eds-, 

Wars ol Classification Architecture and Modernity (New 

York: P r ince ton A r c h r e c l u r a l P r e s s . 1991). pp. 9-35. 

18 S e e note 8. 

19 I w a s moved to this commentary by a bnef argument 

ol Chr istopher R icks , but I do not wish to make him 

responsible for my appropriation R icks . " T h e Tragedies 

of Webster.Tourneur and Middleton: Symbols. Imagery 

and Convent ions," in R i c k s , ed.. English Drama to 1710 

(London; Sphere Books. 1971). p. 307 

20 S e c On Streets, and "Urban Form and Society in the 

Great Ci ty : A n Argument f rom the Quasi-Autonomy ol 

P h y s i c a l Form." m Lui.n Mazza. ed,, World Cities and 

the Future of the Me/rcpoles (Mi lan: E lec ta , 1988), pp. 

87 93; "Savannah and the Issue ot Precedent : C i ty P lan 

us Resource, " in Ralph Bennett, ed., Settlements in the 

Americas: Cross-Cultural Perspectives (Newark. DL Un i 

ve 's i ty of De laware P r e s s . 1993). pp. 110-144. 

21 "Cr i t i ca l Convent irmalism: The History of Archi tecture." 

MidgSrd I (Univers i ty ol Minnesota), I, 1 (1988). pp. 33 -47. 

22 S e e the previous note but one. 
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I n t h e l a t e 1960s . I t a l i a n a r c h i t e c t a n d h i s t o r i a n M a n f r e d o T a f u r i s u r v e y e d 

t h e s i t u a t i o n o f a r c h i t e c t u r e a n d a r c h i t e c t u r a l p r a c t i c e w i t h g r i m r e s i g n a t i o n . 

T h e c o n c l u d i n g p a r a g r a p h s o f Architecture and Utopia: DeAiqn and CupitaliAt 

Development, e x p r e s s f a i r l y w e l l t h e m o n u m e n t a l d e s p a i r w h i c h s u f f u s e d t h i s 

a n d s u b s e q u e n t t e x t s b y T a f u r i : 

Modern architecture IIOA marked out iu own fate by makinq itself...the hearer 

of idealA of rationalization . . . i f Li uAeleAA to Mruqqle for eAcape when com­

pletely encloAed and confined without an exit... No "Aalvation" IA any lonqer 

to he found within it: neither wanderinq reAtlcAAly in labyrinth/, of imaqeA AO 

multivalent they end in mutenvAA. norericloAed in the Atubborn Ailence of'geom­

etry content with HA own perfection ...it LA uAeleAA to propoAe purely architec­

tural alternative!,? 

F o r T a f u r i , a r c h i t e c t u r e s i n c e t h e E n l i g h t e n m e n t h a d b e c o m e t h e i n s t r u ­

m e n t p a r e x c e l l e n c e o f c a p i t a l i s t d e v e l o p m e n t , w i t h t h e Utopias p r o p o s e d b y 

i t s g r e a t e s t a v a n t - g a r d e s n o t h i n g b u t v e h i c l e s o f w o r l d d o m i n a t i o n a n d a d m i n -

i s t r a t i o n i n t h e h a n d s o f r a m p a n t c a p i t a l i s t e x p a n s i o n . B u t i n h i s d i p i n t o 

t h e h i s t o r y o f W e s t e r n E u r o p e a n a r c h i t e c t u r e . T a f u r i c o n v e n i e n t l y f a i l e d to 

m e n t i o n t h a t a r c h i t e c t u r e h a d a l s o b e e n a n i n s t r u m e n t o f f e u d a l e x p l o i t a t i o n , 

d o m i n a t i o n , a n d a d m i n i s t r a t i o n ; a n i n s t r u m e n t o f p o s t - m e d i e v a l c o l o n i a l 

e x p a n s i o n , e x p l o i t a t i o n , d o m i n a t i o n , a n d a d m i n i s t r a t i o n ; a n i n s t r u m e n t o f 

c o l o n i z a t i o n , e x p l o i t a t i o n , d o m i n a t i o n , a n d a d m i n i s t r a t i o n f o r I m p e r i a l R o m e ; 

a n d s o o n . A r c h i t e c t u r e ' s i n s t r u m e n t a l u s e b y r e g i m e s o f p o w e r i s h a r d l y n e w . 

W h a t T a f u r i a v e r r e d , h o w e v e r , i s t h a t i n t h e c o n t e m p o r a r y w o r l d , t h i s i n s t r u -

m e n t a l i z a t i o n h a d b e c o m e i n e s c a p a b l e , p r e s u m a b l y b e c a u s e o f t h e t o t a l i z i n g 

r e a c h o f t h e p r o c e s s e s o f c a p i t a l i s t r a t i o n a l i z a t i o n . B u r i e d i n t h i s f o r m u l a t i o n 
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i s t h e c o n v i c t i o n t h a t t h i n g s h a d o n c e b e e n d i f f e r e n t , bu t t h a t w i t h t h e E n l i g h t ­

e n m e n t c a m e a f a l l f r o m g r a c e w i t h c o n s e q u e n c e s a s d e v a s t a t i n g f o r a r c h i t e c ­

t u r e a s t h o s e c o n f r o n t e d b y A d a m a n d E v e w h e n b a n i s h e d f r o m t h e G a r d e n o l 

E d e n . T h e v e r a c i t y , n o t t o m e n t i o n t h e l o g i c , o l t h i s v i e w i s a t b e s t d u b i o u s ; b e 

t h a t a s it m a y , T a f u r i w a s w i d e l y u n d e r s t o o d to b e s o u n d i n g t h e e n d of a r c h i t e c ­

t u r e , j u s t a s A r n o l d S c h o e n b e r g h a d a n n o u n c e d t h e e n d o f t o n a l i t y . T h e o d o r 

A d o r n o t h e e n d o f a r t , a n d F r a n c i s F u k u y a m a l a t e r s o u n d e d t h e e n d of h i s t o r y . 

N o n e of t h e s e m i l l e n a r i a n p r e d i c t i o n s t u r n e d o u t to b e t r u e , a s t h e G u g g e n ­

h e i m i n B i l b a o . U 2 - s loshua Tree, a n d V i j a C e l m i n ' s p a i n t i n g s d e m o n s t r a t e . 

L i k e o t h e r E u r o p e a n a n d A m e r i c a n e l i t e s . T a f u r i c a s t h i s s t e r n g a z e o v e r 

c o n s u m e r i s m , c o m m e r c i a l i s m , t h e e r o s i o n o f h i g h c u l t u r e b y a s e a of s e n t i ­

m e n t a l i t y a n d c o m m o d i f i c a t i o n . a n d a h o s t o f o t h e r i l l s a s s o c i a t e d w i t h l a t e 

c a p i t a l i s m , a n d . f i n d i n g t h e m a t o n c e d e p r e s s i n g l y p e r v a s i v e a n d t r i u m p h a n t , 

c o n c e d e d d e f e a t . E v e n w o r s e , t h e p o s s i b l e f u t u r e s o f a r c h i t e c t u r e w e r e a s r e s ­

o l u t e l y d r e a r y a s i t s u n r e m i t t i n g l y b l e a k p r e s e n t . W i t h a f u t u r e a s b l e a k a s 

T a f u r i a n t i c i p a t e d , w h y w o u l d o n e b u i l d a t a l l ; ' A n d i f a l l a c t i o n s a r e i n e v i t a b l y 

c o m p r o m i s e d b y c a p i t a l i s m , h o w i s i t p o s s i b l e to d o a n y t h i n g w h e n e v e r y a c t 

c a n o n l y r e p e a t t h e i n i t i a l c a p i t u l a t i o n ? C o n t r a r y to w h a t o n e m i g h t e x p e c t , i n 

t h e U n i t e d S t a t e s t h e c u r r e n c y o f T a f u r i ' s t h e o r i e s ( i n s o m e v e r y p a r t i c u l a r fo r ­

m u l a t i o n s ) a n d t h e i r o f f s h o o t s s u r v i v e d t h e N i x o n . F o r d . C a r t e r . R e a g a n . B u s h , 

a n d e v e n C l i n t o n e r a s to e n t e r t h e n e w m i l l e n n i u m . I n t h e s p a c e - t i m e c o m p r e s ­

s i o n o f t h e l a t e c a p i t a l i s t o r d e r , n e a r l y t h r e e d e c a d e s i s a l o n g l i f e s p a n i n d e e d 

f o r a t h e o r y , g i v e n t h a t d e c o n s t r u c t i o n i n a r c h i t e c t u r e w e n t i n a n d o u t i n l e s s 

t h a n a d e c a d e . It d o e s h e l p t h a t p a r t s o f t h e t h e o r i e s i n T a f u r i ' s v a r i o u s e s s a y s 

a n d b o o k s b e c a m e t h e i n t e l l e c t u a l b a u b l e s o f u n i v e r s i t y f a c u l t y , g r a d u a t e s t u ­

d e n t s , a n d j o u r n a l e d i t o r s , e v e n i f t h e y b a r e l y p e n e t r a t e d t h e r e a l m of p r a c t i c e . 

W h i l e m y a i m h e r e i s n o t t o r e c a p i t u l a t e o r e v e n c r i t i c i z e T a f u r i ' s t h e o ­

r i e s , a f e w c l a r i f i c a t i o n s a r e i n o r d e r , n o t l e a s t b e c a u s e T a f u r i ' s p o s i t i o n h a s 

s o o f t e n b e e n m i s r e p r e s e n t e d . 2 U n f o r t u n a t e l y , i n m o s t c a s e s t h e t r a n s l a t i o n s 

o f h i s a d m i t t e d l y c o m p l e x a n d e l u s i v e p r o s e a r e c l u n k y a n d o f t e n w r o n g . B u t 

e v e n t h e p o o r t r a n s l a t i o n s a r e c l e a r e n o u g h a b o u t h i s k e y p o i n t s , s o t h a t m i s ­

r e p r e s e n t a t i o n c a n n o t b e d i s m i s s e d a s m i s u n d e r s t a n d i n g . 3 I n h i s 1976 r e v i e w 

o f t h e F r e n c h e d i t i o n o f T a f u r i ' s Theories and History of Architecture. Y v e s 

A l a i n B o i s a c c u s e d T a f u r i o f " l o s i n g " t h e a r c h i t e c t u r a l o b j e c t , a n d o f o p p o s 

i n g a r c h i t e c t u r e a s c r i t i c i s m b e c a u s e i t r e n d e r e d h i s o w n w o r k a s c r i t i c i n e f 

f e c t u a l . 4 A l t h o u g h B o i s c o m p l a i n e d a b o u t t h e F r e n c h t r a n s l a t i o n , h i s c r i t i q u e 

c o u l d o n l y b e a w i l l f u l m i s i n t e r p r e t a t i o n , b e c a u s e T a f u r i e x p l i c i t l y d i s t i n ­

g u i s h e d b e t w e e n a c r i t i c i s m w i t h i n a r c h i t e c t u r a l l a n g u a g e , a n d o n e e x t e r n a l 

to i t . a m e t a l a n g u a g e w i t h t h e g o a l o f e x p o s i n g t h e u n d e r l y i n g i d e o l o g i c a l 

s y s t e m b e y o n d t h e i n d i v i d u a l w o r k . 5 M o r e l a t e r a b o u t t h e m i s r e p r e s e n t a t i o n s ; 

f i r s t , h o w d i d T a f u r i p o s i t i o n a r c h i t e c t u r e ' 

W h a t T a f u r i v i e w e d a s t h e t r a g i c f a t e o f a r c h i t e c t u r e i n t h e c a p i t a l i s t e c o ­

n o m i c s y s t e m a n d w i t h i n t h e r e l a t i o n s o f p r o d u c t i o n c e r t a i n l y d r o v e h i m t o t h e 

l i m i t s of d e s p a i r , f o r h e v i e w e d c a p i t a l i s m a s a t o t a l i z i n g , a l l - e n c o m p a s s i n g 

s y s t e m . B u t h e b e g a n a n d e n d e d h i s w o r k f r o m t h e p e r s p e c t i v e o f t h e c r i t i c 

a n d t h e h i s t o r i a n , a s s u c h u n d e r t a k i n g a p o l i t i c a l c r i t i q u e o f h i s t o r y a n d p r a c ­

t i c e i n w h i c h h e i n s i s t e d t h a t a r c h i t e c t u r e a s p u r e f o r m c o u l d n e v e r r u p t u r e 

c a p i t a l i s m ' s s t r a n g l e h o l d . T h e e s s e n t i a l o t h e r h a l f o f t h i s o b s e r v a t i o n , r a r e l y 

q u o t e d b u t a b s o l u t e l y b o u n d t o t h e f i r s t , w a s t h a t t o r a r c h i t e c t u r e , t h e o n l y 

r e m a i n i n g c h o i c e s w e r e p o l i t i c a l o n e s . T a f u r i o t t e r e d n o b l u e p r i n t s f o r a c t i o n ; 

t h a t m a d e it m o r e d i f f i c u l t to t u s s l e w i t h h i m e x c e p t o n t h e l e v e l o f t h e o r y . 

A s h e r e m a r k e d i n Architecture and Utopia. " O f c o u r s e , o n c e t h e w o r k o f i d e o 
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l o g i c a l c r i t i c i s m h a s b e e n completed, t h e r e r e m a i n s t h e p r o b l e m of d e c i d i n g 

w h a t i n s t r u m e n t s o f k n o w l e d g e might h e i m m e d i a t e l y u s e f u l to t h e p o l i t i c a l 

s t r u g g l e . I t i s p r e c i s e l y h e r e t h a t m y d i s c o u r s e m u s t e n d . b u t c e r t a i n l y n o t b y 

c h o i c e . " 6 T h e p o l i t i c a l f o u n d a t i o n s o f h i s p o s i t i o n a r e c l e a r e n o u g h i n t h e e a r l y 

1970s f r o m t h e l i t a n y o f e x a m p l e s d r a w n f r o m t h e a r c h i t e c t u r a l c a n o n w h i c h 

h e l i n e d u p i n Architectureund Utopia. T a f u r i d e s c r i b e d a r c h i t e c t s i n e a c h s u c ­

c e s s i v e phase a s l a u n c h i n g Utopian p r o j e c t s w h i c h t h e n , o n e b y o n e . r e v e a l e d 

t h e i r i n e v i t a b l e i m b r i c a t i o n i n t h e s y s t e m o f c a p i t a l i s t r a t i o n a l i z a t i o n . A t 

s e v e r a l points i n Architecture and Utopia. T a f u r i specifically r e m a r k e d t h a t 

t h e challenge f a c i n g a r c h i t e c t u r e w a s to b r i n g t o g e t h e r c a p i t a l i s t development 

a n d t h e r e o r g a n i z a t i o n a n d c o n s o l i d a t i o n o l t h e w o r k i n g c l a s s . ' T h i r t y y e a r s 

l a t e r , t h e r e f e r e n c e s t o t h e p r o l e t a r i a t a n d t h e w o r k i n g c l a s s h a v e a q u a i n t a i r 

a b o u t t h e m , t h e m u s t y smell o f s o m e t h i n g l o n g s t o r e d i n a d u s t y a t t i c , b u t had 

a n y o n e p a i d a t t e n t i o n to t h e political c h a r g e and t h e s t a n c e o f t h e h i s t o r i a n , 

upon w h i c h T a f u r i ' s w r i t i n g s w e r e p r e d i c a t e d , w e might h a v e b e e n s p a r e d a lo t 

o f t h e n o n s e n s e t h a t h a s p a s s e d f o r t h e o r y i n t h e s u b s e q u e n t t h r e e d e c a d e s . 

W h a t i s r e m a r k a b l e i s t h a t t h e a r c h i t e c t u r a l t h e o r y m a c h i n e i n t h e 

U n i t e d S t a t e s e c s t a t i c a l l y e m b r a c e d T a f u r i ' s d e s p a i r , d e p l o y i n g it a s a t r i g g e r 

f o r a n e w a r c h i t e c t u r e , w h i l e i g n o r i n g t h e p o l i t i c a l d i m e n s i o n f u n d a m e n t a l 

to h i s c r i t i q u e . R e f e r e n c e s to t h e s o c i a l o r p o l i t i c a l i n m o s t p r o n o u n c e m e n t s 

r e m a i n e d l i t t l e m o r e t h a n p i o u s l y u n c o n t r o v e r s i a l g e n u f l e c t i o n s w i t h a b o u t 

a s m u c h b a s i s i n a c t u a l s o c i a l o r p o l i t i c a l c o n d i t i o n s - m u c h l e s s a c t i o n s 

- a s t h e d e c e n t e r e d s u b j e c t s f e a t u r e d d u r i n g t h e 1980s a n d 1990s. H o w d i d 

t h i s h a p p e n ' M i s r e a d i n g s o f T a f u r i . a n d t h e c u e s f o r a n e w a t t i t u d e t o w a r d 

a r c h i t e c t u r e e r r o n e o u s l y d e d u c e d f r o m h i s c r i t i q u e , s p a n t h e 1970s a n d 1980s 

a n d i r r a d i a t e d w r i t e r s i n m a n y p u b l i c a t i o n s ; i n t h i s e s s a y . I r e f e r o n l y to a 

f e w o f t h e m o s t p r o m i n e n t , s o - c a l l e d t h e o r e t i c a l t e x t s w r i t t e n d u r i n g t h r e e 

d e c a d e s o f i t e r a t i o n s . 

A t t h e o u t s e t , i t is w o r t h n o t i n g t h a t T a t u r i i n s i s t e d b o t h o n t h e s e p a r a ­

t i o n o f h i s t o r y / t h e o r y a n d p r a c t i c e , a n d o n t h e n e c e s s i t y f o r t h e c r i t i c to e s t a b ­

l i s h a d i s t a n c e f r o m t h e o b | e c t o f h i s i n q u i r y . T h e s i n g l e a r c h i t e c t u r a l o b j e c t 

w a s n e v e r t h e s u b j e c t o f t h e h i s t o r i a n o r c r i t i c ' s a n a l y s i s . I n f a c t , t h e e x a m p l e s 

w e r e i n t e r c h a n g e a b l e , b e c a u s e t h e t a s k w a s to u n d e r s t a n d t h e b r o a d e r i n t e l l e c ­

t u a l a n d s o c i a l e n v i r o n m e n t i n t o w h i c h b u i l d i n g s f i t . H e d i s m i s s e d t h e t h e o r y 

a n d h i s t o r y p r o d u c e d b y a r c h i t e c t s as i n t e r e s t e d a n d i n s t r u m e n t a l ; a r c h i t e c t s 

s h o u l d s t i c k to p r a c t i c e , h e b e l i e v e d , a n d h i s t o r i a n s / c r i t i c s to c r i t i c a l h i s t o r y . " 

S t r i k i n g a s it d i d a t t h e v e r y h e a r t o f m o s t a r c h i t e c t u r a l w r i t i n g i n t h e U n i t e d 

S t a t e s , t h i s f u n d a m e n t a l a s p e c t o f T a f u r i ' s t h o u g h t w a s s i m p l y i g n o r e d b y 

a r c h i t e c t s w h o f a n c i e d t h e m s e l v e s c r i t i c s , h i s t o r i a n s , o r t h e o r i s t s . 

T h e j o u r n a l Oppositions, w h i c h f i r s t p u b l i s h e d T a f u r i ' s e s s a y s i n t h i s 

c o u n t r y a n d w h i c h l e d t h e c h a r g e t o a d o p t b i t s o f h i s t h e o r i e s s e l e c t i v e l y , i s 

a s g o o d a s t a r t i n g p o i n t a s a n y , b e c a u s e it i s t h e f o u n t a i n h e a d o l m u l t i p l e 

m i s r e p r e s e n t a t i o n s o f T a f u r i ' s t h o u g h t . A s h a s b e e n t h e c a s e w i t h h i s p u r s u i t 

o l n u m e r o u s o t h e r t h e o r i s t s , P e t e r E i s e n m a n ' s f a s c i n a t i o n w i t h T a t u r i w a s 

e n t i r e l y s e l f - i n t e r e s t e d . E i s e n m a n h a s a l w a y s s o u g h t " c r i t i c s " w h o w o u l d cele­

b r a t e h i s o w n w o r k a n d r e i n f o r c e h i s o w n i d e a s a b o u t a r c h i t e c t u r e . A m a z i n g l y . 

E i s e n m a n c o n t i n u e d t o p u r s u e T a f u r i l o n g a f t e r h i s d e a t h . I n a n a r t i c l e p u b ­

l i s h e d i n 2 0 0 0 . E i s e n m a n t w i s t e d T a f u r i ' s a r g u m e n t s , a b o u t t h e a u t o n o m y o f 

h i s t o r y a n d c r i t i c i s m f r o m p r a c t i c e , to f a v o r a v i e w o f a r c h i t e c t u r e a s a u t o n o ­

m o u s f r o m e v e r y t h i n g e l s e . 9 D e s p i t e E i s e n m a n ' s a s s i d u o u s e f f o r t s to e n t i c e 

h i m i n t o h i s p h a l a n x o f t h e o r i s t s . T a f u r i w a s o n e o f t h e f e w w h o c o n s i s t e n t l y 

r e s i s t e d - a f a c t r e f l e c t e d i n h i s a b r u p t a n d t o t a l b r e a k f r o m E i s e n m a n i n 1980. 

N o n e t h e l e s s . Opposition* p u b l i s h e d T a f u r i ' s e s s a y s , t h e w o r k o f h i s c o l l e a g u e s 

a n d s t u d e n t s , a n d E i s e n m a n ' s I n s t i t u t e f o r A r c h i t e c t u r e a n d U r b a n S t u d i e s 

(IAUS) i n v i t e d T a f u r i ' s c o l l e a g u e s to v i s i t t h e I n s t i t u t e a t v a r i o u s p o i n t s . ' ° T a f u r i 

h i m s e l f o n l y v i s i t e d t h e U n i t e d S t a t e s t h r e e o r f o u r t i m e s d u r i n g t h e 1970s. 

I n 1974, T a f u r i p r e s e n t e d a l e c t u r e a t P r i n c e t o n U n i v e r s i t y , l a t e r p u b ­

l i s h e d a s " ( . " A r c h i t e c t u r e d a n s l e B o u d o i r : T h e l a n g u a g e o f c r i t i c i s m a n d t h e 

c r i t i c i s m of l a n g u a g e . " i n Oppositions 3." H e o u t l i n e d t h e o b | e c t i v e s o f t h e 

a r t i c l e o n t h e first p a g e , a p a s s a g e s y s t e m a t i c a l l y m i s u n d e r s t o o d a s a m a n i ­

f e s t o f o r a r c h i t e c t s d i s e n c h a n t e d w i t h c o m m o d i f i c a t i o n to r e t r e a t to a n e u t r a l , 

a u t o n o m o u s r e a l m f o r d e s i g n . H e w r o t e ; 

Today, he who is willing to make architecture speak is forced to rely on maleri 

als empty of any and all meaning: he is forced to reduce to degree zero all archi 

tectonic ideology, all dreams of social function and Utopian residues. In his 

hands, the elements of the modern architectural tradition come Maidenly to he 

reduced to enigmatic fragments, to mute signals of a language whose code has 

been lost... IThel purism (of architects from the lute fifties/ is that of someone 

driven to a desperate action that cannot be justified except from within itself. 

The words of their vocabulary . .. lie perilously on that sloping plane which 

separates the world of reality from the magic circle of language... / W / r wish to 

confront the language of criticism.™ 

I n t h i s e s s a y , a n d m o s t o f t h e s u b s e q u e n t o n e s . T a f u r i ' s c o n c e r n w a s t h e 

r o l e o f c r i t i c i s m r e g a r d i n g f o u r a t t i t u d e s t h a t h e i d e n t i f i e d i n c o n t e m p o r a r y 

a r c h i t e c t u r e : 

1. o n e i n w h i c h l a n g u a g e w a s s e e n a s a p u r e l y 

t e c h n i c a l n e u t r a l i t y 

2. a r c h i t e c t u r e a s a m a n i f e s t a t i o n o f t h e d i s s o l u t i o n 

o f l a n g u a g e 

3. a r c h i t e c t u r e u n d e r s t o o d a s c r i t i c i s m a n d i r o n y , a s w e l l 

a s a p o s i t i o n w h i c h d e n i e d a r c h i t e c t o n i c c o m m u n i c a t i o n 

i n f a v o r o f " i n f o r m a t i o n " 

4 . a n a r c h i t e c t u r e w h i c h a t t e m p t e d t o r e d i s t r i b u t e t h e 

c a p i t a l i s t d i v i s i o n o f l a b o r . 

W i t h i n t h e f i r s t t h r e e c a t e g o r i e s , T a f u r i i n c l u d e d d e s i g n s b y l a m e s S t i r ­

l i n g . A l d o R o s s i , V i t t o r i o D e F e o , t h e N e w Y o r k F i v e , a n d V e n t u r i a n d R a u c h . 

a l l o f w h i c h h e b e l i e v e d s u c c u m b e d to o n e o r a n o t h e r b r a n d o l e m p t y f o r m a l 

i s m . I n t h e f o u r t h , h e i n c l u d e d t h e w o r k o f R a y m o n d U n w i n , C l a r e n c e S t e i n . 

C h a r l e s H a r r i s W h i t a k e r , H e n r y W r i g h t . F r i t z S c h u m a c h e r . E r n s t M a y , a n d 

H a n n e s M e y e r . " B y c o m p a r i s o n w i t h L e C o r b u s i e r . L u d w i g M i e s v a n d e r R o h e . 

a n d W a l t e r C r o p i u s , n o n e o f t h e l a t t e r g r o u p r a n k e d i n t h e p a n t h e o n o f t h e 

g r e a t m o d e r n m o v e m e n t a r c h i t e c t s . N o t s u r p r i s i n g l y , c o m m e n t a t o r s o n T a f u r i 

t h e n a n d l a t e r c o n v e n i e n t l y i g n o r e d t h e o n l y g r o u p w h o s e w o r k h e a d v a n c e d a s 

o f f e r i n g a n i m p o r t a n t c o n t r i b u t i o n to a r c h i t e c t u r a l p r a c t i c e , a l t h o u g h h a r d l y 

a b l u e p r i n t f o r a c t i o n . 

W h a t d i d h e find a p p e a l i n g a b o u t t h e s e a r c h i t e c t s ' I n t h e s u r v e y o f t w e n ­

t i e t h c e n t u r y a r c h i t e c t u r e . Modern Architecture, first p u b l i s h e d i n 1976. T a f u r i 

s p e l l e d o u t t h e w a y s i n w h i c h U n w i n . W h i t a k e r , S c h u m a c h e r , M a y , a n d M e y e r 

o f f e r e d a l t e r n a t i v e s to s t e r i l e e x e r c i s e s o n l a n g u a g e . 1 4 I n t h e F r a n k f u r t S i e d -

l u n g e n p l a n n e d b y M a y . f o r e x a m p l e . T a f u r i h e l d t h e s i g n a l f e a t u r e to b e t h e 

p o l i t i c a l d e c i s i o n to r e j e c t t h e s p e c u l a t i v e b u i l d i n g p r a c t i c e s c h a r a c t e r i s t i c 
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b o t h o f H a u s s m a n ' s t r a n s f o r m a t i o n o f P a r i s a n d r h e s e g r e g a t e d c i t i e s o f t h e 

U n i t e d S t a t e s i n f a v o r o f l o w - c o s t h o u s i n g s i t u a t e d c o n v e n i e n t l y n e a r t h e w o r k ­

p l a c e b u t i n t e g r a t e d w i t h n a t u r e . ' 5 P e r h a p s m o s t i m p o r t a n t , t h e s e a n d t h e 

o t h e r p r o j e c t s T a f u r i a d v a n c e d , h e a l e d , h e c l a i m e d , t h e b r e a c h b e t w e e n a v a n t -

g a r d e a s p i r a t i o n s f o r a n e w w o r l d a n d r h e " r e a l i s t i c p o s s i b i l i t i e s o f a d e m o ­

c r a t i c a d m i n i s t r a t i o n . " 1 6 T a f u r i c o n s i d e r e d d r a w b a c k s to w o r k b y t h e s e a r c h i ­

t e c t s , s u c h a s t h o s e o f U n w i n a t I . e t c h w o r t h , b u t h e i n s i s t e d t h a t w h a t e v e r 

i t s l i m i t a t i o n s , U n w i n ' s s c h e m e p r o v i d e d l o w d e n s i t y , h i g h - q u a l i t y a r c h i t e c ­

t u r e i n t e g r a t e d i n t o t h e n a t u r a l s e t t i n g . " W h a t m a d e p r o j e c t s s u c h a s H a m p -

s t e a d G a r d e n S u b u r b p r a i s e w o r t h y w a s t h e a r c h i t e c t s ' s t r u g g l e t o a c c o m p l i s h 

r e a l p r o j e c t s f o r t h e m i d d l e a n d w o r k i n g c l a s s e s r a t h e r t h a n h i g h - e n d , e l i t i s t 

d e s i g n s f o r t h e w e a l t h y , e m p t y f o r m a l g a m e s , o r a i m l e s s d r e a m s o f a b e t t e r 

w o r l d i n s o m e v a g u e f u t u r e to be a c c o m p l i s h e d w i t h o u t e f f o r t , c o n f l i c t , o r f a i l ­

u r e s a l o n g t h e w a y . A t F r a n k f u r t , f o r e x a m p l e , t h e S i e d l u n g e n e x p r e s s e d t h e 

h o u s i n g p o l i c i e s o f s o c i a l d e m o c r a t i c t r a d e u n i o n s , e v e n t h o u g h u l t i m a t e l y 

t h e y w e r e " n e u t r a l i z e d b y t h e a u t o n o m o u s d e v e l o p m e n t o f f i n a n c e a n d m o n o p ­

o l y c a p i t a l . " ' 8 T h e l e s s o n t o b e l e a r n e d w a s n o t t h e i m p o s s i b i l i t y o f d o i n g 

a n y t h i n g . T a f u r i a r g u e d , b u t r a t h e r t h a t r e f o r m s n e e d e d t o b e e x t e n d e d w i t h a 

c o h e r e n t p o l i t i c a l s t r a t e g y to t h e e n t i r e c o m p l e x o f i n s t i t u t i o n s , a n d n o t o n l y 

t h o s e i n v o l v i n g a r c h i t e c t u r e a n d b u i l d i n g . P u t a n o t h e r w a y . e v e n t h o u g h a r c h i ­

t e c t u r e b e c a m e i n s t r u m e n t a l to l a t e c a p i t a l i s m . t h i s n e e d n o t b e i t s o n l y r e s u l t , 

n o r d i d t h i s m e a n t h a t t h e a r c h i t e c t s h o u l d r e t r e a t i n t o c o n t e m p l a t i v e g a m e s . 

T a f u r i r e p e a t e d t h i s p o i n t n u m e r o u s t i m e s . I n a 197(1 i n t e r v i e w by F r a n -

c o i s e V e r y . T a f u r i s p o k e o f " a r c h i t e c t u r e w i t h o u t a c a p i t a l A " a s t h e m o s t 

i n t e r e s t i n g b e c a u s e it d o e s n o t w a l l o w i n i t s c r i s e s a n d p r o b l e m s ; i n s t e a d o f 

t a l k i n g , i t a c t s . ' 8 A c t i n g , o r m o v e m e n t . T a f u r i i n s i s t e d , m a t t e r e d m o r e t h a n 

r e s u l t s , a n d t h e m o v e m e n t t h a t " l e n d s t o w a r d s o m e t h i n g " c o n s t i t u t e s t h e " r e c ­

t i t u d e o f a l l p o l i t i c a l ac t i v i t y . ' " ' * ' I t i s t h e r e f o r e p u z z l i n g t h a t a n a s t u t e c r i t i c 

s u c h a s M i c h a e l H a y s c o u l d d e s c r i b e T a f u r i ' s p o s i t i o n a s e x p r e s s i n g t h e " i n e f -

f e c t u a l i t y o f a n y r e s i s t a n c e | to m o d e r n i s m I . " - " ' E v e n w o r s e . F r e d r i c J a m e s o n 

e x c o r i a t e d T a f u r i f o r h i s p e s s i m i s m a n d fo r s e t t i n g u p a s c a n d a l o u s p o l i t i c a l 

i m p a s s e i n h i s w o r k . 2 2 

G i v e n t h e c h o i c e b e t w e e n a r e s p o n s i b l e i f not a l w a y s e n t i r e l y s u c c e s s f u l 

a r c h i t e c t u r a l p r a c t i c e a n d r h e h e a d y a v a n t - g a r d e g a m e s of r h e N e w Y o r k F i v e 

a n d t h e i r p r o g e n y , b e t w e e n a n a r c h i t e c t u r e w h i c h T a f u r i d e s c r i b e d a s e x p l o d ­

i n g o u r t o w a r d s r e a l i t y a n d a n a r c h i t e c t u r e o f l a n g u a g e g a m e s , i t i s n o t h a r d to 

f i g u r e o u t w h i c h h a s a p p e a l e d m o r e r o t h e o r i s t s a n d d e s i g n e r s s i n c e t h e 1970s. 

N e v e r m i n d t h a i T a f u r i u p b r a i d e d a d h e r e n t s o f r h e l a t t e r a p p r o a c h f o r f o l l o w 

i n g " f a l s e p a t h s l a i d o u t b y t h e e n e m y t h a t l e a d i n t o t h e d e s e r t . " 2 3 I t i s m u c h 

r . i s 1 c i MI p l a y g a m e s w i t h c a r d b o a r d , t i t a n i u m , < 0 1 COr f tpu te i g r a p h i c s t h a n ill 
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MINING AUTONOMY 

i s to s t r u g g l e w i t h n e a r l y i n t r a c t a b l e p r o b l e m s o f a f f o r d a b l e h o u s i n g o r u r b a n 

s p r a w l , e n e r g y c r i s e s , o r a n y o n e o f a s e r i e s ot m a j o r p r o b l e m s w h i c h w e c o n ­

f r o n t t o d a y i n t h e b u i l t e n v i r o n m e n t . T h o s e g a m e s a r e a l s o l e s s l i k e l y to o f f e n d 

t h e v a r i e d i n t e r e s t s w h i c h c o m p r i s e t h e p u r v e y o r s o f c o n s u m e r i s m , c o m m e r 

c i a l i z a t i o n . a n d c a p i t a l i s t r a t i o n a l i z a t i o n ( w h o a l s o e n d u p p a t r o n i z i n g a r c h i 

t e c t s i n o n e w a y o r a n o t h e r ) t h a n m i g h t m o r e d i r e c t c o n f r o n t a t i o n s . 2 4 

W h e n P e t e r E i s e n m a n a n n o u n c e d t h e a r r i v a l of P o s t F u n c t i o n a l i s m i n 

1976. h e w r o t e o f a n a r c h i t e c t u r a l f o r m d i f f e r e n t f r o m w h a t h e r e f e r r e d to a s 

f o r m a s a r e l i c o f o l d . h u m a n i s t t h e o r y , a n e w f o r m w h i c h e x i s t s i n a n a t e m p o 

r a t , d e c o m p o s i t i o n a l m o d e , a s s o m e t h i n g s i m p l i f i e d f r o m s o m e p r e - e x i s r e n t 

s e t o l n o n - s p e c i f i c s p a t i a l e n t i t i e s . H e r e , f o r m i s u n d e r s t o o d a s a s e r i e s o f f r a g ­

m e n t s - s i g n s w i t h o u t m e a n i n g . 2 5 

T o g e t h e r , t h e s e t w o f o r m a l " t e n d e n c i e s . . . c o n s t i t u t e t h e e s s e n c e o f t h i s 

n e w . m o d e r n d i a l e c t i c . T h e y b e g i n to d e f i n e t h e i n h e r e n t n a t u r e o f t h e o b j e c t 

i n a n d o f i t s e l f a n d i t s c a p a c i t y to b e r e p r e s e n t e d . " 3 * T h i s p o s i t i o n h a s a f f i n i ­

t i e s w i t h T a f u r i ' s o b s e r v a t i o n s a b o u t t h e " f r a g m e n t a t i o n o f t h e o r d e r o f d i s ­

c o u r s e . " t h e " s i l e n c e o f f o r m . " " e m p t y s i g n s . " " E v e n a t t h e t i m e . T a f u r i s p e c i f i 

c . i l l y r e f e r r e d to E i s e n m a n ' s d e s i g n s a s e m b l e m a t i c o f a t e n d e n c y to " r e p o s s e s s 

, . . t h e u n i q u e c h a r a c t e r o l t h e o b j e c t b y r e m o v i n g i t f r o m i t s e c o n o m i c a n d t u n c 

t i o n a l c o n t e x t s . . . p l a c i n g it i n p a r e n t h e s e s w i t h t h e f l u x o f o b j e c t s g e n e r a t e d 

b y t h e p r o d u c t i o n s y s t e m . " 2 * I n 1976. T a f u r i d e s c r i b e d t h e " e x a s p e r a t e d f o r m a l 

i s m " o f E i s e n m a n a s p r o d u c i n g " s a d i s t i c " s p a c e s p r e c i s e l y b e c a u s e " o n l y b y 

r u l i n g o u t a l l r e a s o n s a n d d e m a n d s h a v i n g n o t h i n g d i r e c t l y to d o w i t h a r c h i t e c ­

t u r e c a n E i s e n m a n k e e p h i s a r c h i t e c t u r a l l a n g u a g e i n t a c t . " 2 " E i s e n m a n l a t e r 

e c h o e d T a f u r i ' s w r i t i n g w h e n h e p r o p o s e d a n a r c h i t e c t u r e f o r t h e l a t e t w e n t i ­

e t h c e n t u r y " a s a n i n d e p e n d e n t d i s c o u r s e , f r e e of e x t e r n a l v a l u e s - c l a s s i c a l o r 

a n y o t h e r : t h a t i s . t h e i n t e r s e c t i o n o f t h e m e a n i n g - f r e e , t h e a r b i t r a r y , a n d t h e 

t i m e l e s s i n t h e a r t i f i c i a l . " a n a r c h i t e c t u r e w h i c h c o n s i s t e d o n l y o f s e l f r e f e r e n -

t i a l l a n g u a g e . 3 0 T h i s e c h o w a s j u s t t h a t - a d i s p l a c e d a n d d i s e m b o d i e d v e r s i o n 

o f T a f u r i ' s p o s i t i o n . 

A l t h o u g h it w o u l d h e c o n v e n i e n t to a r g u e t h a t f i g u r e s s u c h a s E i s e n m a n 

a n d l a t e r l . i b e s k i n d f u l l y b e l i e v e d t h a t t h e a c t o f b u i l d i n g w a s s o c o m p r o m i s e d 

t h a t a u t o n o m y w a s t h e o n l y d e f e n s i b l e p o s i t i o n , a n d t h a t t h e o n l y w a y o f 

a d v a n c i n g a c r i t i c a l p o s i t i o n w a s t o s t a n d a l o o f f r o m t h e w o r l d o f p r a c t i c e , 

it j u s t w a s n ' t s o . E i s e n m a n ' s i n d i f f e r e n c e to p o l i t i c a l , e c o n o m i c , a n d t u n c 

t i o n a l c o n s i d e r a t i o n s i s l e g e n d a r y a n d l o n g s t a n d i n g , a n d e x p r e s s e s n o t h i n g 

m o r e t h a n a n u n w i l l i n g n e s s to h e t r o u b l e d b y s u c h n a s t y i n c o n v e n i e n c e s . T h e 

r e m a i n i n g m e m b e r s o f t h e N e w Y o r k F i v e d i d no t a d o p t s u c h d r a s t i c a l l y p o l e m ­

i c a l p o s i t i o n s a s E i s e n m a n d i d . a n d c h e e r f u l l y b u i l t f o r a n y m u l t i n a t i o n a l 

w h i c h i s s u e d i n v i t a t i o n s . T h e l i t a n y o f c l i e n t s f o r w h o m t h e a p o s t l e s of a u t o n ­

o m y l a t e r b u i l t ( o r w a n t e d to b u i l d ) a l o n e o u g h t to p u t to r e s t a n y n o t i o n 

t h a t a u t o n o m o u s a r c h i t e c t u r e r e p r e s e n t e d a n y t h i n g o t h e r t h a n a c o n v e n i e n t 

p u b l i c r e l a t i o n s d e v i c e a t a t i m e w h e n c l i e n t s w e r e s c a r c e , s u c h a s d u r i n g t h e 

l a t e 1970s. E v e n s o . T a f u r i w a s i n i t i a l l y m o r e t o l e r a n t o f t h e r e t r e a t i n t o p u r i t y 

a n d e m p t y f o r m a l i s m , f o r h e d i s c e r n e d it to be . a t l e a s t i n s o m e c a s e s , a n 

e x p r e s s i o n o f a n g u i s h i n t h e f a c e of t h e t o t a l i z i n g p o w e r o f c a p i t a l i s m . - " B u t it 

d i d no t t a k e l o n g t o r t h i s t o l e r a n c e to e v a p o r a t e w i t h r e g a r d to E i s e n m a n a n d 

t h e s o - c a l l e d A m e r i c a n a v a n t - g a r d e , e n d i n g u p o n l y a f e w y e a r s l a t e r i n a n a t t i ­

t u d e o t w r y a m u s e m e n t . 3 2 A l t h o u g h h e p e n n e d c r i t i q u e s o f p u r i s m a n d o f p o s t ­

m o d e r n i s m , T a f u r i a l s o r e m i n d e d h i s r e a d e r s t h a t t h e s t r u g g l e o v e r p o s t m o d ­

e r n i s m w a s b u t " a w a r o f w o r d s i n c o n f r o n t a t i o n w i t h o t h e r w o r d s , a s t r u g g l e 
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of r e s t r i c t e d l a n g u a g e s f o r a n i m p o s s i b l e r u l e o v e r t h a t w h i c h p o s s e s s e s o t h e r 

l a n g u a g e s . " 3 3 E v e n i f b o t h A l d o R o s s i a n d E i s e n m a n c o n d u c t e d r e s e a r c h i n 

a r c h i t e c t u r a l p u r i t y , t h e g u l f b e t w e e n t h e m w a s e n o r m o u s . T a f u r i h e l d . H e c o n ­

s i d e r e d E i s e n m a n ' s " w i l l to a b s t r a c t i o n " a s o n l y s u p e r f i c i a l l y s i m i l a r t o t h a t o f 

R o s s i , a s a q u i c k l o o k a t t h e p r o d u c t s o f t h e i r r e s p e c t i v e f o l l o w e r s i l l u s t r a t e s . 3 4 

T a f u r i w r o t e t h a t R o s s i " d i s m i s s e s t h e i m p o r t a n c e o f f o r m i n f a v o r o f a d e c o ­

r o u s r e s e r v e , a l m o s t a s i f to s i g n i f y t h a t o n l y t h u s c a n c o m m u n i c a t i o n he re­

e s t a b l i s h e d b e t w e e n t h e ' l i t t l e w o r l d ' w h e r e a r c h i t e c t u r e r i s e s a n d t h e b i g 

w o r l d ' w h e r e it i s o b l i g e d t o r e s i d e . " 3 4 

O f c o u r s e . T a f u r i c o n s i d e r e d t h e m o u r n f u l d i a g n o s i s o f t h e s t a t e o f a r c h i ­

t e c t u r e i n a n e r a o f l a t e c a p i t a l i s t h e g e m o n y a n i n d i c t m e n t , n e i t h e r c a u s e f o r 

c e l e b r a t i o n n o r a b l u e p r i n t t o r a n e w m e t h o d o l o g y , b u t t h i s d i d no t a p p e a r 

to t r o u b l e E i s e n m a n . B e r n a r d T s c h u m i . o r H a l F o s t e r u n d u l y . 3 6 T h e y t r i u m ­

p h a n t l y a n n o u n c e d t h e e r o s i o n ( o r e n d ) o f h i s t o r y , t h e a p p e a r a n c e o l t h e d e c e n -

t e r e d s u b j e c t , t h e e n d o f r e p r e s e n t a t i o n , a n d t h e a r r i v a l of a t h o r o u g h l y a u t o n o ­

m o u s , i n d e p e n d e n t a r c h i t e c t u r e , a r c h i t e c t u r e a s a n e n d i n i t s e l f . 3 7 

A l t h o u g h T a f u r i c e r t a i n l y s p o k e o f e n d s , f o r E i s e n m a n . T s c h u m i . a n d 

F o s t e r a n d o t h e r t h e o r i s t s f l o a t i n g a l o f t i n e c s t a t i c i n d e t e r m i n a c y , a r c h i t e c 

l u r e n o w j o i n e d a n e x t r e m e l y s e l e c t g r o u p o f e n t i t i e s w h i c h w e r e t h e i r o w n -

a n d o n l y - j u s t i f i c a t i o n s , b u t w i t h w h i c h a l l o f t h e s e t h e o r i s t s w o u l d h a v e b e e n 

l o a t h to b e a f f i l i a t e d : G o d a n d e v i l c o m e r e a d i l y t o m i n d . S o w h i l e a r c h i t e c t u r e 

w a s a n e n d i n i t s e l f , p a r a d o x i c a l l y e l s e w h e r e t h e r e c o u l d b e n o e n d s , o r t e l e o l ­

o g y , a n d n o h i s t o r y . W h a t e v e r e l s e o n e c a n s a y a b o u t Architecture and Utopia, 

it d i d p r o p o s e a n i n t e r p r e t a t i o n o f h i s t o r y r o u g h l y f r o m t h e E n l i g h t e n m e n t 

to t h e M o d e r n M o v e m e n t , a h i s t o r y u n d e r s t o o d a s a s e q u e n c e o f e v e n t s , c o n 

t r a d i c t i o n s . d i a l e c t i c s , i d e a s , a n d a c t i o n s i n t h e e i g h t e e n t h c e n t u r y w h i c h f o l ­

l o w e d o n e a n o t h e r a n d l e d to i d e a s a n d u n d e r t a k i n g s i n t h e n e x t t w o c e n t u r i e s 

- i n p a r t i c u l a r , t h e a b s o r p t i o n o f a r c h i t e c t u r e i n t o t h e p r o c e s s e s o f c a p i t a l i s t 

r a t i o n a l i z a t i o n , w i t h a l l o f t h e c o n s e q u e n c e s w e h a v e m e n t i o n e d . B e c a u s e 

T a l u n u s e d c r i t i c i s m to e x p o s e a v i e w o f t h a t h i s t o r y at v a r i a n c e w i t h s t a n ­

d a r d o n e s , a n d b e c a u s e h e a s s e r t e d t h e p o s s i b i l i t y o l i n t e r v e n t i o n s o n l y o n t h e 

p o l i t i c a l l e v e l , h e w a s n o t t r o u b l e d b y t h e p r o s p e c t o f h a v i n g s e r v e d u p s o m e ­

t h i n g t h a t c o u l d p a s s f o r a m e t a - n a r r a t i v e . S u b s e q u e n t t h e o r i s t s , h o w e v e r , i n 

t h e t h r a l l o f d e c e n t e r e d , a h i s t o r i c a l a n d a u t o n o m o u s s u b j e c t s , a n d a r c h i t e c ­

t u r e f o r t h e s a k e o f a r c h i t e c t u r e , c h o s e to s e i z e t h e r e s u l t s o f t h a t a n a l y s i s 

u n t e t h e r e d f r o m t h e h i s t o r i c a l l y g r o u n d e d i n t e r p r e t i v e f r a m e w o r k f r o m w h i c h 

i t e m e r g e d . T o d o o t h e r w i s e m i g h t e v e n m e a n h a v i n g to a d m i t m e a n i n g i n t o 

t h e s c h e m e of t h i n g s , w h i c h w o u l d o f c o u r s e l e a d to d i s m a n t l i n g t h e w h o l e 

p o s t m o d e r n i s t s c h e m e o f d e c e n t e r e d s u b j e c t s a n d i n d e t e r m i n a c y , f r o m w h i c h 

e n d s , o r i g i n s , o r f o u n d a t i o n s w e r e a b s e n t . 

A l t h o u g h b y t h e 1980s t h e a t t e n t i o n o f t h e a r c h i t e c t u r a l - t h e o r e t i c a l 

e s t a b l i s h m e n t h a d s h i f t e d to n e w s o u r c e s ( D e r r i d a a n d L a c a n e s p e c i a l l y ) , t h e 

g r o u n d w o r k f o r c o n n e c t i o n s w i t h t h e n e w e s t t r e n d s i n c o n t i n e n t a l E u r o p e a n 

t h o u g h t h a d a l r e a d y b e e n s h a p e d b y t h e c o n t a c t s w i t h T a f u r i . h i m s e l f a n 

o m n i v o r o u s r e a d e r w h o w a s f a m i l i a r w i t h t h e w o r k s o f M i c h e l F o u c a u l t . D e r ­

r i d a . L a c a n , a n d o t h e r s b y t h e t i m e h e w r o t e Architecture and Utopia. H e r e a n d 

i n o t h e r e s s a y s o f t h e e a r l y 1970s, h e h a d i n t r o d u c e d m o s t o f t h e F r e n c h w r i t ­

e r s w h o s u b s e q u e n t l y d o m i n a t e d t h e o r y i n t h e U n i t e d S t a t e s . 

W i t h t h e a d v e n t o f p o s t s t r u c t u r a l i s m a n d d e c o n s t r u c t i o n . a r c h i t e c t u r a l 

t h e o i i s i s e m b r a c e d t h e n e w d o i t r i n e s a b o u t l a n g u a g e a n d i t s i n d e f e r m i n a t v. 

D o g m a s s u c h a s t r u t h , r e a l i t y , a n d c e r t a i n t y w e r e p r e c i s e l y w h a t p o s t s t r u c t u r -

Bernard Tschumi , image (mm Manhattan hanscnpts. 1982. 



IT 
• 

• 

t 

• 

1 T V i 

ft 

Airin Ross i , Arehltettufa Assassinata, 19'M. 

a l i s t a n d d e c o n s t r u c r i v i s t a r c h i t e c t u r a l t h e o r i s t s a i m e d to b a n i s h . T h a t t h e y 

d i d s o b y p r o p o s i n g t h e i r o w n d o g m a s of i n d e t e r m i n a c y , d e c e n t e r e d n e s s . a n d 

t h e f e t i s h o f d i s c o u r s e i s a n e m b a r r a s s m e n t n o o n e w a s e a g e r to a d m i t . O n e 

o f t h e t h r i l l s o f r e a d i n g t h e w r i t i n g s o f p o s t m o d e r n i s t ( o r p o s t s t r u c t u r a l i s t . o r 

d e c o n s t r u c t i v i s t ) a r c h i t e c t u r a l t h e o r i s t s i s t h e b l i t h e i n d i f f e r e n c e w i t h w h i c h 

t h e y t r e a t s u c h l o g i c a l i n c o n s i s t e n c i e s , a s w e s h a l l s e e : t h e f r e e p l a y <>l s i g m 

h e r s c a n h a v e n o r o o t s i n h i s t o r y o r m e a n i n g - a n d m i g h t d i s a p p e a r i f a n y 
" « " " • M I I & M » « ' n» «>Si . in .n t>is'.i'"'V".' o u n U a - »J , .Jhi« j j : .apT " , T • 

w e r e f o u n d n e c e s s a r y . T h e i n s p i r a t i o n f o r t h i s f a m e d i r e c t l y from D e r r W n . 

w h i ^ n T l i e W f l W l T l ^ i r e i n t h e f o l l o w i n g t e r m s : 

The IkrUMT of Babel' does not merely figure the irreducible multiplicity of 

tongues: it exhibits an incompletion. the impossibility of finishing, of totaliz­

ing, of saturating, of completing something on the order of edification, archi­

tectural construction, system and architectonics.3* 

f o l l o w i n g u p o n t h i s , i n 1988. M a r k W i g l e y r e j e c t e d r h e n o t i o n o f " g r o u n d -

a s - s u p p o r t " a n d f o l l o w e d D e r r i d a ' s n o t i o n t h a t t h e s t r u c t u r e (o f a n h i t c i l u r e ) 

s t a n d s n o t o n t h e g r o u n d b u t o n a n a b y s s : 

Deconstruct ion leads to a complete rethinking of the supplemental relation 

ship organized by the architectural motif of ground structure ornament... The 

edifice is erected by concealing the abyss on which it stands. This repression 

produces the appearance of solid ground.39 

A n d l a t e r , i n s p e a k i n g o l o r n a m e n t a s .1 " v i o l a t i o n o f s t r u c t u r e . " a n d a r c h i l i n 

l u r e a s t h e p o s s i b i l i t y o f b u i l d i n g . W i g l e y c e l e b r a t e d t h e i n d e t e r m i n a c y w h i c h 

d e c o n s t r u c t i o n m a d e p o s s i b l e i n a r c h i t e c t u r e : 

Such a gesture does not constitute a method, a critique, an analysis, or a 

source of legitimization. It is not strategic. It has no prescribed aim. Which is 

not to say that it is uimless. It moves very precisely, hut not to some end. It is 

not a pro/eft.'" 

( ) i , . i s l e f f r e y K i p n i s p u t i t . d e c o n s t r u c t i o n o f f e r e d w h a t h e c a l l e d " m o t i f s " f o r 

a r c h i t e c t u r a l d e s i g n : 

Do not destroy: maintain, renew, and reinscribe. Do battle with the very meaning 

of architectural meaning without proposing a new order... fjfof destabilize mean 

inn. To destabilize meaning does not imply progression toward any new and stable 

end. and thus can neither mean to end meaning nor to change meaning." 

M a n y o f r h e d e c o n s t r u c t i o n t e x t s o f t h e l a t e 1980s a n d e a r l y 1990s w e r e 

e n s h r i n e d i n t o m e s o n a r c h i t e c t u r a l t h e o r y . A b a n d o n e d b y p r a c t i t i o n e r s l i k e 

L i b e s k i n d a n d E i s e n m a n o n c e t h e y s t a r t e d to o b t a i n c o m m i s s i o n s , a n d b y t h e ­

o r i s t s b e c a u s e i t s o o n b e c a m e t h o r o u g h l y u n f a s h i o n a b l e , d e c o n s t r u c t i o n a n d 

t h e t e x t s t h a t c e l e b r a t e d it s t i l l g a t h e r d u s t . A f t e r a l l , n o n e of t h e s e t h e o r i s t s 

- g l o b e - t r o t t i n g t r a v e l e r s a l l - w a n t s to t r a v e l w i t h a d e c e n t e r e d s u b | e c t w h o 

i s a p i l o t a n d f o r w h o m r e a l i t y i s o n l y a d i s c o u r s e a n d a c r a s h n o t h i n g bu t 

a n a r r a y o f f r e e f l o a t i n g s i g n i f i e r s . D i d m a n y of t h e a r c h i t e c t u r a l t h e o r i s t s 

f u l l y g r a s p t h e d i m e n s i o n s o f t h e p o s t s t r u c t u r a l i s t a n d d e c o n s t r u c t i v i s t t h e o 

r i e s t h e y w h o l e h e a r t e d l y e m b r a c e d ? * B e r n a r d T s c h u m i u n w i t t i n g l y r e v e a l e d a 

c e r t a i n h a z i n e s s a b o u t s o m e f u n d a m e n t a l s o f d e c o n s t r u c t i o n i n 1988, w h e n 

s o m e b o d y e v i d e n t l y f o r g o t to t e l l h i m t h a t i n t h e d e c o n s t r u c t i v i s t e r a . s y s 

t e r n s w e r e o u t : " d i s j u n c t i o n b e c o m e s a s y s t e m a t i c a n d t h e o r e t i c a l t o o l f o r t h e 

m a k i n g of a r c h i t e c t u r e . " 4 2 

D e s p i t e t h e e m b r a c e o f t h e e n d of r h e c l a s s i c a l , t h e e n d of m e a n ­

i n g , t h e e n d o t h i s t o r y , t h e d i s s o l u t i o n o f r e p r e s e n t a t i o n , a n d s o f o r t h , t h e 

i 9 8 o s - e r a t h e o r i s t s r e s o r t e d to d i d a c t i c p r o n o u n c e m e n t s a s r i g i d a n d t o t a l i z ­

i n g a s t h e m e t a n a r r a t i v e s t h a t t h e y s u p p o s e d l y w e r e b e s i e g i n g , a n d t h e y o f t e n 

t r u m p e d t h e a d v e r s a r y w h e n i t c a m e to g r a n d i o s i t y o f s c o p e . O n e g o o d e x a m ­

p le of t h i s - w h a t w e m i g h t c a l l a n " a f o r m a l f o r m a l i s m " - i s t h a t o f D a n i e l l . ibe­

s k i n d . I r o m h i s s u i t e of d r a w i n g s . Chamber Works: 

Architecture is neither on the inside nor the outside. It is not a given nor a phys­

ical fact. It has no History and it does not follow Tate. What emerges in dif­

ferentiated experience is Architecture as an index of the relationship between 

what was and what will be. Architecture as non existent reality is a symbol 

which in the process of consciousness leuves a trail of hieroglyphs in space 

und time that touch equivalent depths of Unorigmality.*3 

W h a t d y n a m i c s t r i g g e r e d t h r e e d e c a d e s of t h e o r e t i c a l d e l i r i u m i n w h i c h p o e t i ­

c i z i n g r e f l e c t i o n p a s s e d f o r t h e o r y , a n d w h a t d o e s it a l l h a v e to d o w i t h T a f u r i ? 

C e r t a i n l y w i t h t h e e c o n o m i c e x p a n s i o n o f t h e 1980s n o t i o n s t h a t b u i l d i n g w a s 

i m p o s s i b l e a n d t h a t t h e o n l y o p t i o n w a s p o l i t i c a l a c t i o n b e c a m e p r o g r e s s i v e l y 

l e s s a t t r a c t i v e t o a r c h i t e c t s , e s p e c i a l l y a c a d e m i c o n e s , w h o e v e n t u a l l y f o u n d 

c o m m i s s i o n s i n t h e e c o n o m i c c l i m a t e o l t h e 1990s. B u t i t w a s a l s o p r e c i s e l y 

t h i s g r o u p t h a t h a n k e r e d f o r i n t e l l e c t u . i l f o r t i f i c a t i o n , s o a b r a c i n g d o s e o l s u i t ­

a b l y e n i g m a t i c E u r o p e a n t h e o r y w a s j u s t t h e t i c k e t . T h e p r o b l e m w a s . w h i c h 

o n e ' A d d r e s s i n g t h i s q u e r y s e t t h e s t a g e f o r t h e s p e c t a c l e o f t h i r t y y e a r s o f 

t r y i n g o n a n d d i s c a r d i n g b o r r o w e d t h e o r i e s w i t h t h e r a p i d i t y o f a c o m m o d i -

t i e d c o n s u m e r a t a n o u t l e t s a l e . M u c h o f T a f u r i ' s b o d y o t t h e o r y e n d e d u p i n 

t h e p i l e o f d i s c a r d e d g a r m e n t s , e s p e c i a l l y w h e n h e c a l l e d f o r a r c h i t e c t u r e to b e 

p o l i t i c a l l y e n g a g e d . W h a t r e m a i n e d w e r e T a f u r i ' s r e f e r e n c e s t o " n o s a l v a t i o n 

p o s s i b l e , " a n a r c h i t e c t u r e " e m p t y o f a n y a n d a l l m e a n i n g . " a n d t h e c l a i m 

t h a t T a f u r i h a d s o u n d e d t h e d e a t h o f a r c h i t e c t u r e - b u t t h e s e h u n g o n a s 

h a n d y e x c u s e s f o r e n g a g i n g o n l y i n w o r k o n t h e l a n g u a g e o f a r c h i t e c t u r e , 

e m p t y f o r m a l i s m . A n o t h e r w i s e a s s u r e d h i s t o r i a n , l o a n O c k m a n s t u m b l e d 

o v e r T a f u r i ' s v i e w s o n a r c h i t e c t u r a l l a b o r b y r e a d i n g h i m t h r o u g h t h e r o s y 

s p e c t a c l e s o f E i s e n m a n . 4 4 R e f r a c t e d t h r o u g h E i s e n m a n ' s d i s t o r t e d l e n s , i n 
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Ockman 's account . Ta fu r i ends by pre fer r ing the pu r i sm of the New York 

F ive to engaged work. Yet a s ear ly as 1976. Ta fu r i d i sm issed arch i tec ture as 

miserab le when it preens wi th m a x i m u m pomp: he professed much more inter 

est in a rch i tec ture wi th a sma l l " a . " and as examp les offered the cooperat ive 

bu i ld ing programs of communis t -governed I ta l i an c i t ies wh i ch gathered work 

ers together w i th bui lders but harbored no i l l us ions about " reso l v i ng " the 

hous ing prob lem. 4 5 Her descr ip t ion ol Ta fu r i ' s v iew of "h i s to ry as t ragedy" 

is wor th counter ing wi th M a s s i m o Cacc ia r i ' s observat ion in h is eulogy tha i 

Ta fu r i taught the most d i f f i cu l t lesson: the ar t of d i senchan tment together 

w i th hope and fa i t h . 4 6 

Ta fu r i was not ou t l in ing an agenda tor a new arch i tec tu ra l product ion 

d isengaged f rom pol i t ical real i ty. On the contrary, it was to the c r i t i c and the 

h i s to r ian that he addressed h is r e m a r k s as an approach to the c r i t i c i sm and 

h is tory of arch i tec ture . Of the work of the New York F ive , for example. Ta fu r i 

te l l ingly commented: " In the face of such products, the task of c r i t i c i sm is to 

begin f rom w i th in the work only to escape f rom it as soon a s possible so as not 

to be caught in the v ic ious c i rc le of a language that speaks only of itself." 

T h e task of the c r i t i c and that of the h i s to r ian are d i f ferent ones: 

Thus we abandon the object itself and move into the system which, in itself, 

gives meaning. And criticism thereby explicitly moves its inquest from a spe 

cific task to the structure that conditions the total meaning of the ob/eci . 

The role of criticism is the violation of the object in question." 

But if a rch i tec tu re demands engagement w i th po l i t ica l , soc ia l , and economic 

sys tems and ins t i tu t ions , c r i t i c i s m requi res d is tance, Ta fu r i ins is ted , some­

th ing in shor t supply today. T h e c loseness of theor is ts and arch i tec ts who 

mutua l l y celebrate one another , c i te one another , inv i te one another to con 

ferences. wr i te books and pub l ish a r t i c les about one another, and hire one 

another , i s a lmost inces tuous , and cer ta in ly leaves no space for debate, let 

a lone the d is tance that Ta fu r i deemed essen t ia l for the pract ice of both h is tory 

and of c r i t i c i s m . Indeed, in 1986. Ta fu r i argued that there is no c r i t i c i sm , only 

h istory, a h i s to ry not of objects, but of men. in wh i ch the cha l lenge is to under 

s tand how a work of a rch i tec ture f i ts into its own t ime. T h e h i s to r ian examin ­

ing cur ren t work , he held, must create an a r t i f i c i a l d i s tance . 4 8 Ins tead, what we 

have today in arch i tec tura l theory is a more robust ly-st ructured vers ion of the 

very sys tem Ta fu r i chal lenged, a sys tem thai g ives mean ing to and fe t i sh is i zes 

arch i tec tura l objects, and wh ich endows its pract i t ioners wi th the s ta tus and 

rewards typ ica l of a well-oi led component ol cap i ta l is t rat ional i ty. In short , we 

have a sys tem of theory product ion and arch i tec tura l product ion by theor is t / 

pract i t ioners that is compl ic i t w i th the commodi f ica t ion of capi ta l is t hege 

mony Tafur i exp l ic i t l y c r i t i c i zed - and aga ins t wh i ch most of these theor is ts 

and pract i t ioners have repeatedly rai led. Al though presented as autonomous, 

independent of pol i t ics and economics , th is work was di rect ly ins t rumenta l , 

and that was the problem: the denia l of ins t rumenta l i t y by ve i l ing the work as 

autonomous as much a s the fact of ins t rumenta l i ty . That is . to assert that archi­

tecture is autonomous and therefore not ins t rumenta l to pol i t ical ends covers 

the fact that arch i tec ture is deeply imbr icated in pol i t ics, and that is just as 

much a problem a s speci f ic cases of ins t rumena l i t y . As Ta fu r i astute ly observed 

in 1980. these exper iments in pr ivate languages reveal above al l the desire to 

" rema in on the stage ever more grotesquely m i m i n g in an effort to en te r ta in . " 4 9 

Mark Wig ley observed that despi te the power and s ign i f i cance of Ta fu r i ' s 

bombshel ls on history, theory and pract ice, there has been l i t t le sus ta ined 

dialogue generated by h i s work. I n the Uni ted S ta tes , h i s v iews were subdi 

vided " into l i t t le tas te less pieces for consumpt ion by the Anglo Saxons . L i t t le 

has been added to h i s master 's voice beyond a se r i es of usefu l footnotes." 1 1 0 

Ins tead , Wig ley c l a ims that Ta fu r i ' s impact reg is ters e lsewhere: " . . . research 

not directly inf luenced by Tafur i and which makes only occasional references to 

h is wr i t ing might actual ly be the most disruptive legacy of his work . " 5 ' 

E v e n though Ta fu r i cal led for a separat ion of h is tory and c r i t i c i sm from 

pract ice. Wig ley c l a ims that "new forms of resea rch " have one foot on each 

side of the gap. " tes t ing i ts l im i ts wi thout ever s imply br idging it. s c r u t i n i z i n g 

i ts contours c l o s e l y - " " What Wigley ca l l s a "non-prescr ip t ive Arch i tec tu ra l 

Theo ry " cha l lenges " the d i scou rse " in new ways . "Ta fu r i , " he says , "won't go 

away. H is threat l ives on in w r i t i ng that he would no doubt have hated." Wig ley 

is probably correct on that count , but not for the reasons he imag ines . T a l u r i 

would have loathed the s l i ck repet i t ion of the celebratory tex ts , the absence 

of r igorous scho la rsh ip , and the cons t ruc t ion of a theory -c r i t i c i sm estab l ish­

ment ; he would have d i sm issed most of it a s empty language games on a par 

w i th much ol a rch i tec tu ra l pract ice. 

Having replaced an older regime, th is sys tem of theory 'pract ice i tself now 

needs to be d ismant led, or. to ref rame an observat ion f rom Modern Architecture. 

what possib i l i t ies are open to a d isc ip l ine such a s archi tecture that is a s yet inca­

pable of posing to itselt the problem of its own place in the pol i t ical a rena? 5 3 
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C H R I S T O P H E R WOOD 

Why Autonomy? 
Autonomy, wh i ch is a synonym tor f reedom, is a pr iv i lege that a r t i s t s tend to 

enjoy only in modern soc ie t ies . Free or sovereign ar t i f i ce is a powerfu l force. In 

t rad i t ional soc iet ies that rely heavi ly on poetic language, carved and painted 

f igures, and bu i ld ings to generate the myster ies of state or cul t , ar t i s granted 

re lat ive ly l i t t le autonomy. 

In the West over the last f ive hundred years , ar t gradual ly lost its t radi­

t ional connec t ions to state and cul t , and the idea that the f ine ar ts might be lib­

era l a r ts , and therefore permit ted to run free, emerged a s a compensat ion . At 

In st the autonomy of ar t was guaranteed by local potentates who hoped that by 

protect ing ar t they might ha rness it to the i r parochia l po l i t ica l ends. T h e f i rst 

haven of the modern ar t is t w a s thus the pr ince ly court ol the Rena i ssance . ' 

T h e pr incely patron ex t rac ted a talented ar t is t f rom the co i l s of urban gui ld 

res t r i c t ions and f rom the level l ing m e c h a n i s m s of a c ra f t whose interest it was 

to run art as if it were a bus iness . Eventual ly , by the n ineteenth century, Euro­

pean society as a whole came to share the pr ince 's bel ief that a r t i s t s were prop­

er ly exempt f rom the old cus toms. From then on. a r t i s t s were permit ted to do 

what they l i ked, more or less, wi thout hav ing to answer for it. 

Autonomy in a di f ferent sense was a lso an in terna l goal of ar t , aga in 

one that could only be real ized af ter rhe fundamenta l d isengagement of art 

f rom rel ig ion and s tatecraf t ca r r i ed out in the ear ly modern period. T h i s i s the 

sense that the a r twork i tself , and not just art m a k i n g and the art maker , might 

be sel f -mot ivated and se l f -suf f ic ient . S ince a r two rks are not l i v ing , sent ient 

th ings, th is can only be a metaphor ica l goal - un less the ar twork is l i teral ly, 

magical ly , meant to come to l ife. An ima l ion ol the a r t i fac t was in fact a cen­

t ra l , if un rea l i s t i c , goal of much of ancient a r t -mak ing . T h e anc ient c r a f t s m a n , 

d isc ip le ol the eng ineer Daeda lus , dreamed ol fash ion ing an automaton that 

would speak and move of i ts own accord . 2 T h i s concept ion of a r t i s t i c " r e a l i s m " 

ac tua l l y su rv i ved deep into modern European t imes. As late as the e ighteenth 

century, a r t i s t i c t ime and talent were s t i l l being invested in the project of con­

s t ruc t i ng an a r t i f i c i a l v i ta l i ty . 3 A n au iomaton would be a work of art wi thout 

, ' An " mon HI HO ,/j be be a i ark o a i : v itho\ flout 

tor a work such asnTrJ r tw ju ld na tu ra l l y be capable of decid ing for 

(0, _ ivi.(|< sucl has i r/iai \ wvuu f nati wally Y b e 1 l " P - b °' dec i> ding <°i 

• t rnmh and par ly twenr ict h century art i s t s a n d th inke rs , d issat isf ied 
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w i t h t h e m e a g e r t e c h n o l o g i e s o f a r t i s t i c r e a l i s m a t t h e i r d i s p o s a l , r e s i g n e d 

t h e m s e l v e s to a m e r e l y m e t a p h o r i c a l v i t a l i s m a n d a u t o m a t i s m : t h e i d e a l o f a 

w o r k of a r t c l o s e d i n u p o n i t s e l f , i n f i n i t e l y d e n s e , i r r e d u c i b l e i n m u c h t h e s a m e 

w a y t h a t a h u m a n s o u l i s i r r e d u c i b l e , a n d s i g n i f y i n g n o t h i n g . S o m e d e s c r i b e d 

t h i s n e w i d e a l o f c l o s u r e a n d i n d e p e n d e n c e a s m o n a d i c , i n v o k i n g a t e r m c e n 

t r a l to t h e m e t a p h y s i c a l p h i l o s o p h y o f Leibniz. T h e e a r l y t w e n t i e t h c e n t u r y 

a e s t h e t i c i a n B e n e d e t t o C r o c e . p o i n t i n g to t h e d i s t i n c t i o n b e t w e e n a r t w o r k s 

a n d s y m b o l i c r e p r e s e n t a t i o n s , s a i d t h a t t h e a r t w o r k h a d n o d o p p i o f o n d o . n o 

" d o u b l e " o r " f a l s e b o t t o m " l i k e a m a g i c i a n ' s s u i t c a s e . 4 R e p r e s e n t a t i o n s , w h e n 

e x p l o r e d , y i e l d h i d d e n m e a n i n g s ; a r t w o r k s , b y c o n t r a s t , s i m p l y a r e w h a t t h e y 

are, A r t w o r k s d o n o t i s s u e a n y i n v i t a t i o n s . M a n y m o d e r n i s t t h e o r i s t s h a v e 

h e l d t h i s v i e w o f t h e a r t w o r k , a n d y e t a t t h e s a m e t i m e f e l t it n e c e s s a r y to j u s ­

t i f y t h e a r t w o r k to m o d e r n i t y . T h e o d o r e W . A d o r n o . f o r i n s t a n c e , i n o r d e r to 

r e s c u e t h e m o n a d i c w o r k f r o m c o m p l e t e i r r e l e v a n c y , a r g u e d t h a t t h e v e r y e x i s ­

t e n c e o f a s e l f - s u f f i c i e n t , s e l f - c o n t a i n e d a r t i f a c t i s a n i m p l i c i t c r i t i q u e o r n e g a 

t i o n of t h e p r a c t i c a l w o r l d . 

W i t h s u c h a r g u m e n t s , t h e m o d e r n i s t a r t i s t h a s b e e n l i c e n s e d to m a k e 

t h i n g s t h a t a r e n o l o n g e r u s e d i n o r d i n a r y w a y s . T h e s e p o i n t l e s s h u t s t r a n g e l y 

p o t e n t a r t i f a c t s a r e c o r d o n e d o f f f r o m t h e r e s t o f t h e m a t e r i a l w o r l d b y v a r i ­

o u s f r a m i n g a n d l a b e l l i n g d e v i c e s . S o m e m a k e r s o f t h e s e p r i v i l e g e d t h i n g s w i n 

g r e a t l a m e a n d m a t e r i a l r e w a r d s , bu t it i s a r g u a b l e t h a t t h e y d o s o o n l y b y 

b e t r a y i n g t h e i r c o m m i t m e n t to a u t o n o m y - b y p e r f o r m i n g a s g l o r i f i e d i n t e r i o r 

d e c o r a t o r s , f o r i n s t a n c e , o r b y p e n e t r a t i n g t h e s p h e r e s o f g l a m o u r a n d c e l e b ­

r i t y . M o s t a r t m a k e r s a r e n o t a t a l l f a m o u s . N e g a t i o n i s m e a n t t o b e i t s o w n 

r e w a r d . A r t - m a k i n g , a c c o r d i n g to t h e l o g i c o f a u t o n o m y , s u c c e s s f u l l y f i n d s 

i t s t a r g e t i n d i r e c t p r o p o r t i o n t o i t s d i s e n g a g e m e n t f r o m t h e b u s i n e s s o f t h e 

w o r l d . A u t o n o m y i s j u s t a n o t h e r w o r d f o r n o t h i n g l e f t t o l o s e . 

Architecture, b y c o n t r a s t , i s a l w a y s a n s w e r a b l e a n d n e v e r d i s e n g a g e d 

f r o m t h e b u s i n e s s o f t h e w o r l d ; a n d i t w o u l d h a v e p l e n t y to l o s e i f it w e r e to d i s 

e n g a g e i t s e l f . U n l i k e p a i n t i n g , a r c h i t e c t u r e h i s t o r i c a l l y n e v e r g a v e u p i t s c l o s e 

c o n n e c t i o n t o a u t h o r i t y . A r c h i t e c t s s t i l l r e p r e s e n t s o c i e t y ' s u n d e r s t a n d i n g o f 

i t s e l f , s t i l l s h e l t e r a n d s h a p e t h e c e n t r a l s y m b o l i c a c t i v i t i e s o f s o c i a l l i f e , a n d 

s t i l l m e d i a t e b e t w e e n m a n a n d n a t u r e i n w a y s t h a t p a i n t e r s o r s c u l p t o r s c a n 

o n l y e n v y . A r c h i t e c t u r e d o e s n o t n e e d t o s i m u l a t e v i t a l i t y t h r o u g h a p o s t u r e 

o f m o n a d i c i t y . A n d t h e r e i s c l e a r l y n o n e e d f o r s o c i e t y to c o m p e n s a t e a r c h i t e c ­

t u r e w i t h t h e g i f t o f a u t o n o m y . I t i s a m a z i n g t h a t a r c h i t e c t s w o u l d t r y to c l a i m 

t h i s a m b i g u o u s p r i v i l e g e , u n l e s s t h e y w e r e a n n o u n c i n g t h e i r o w n w i t h d r a w a l 

f r o m t h e w o r l d . 

T h e r e a r e p l a c e s o f p r i v a c y , l e i s u r e , a n d l u x u r y i m b e d d e d w i t h i n t h e 

a r c h i t e c t u r a l f i e l d w h e r e q u a s i a u t o n o m o u s e x p e r i m e n t s c a n b e c a r r i e d o u t : 

v i l l a s , p a v i l i o n s , g a r d e n s , c a p r i c e s . H e r e , a n d i n i t s v i r t u a l p r o j e c t s , a r c h i t e c ­

t u r e d o e s w i n f o r i t s e l f s o m e o f t h e f r e e d o m a n d e l o q u e n c e e n j o y e d b y p a i n t 

i n g o r p o e t r y . A r c h i t e c t u r e ' s s i t u a t i o n r e s e m b l e s t h a t o f f a s h i o n . T h e i n e s c a p ­

a b l e t a s k s o f c l o t h i n g a n d s h e l t e r i n g p r e v e n t e i t h e r f a s h i o n o r a r c h i t e c t u r e 

f r o m a t t a i n i n g a u t o n o m y . B u t c l o t h e s a n d b u i l d i n g s a r e s y m b o l i c m a c h i n e s 

a n d t h o s e w h o o p e r a t e t h e s e m a c h i n e s n a t u r a l l y c r a v e d i s c u r s i v e f r e e d o m . 

F a s h i o n a n d a r c h i t e c t u r e a r e t h u s a l w a y s s t r i v i n g t o w a r d s a u t o n o m y , b u t o n l y 

a c h i e v i n g it e p h e m e r a l l y a n d s p e c t a c u l a r l y i n t h e e x p e r i m e n t a l m o d e s o f t h e i r 

r e s p e c t i v e i n d u s t r i e s : o n t h e o n e h a n d , h a u t e c o u t u r e , a n d o n t h e o t h e r , t h e 

a r c h i t e c t u r a l c a p r i c e a n d t h e U t o p i a n p r o j e c t . 

O n c e b e y o n d t h e c a p r i c e a n d t h e p r o j e c t , t h e i d e a l o f a u t o n o m y i n a r c h i ­

t e c t u r e i s n o t m u c h m o r e t h a n a m y s t i f i c a t i o n . I t i s t r u e t h a t i n d i v i d u a l 

b u i l d i n g s c a n e v e n t u a l l y , b y t h e m y s t e r i o u s w o r k i n g s o f r e c e p t i o n , a c h i e v e 

s o m e t h i n g l i k e a u t o n o m y . I t i s n o t c o m p l e t e l y m e a n i n g l e s s to s a y t h a t t h e P a r 

r h e n o n o r t h e c a t h e d r a l of R e i m s a r e m o n a d s . B u t it i s h a r d to s e t o u t to b u i l d 

a n a u t o n o m o u s b u i l d i n g . I n t h e m o d e r n w o r l d , w h e r e p e o p l e t e n d to d i s a g r e e 

w i l d l y a b o u t t h e u l t i m a t e g r o u n d s o f m e a n i n g a n d v a l u e , i t i s i m p o s s i b l e t o d o 

s o . T h e v i s i o n o f a n a u t o n o m o u s a r c h i t e c t u r e d e s c e n d s f r o m t h e e a r l y R o m a n ­

t i c i d e a t h a t l i f e i t s e l f m a y b e t h o u g h t of a s a w o r k o f a r t a n d s h a p e d a c c o r d i n g 

to a e s t h e t i c p r i n c i p l e s . T h i s i d e a e n c o u r a g e d t h e i n f l a t e d a n d h e r o i c i m a g e o f 

a n a r t i s t w h o w o u l d t e a c h n o n - a r t i s t s h o w to l i v e . T r y i n g to r e s h a p e t h e w o r l d 

b y m a k i n g p o e m s o r p a i n t i n g s i s o n e t h i n g ; t r y i n g to d o it b y m a k i n g b u i l d i n g s 

i s l i k e o p e r a t i n g h e a v y m a c h i n e r y u n d e r t h e i n f l u e n c e o f a p o t e n t d r u g . A r c h i 

t e c t u r a l s e l f - r u l e w o u l d be m i s r u l e . 

O f c o u r s e , a r c h i t e c t s d o b l u n d e r i n t o t h e l i v e s o f c i t i e s a n d p e r p e t r a t e 

q u a s i - c r i m i n a l a f f r o n t s to h u m a n d i g n i t y a n d f r e e d o m , a g a i n a n d a g a i n . S o c i 
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Clock wi th automaton. 
16th century. 

e t i e s s e e m to f o r g i v e t h e m t h i s . I t i s i r o n i c t h a t t h e m u c h f e e b l e r f i n e a r t s , 

w i t h t h e i r p h i l o s o p h i c a l l y w e l l - e s t a b l i s h e d c l a i m s to a u t o n o m y , a r e f r o m t i m e 

to t i m e m a d e to a n s w e r f o r t h e i r c r i m e s i n p e t t y w a y s , w i t h i n j u n c t i o n s a n d 

o b s c e n i t y c h a r g e s a n d t h e l i k e , w h e r e a s a r c h i t e c t u r e g o e s c o m p l e t e l y u n p u n 

i s h e d . T h e r e a s o n f o r t h i s i s t h a t p a i n t e r s a n d p o e t s a r e a l m o s t u n i v e r s a l l y c o n ­

c e d e d t h e i r s o v e r e i g n t y , e v e n i f I h e i r e x e m p t i o n f r o m r e s p o n s i b i l i t y i s s o m e ­

t i m e s a b s u r d l y c o n t e s t e d . A r c h i t e c t s , b y c o n t r a s t , w h a t e v e r t h e y t h e m s e l v e s 

m i g h t i m a g i n e , a r e n o t a t a l l h e l d b y s o c i e t y t o b e s o v e r e i g n : r a t h e r , b u i l d i n g s 

a r e r i g h t l y u n d e r s t o o d t o b e t h e p r o d u c t s o f c o m p l e x c o l l e c t i v e f o r c e s , c o n j u n c ­

t i o n s o f c i r c u m s t a n c e s , a n d t h e e x i g e n c i e s o f t e c h n o l o g y a n d m a t e r i a l s . T h e r e 

s e e m s t o be n o o t h e r w a y o f e x p l a i n i n g w h y a r c h i t e c t s a r e n o t h e l d r e s p o n s i b l e 

f o r t h e c r i m e s o f a r c h i t e c t u r e . 

T o b e f a i r , a r c h i t e c t s w h o a s k f o r a u t o n o m y t o d a y u s u a l l y a r e n o t a s k i n g 

f o r c a r t e b l a n c h e o r a h e r o i c l i c e n s e to s h a p e l i f e f o r t h e r e s t o f u s . T h e y a r e 

a s k i n g f o r a r e c o g n i t i o n o f t h e s y s t e m a t i c i t y o f a r c h i t e c t u r e . A r c h i t e c t u r e i s 

a u t o n o m o u s o r f r e e , i n t h i s v i e w , b e c a u s e i t i s c a p a b l e o f g e n e r a t i n g m e a n i n g 

o u t o f i t s o w n i n t e r n a l s y m b o l i c r e s o u r c e s w i t h o u t h a v i n g to r e l y o n a u x i l i a r y 

i c o n o g r a p h i c a l d e v i c e s a n d w i t h o u t h a v i n g to w a i t f o r i t s c u e f r o m t h e c o m ­

m i s s i o n , t h e f u n c t i o n , o r t h e m a t e r i a l s . A r c h i t e c t u r e i s s e e n to b e c a p a b l e , f o r 

i n s t a n c e , o f e x e r c i s i n g a n A d o r n i a n . o p p o s i t i o n a l c r i t i q u e b y m a n i p u l a t i n g d i f ­

f e r e n t i a l r e l a t i o n s h i p s c o n v e n t i o n a l l y e s t a b l i s h e d w i t h i n t h e h i s t o r y a n d t h e 

s y s t e m o f a r c h i t e c t u r e . T h i s m o d e l o f a c l o s e d s y s t e m o f a r t i s t h e i d e a l c u l t i ­

v a t e d i n a r t a c a d e m i e s s i n c e t h e I t a l i a n R e n a i s s a n c e : t h e i d e a l o f a n a r t a b o u t 

o t h e r a n . a n d n o t a b o u t t h e w o r l d , a n a r t t h a t m a n a g e s y e t to s a y s o m e t h i n g 

a b o u t t h e w o r l d t h r o u g h i t s t r a n s f i g u r a t i o n s o f p r i o r a r t . M o r e r e c e n t l y , t h e 

d o c t r i n e h a s b e e n u p d a t e d w i t h s t r u c t u r a l i s t a n d h y p e r s t r u c t u r a l i s t l i n g u i s t i c 

t h e o r y . T h i s b o d y o f t h e o r y h a s b e c o m e t h e m o d e l f o r a n y t h e o r y o f s y s t e m a t i ­

c a l l y g e n e r a t e d m e a n i n g . O n e c a n s e e w h y a t h e o r y o f a u t o n o m o u s a r c h i t e c ­

t u r a l m e a n i n g w o u l d t u r n to s t r u c t u r a l i s t l i n g u i s t i c s f o r s u p p o r t . S t r u c t u r 

a l i s m p r o v i d e s a m o d e l f o r t h e n o n - m o t i v a t i o n , o r f r e e d o m f r o m e x t e r n a l 

d i r e c t i v e s , o f t h e a r c h i t e c t u r a l s i g n . S i g n s t h e m s e l v e s , i n s t r u c t u r a l i s t t h e o r y , 

a r e m e a n i n g l e s s m a r k s t h a t t a k e o n m e a n i n g o n l y w h e n d i f f e r e n t i a t e d f r o m 

o t h e r s i m i l a r - l o o k i n g o r s o u n d i n g m a r k s . A c c o r d i n g t o a s t r u c t u r a l i s t t h e o r y 

o f a r c h i t e c t u r e , s i g n s a r e l i n k e d t o s i g n i f i e d c o n t e n t s o n l y b y t h e i n t e r n a l l y 

e s t a b l i s h e d c u s t o m s o r c o n v e n t i o n s o f a r c h i t e c t u r e i t s e l f . A r c h i t e c t s g e n e r a t e 

m e a n i n g b y m a n i p u l a t i n g t h o s e c o n v e n t i o n s - b y m a k i n g c h o i c e s a n d c o m b i ­

n a t i o n s a m o n g i n t r i n s i c a l l y m e a n i n g l e s s c o n v e n t i o n s . H e r e o n e s e e s h o w t h e 

o l d i d e a l o f t h e w o r k o f a r t a s a u t o m a t o n m i g h t s u r v i v e i n a m o d e r n c o n t e x t . 

A d e c o n s t r u c t i v e a p p r o a c h , m e a n w h i l e - w h i c h i s n o t a n o v e r t u r n i n g 

b u t a n e x t e n s i o n o f s t r u c t u r a l i s m , a n e o - o r h y p e r s t r u c t u r a l i s m - m a i n t a i n s 

t h a t t h e l i n k b e t w e e n s i g n a n d s i g n i f i e d i s i n h e r e n t l y u n s t a b l e b y v i r t u e o f t h e 

m a t e r i a l c o n d i t i o n s o f s i g n i n g . T r a d i t i o n a l s t r u c t u r a l i s m , a c c o r d i n g t o t h i s 

v i e w o f t h i n g s , h a d n a i v e l y t r e a t e d s i g n s a s i f t h e y w e r e i d e a l , a b s t r a c t e n t i ­

t i e s . B u t r e a l s i g n s i n t i m e a n d s p a c e a r e c o n s t a n t l y d r i f t i n g a w a y f r o m t h e 

h i s t o r i c a l a n d l o c a l c o n v e n t i o n - s y s t e m s t h a t a l o n e e n d o w t h e m w i t h m e a n ­

i n g . A c c o r d i n g to h y p e r s t r u c t u r a l i s m . a n y l i n g u i s t i c s t a t e m e n t w i l l a l w a y s b e 

r e v e a l e d to b e a s t a t e m e n t o f t h e i m p o s s i b i l i t y o f s t a t i n g a n y t h i n g . O n c e y o u 

a c c e p t t h e l i n g u i s t i c m o d e l o f a r c h i t e c t u r a l m e a n i n g , y o u c a n e a s i l y s e e h o w 

t h e d e c o n s t r u c t i v e p r o j e c t , w i t h a l l i t s e x p l o s i v e p o t e n t i a l , c o u l d b e t r a n s l a t e d 

t o a r c h i t e c t u r e . 
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• V W n ^ n W e n t i r e e d i f i c e s o f a r c h i t e c t u r a l t h e o r y . T o u n d e r s t a n d h o w t h i s c o u l d 

h a v e h a p p e n e d , o n e h a s to l o o k b a c k to a m o r e g e n e r a l t h e o r y o f a r t i s t i c a u t o n ­

o m y : t h e " f o r m a l i s t " a n d " a e s t h e f i c i s t " t h i n k i n g o f t h e l a t e n i n e t e e n t h a n d 

e a r l y t w e n t i e t h c e n t u r i e s , i t s e l f a k i n d o f m o d e r a t e , d o m e s t i c a t e d v e r s i o n o f 

t h e e n t h u s i a s t i c " a b s o l u t e " i d e a l i s m o f t h e e a r l y n i n e t e e n t h - c e n t u r y G e r m a n 

p h i l o s o p h e r s . T h e a r t c r i t i c a n d a e s t h e t i c i a n K o n r a d F i e d l e r , f o r e x a m p l e , d i s ­

m a y e d b y c r a s s l y m a t e r i a l i s t t h e o r i e s o f a r t i s t i c c r e a t i v i t y a n d b y t h e " r e a l i s t " 

p r o j e c t i n p a i n t i n g , a r g u e d i n 1881 t h a t a r t h a d n o n e e d to e m u l a t e t h e w o r l d 

a n d no r e a s o n to be c o n s t r a i n e d by n F o r F i e d l e i . t h e w o r l d i t s e l f w . i s t h e < r e . i 

t u r e o f t h e m i n d . " T h e t r u l y a r t i s t i c a l l y g i f t e d n a t u r e . " h e m a i n t a i n e d , " b r i n g s 

f o r t h i n i t s e l f s o t o s p e a k t h a t p r o c e s s , n o w a r r i v e d a t a n e w f r e e d o m , i n w h i c h 

r e a l i t y i s g e n e r a t e d f o r m a n . " A r t f o r F i e d l e r w a s r e a l e n o u g h w i t h o u t h a v i n g 

t o l o o k l i k e r e a l i t y . 5 T h e V i e n n e s e a r t h i s t o r i a n A l o i s R i e g l . f o l l o w i n g F i e d l e r , 

a r g u e d a t t h e e n d o f t h e n i n e t e e n t h c e n t u r y t h a t t h e h i s t o r i c a l m u t a t i o n s o f 

a r t i s t i c f o r m o b e y e d a n i n t e r n a l l o g i c t h a t u n f o l d e d i n d e p e n d e n t l y o f p r a c t i ­

c a l f u n c t i o n o r m a t e r i a l c o n d i t i o n s . R i e g l d e m o n s t r a t e d t h i s w i t h r e l a t i v e e a s e 

i n h i s 1893 h i s t o r y o f t h e d e v e l o p m e n t o f o r n a m e n t a l m o t i f s i n t h e a n c i e n t 

w o r l d . M o r e p r o v o c a t i v e w a s h i s l a t e r a t t e m p t to s e e t h r o u g h t h e s u p e r f i c i a l 

m i m e t i c o r s y m b o l i c c o n t e n t o f e a r l y m e d i e v a l a n d e v e n t u a l l y R e n a i s s a n c e 

a n d B a r o q u e s c u l p t u r e s a n d p a i n t i n g s , a n d i n s t e a d p e r c e i v e t h e i r d e e p s t r u c 

t u r a l f o r m a l p r i n c i p l e s - o n e m i g h t s a y t h e i r o r n a m e n t a l p r i n c i p l e s . B y s e e i n g 

t h r o u g h c o n t e n t . R i e g l p r e p a r e d t h e s e w o r k s f o r i n s e r t i o n i n t o a n i m m a n e n t , 

i n d e p e n d e n t h i s t o r y o f f o r m . " 

R i e g l w a s l e s s i n t e r e s t e d t h a n s o m e o f h i s c o n t e m p o r a r i e s w e r e i n t h e 

n o t i o n o f t h e c l o s e d o r m o n a d i c w o r k o f a r t . I n h i s w r i t i n g s , i t w a s t h e s p i r i t o f 

a r t - m a k i n g i t s e l f t h a t w a s a u t o n o m o u s : s e l f - s u f f i c i e n t , s e l f - p r o p e l l i n g , a m y s ­

t e r i o u s l y v i t a l f o r c e . F o r R i e g l . t h e w o r k o f a r t g e n e r a t e d b y t h e s p i r i t , o n c e it 

h a d b e e n b r o k e n d o w n b y t h e c r i t i c a l e y e i n t o i t s f o r m a l e l e m e n t s , t u r n e d o u t 

t o b e w o n d e r f u l l y o p e n to t h e w o r l d . I n p r i n c i p l e , t h e w o r k ' s d e e p e s t m e a n i n g -

i t s b e a r i n g o n p o l i t i c s a n d s o c i e t y , o n f u n d a m e n t a l e t h i c a l q u e s t i o n s - w a s l e g i b l e 

i n i t s m a n i p u l a t i o n s o f l i n e a n d c o l o r i n t h e p i c t u r e p l a n e a n d i n p i c t o r i a l s p a c e . 

R i e g l ' s s c h e m a p r o v i d e d t h e f r a m e w o r k f o r a s o p h i s t i c a t e d c u l t u r a l h i s ­

t o r y o f a r t . B u t i t s e e m s t h a t h i s v i s i o n o f t h e h o m o l o g y b e t w e e n a r t a n d l i f e 

d o e s no t s u p p o r t a c r i t i c a l a e s t h e t i c s , a d o c t r i n e o f a r t ' s a u t o n o m y t h a t w o u l d 

u n d e r w r i t e a r t ' s e x c e p t i o n a l i s m a n d j u s t i f y i t s f i c t i o n a l , h y p o t h e t i c a l m o m e n t . 

C o n s e q u e n t l y , t h e r e h a v e b e e n a n u m b e r o f a t t e m p t s to a s s i m i l a t e R i e g l ' s v i t a l -

i s t " w i l l to a r t " to t h e o r e t i c a l l y m o r e c o m p l e x m o d e l s o f s y s t e m a t i c a u t o n o m y . 
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I t h a s b e e n t e m p t i n g , f o r e x a m p l e , to c o m p a r e R i e g l ' s r e d u c t i o n o t p i c t o r i a l 

m e a n i n g to a m a t t e r o f s i m p l e f o r m a l c h o i c e s to t h e s t r u c t u r a l i s t l i n g u i s t i c s 

o f F e r d i n a n d d e S a u s s u r e . ' ' R i e g l w a s a n e x a c t c o n t e m p o r a r y o f S a u s s u r e . T h e 

r e d i s c o v e r y a n d t h e o r e t i c a l l y - i n f o r m e d r e r e a d i n g o f R i e g l i n a r t h i s t o r y s i n c e 

t h e 1970s f o l l o w e d c l o s e l y u p o n t h e p o s t - w a r d i s c o v e r y o f S a u s s u r e . S i n c e t h e n 

t h e r e h a s b e e n a t e n d e n c y to p r o j e c t t h e i n s i g h t s o f l a n g u a g e - b a s e d s t r u c t u r a l 

i s t t h o u g h t b a c k o n t o l a t e n i n e t e e n t h - c e n t u r y G e r m a n a e s t h e t i c s a n d a r t h i s ­

t o r y . F r a n c e s c o D a l C o . f o r i n s t a n c e , c r e d i t s F i e d l e r a n d R i e g l w i t h r e c o g n i z i n g 

t ha t a r t i s t i c p r o d u c t s , n o l e s s t h a n l i n g u i s t i c s t a t e m e n t s , m u s t b e u n d e r s t o o d a s 

r e p r e s e n t a t i o n s , t h a t i s . a s n e g a t i o n s o f a n y " s i m p l e r e f l e c t i o n b e t w e e n s u b j e c t 

a n d object, a s " a r t i f i c i a l ' c o n s t r u c t i o n s " c u t o f f f r o m a n y f o u n d a t i o n o f m e a n i n g , 

a n d a s " a u t o n o m o u s e v e n t s " y i e l d i n g u p t r u t h s o n l y a b o u t t h e m s e l v e s . ' 

B u t t h i s a t t e m p t t o j u s t i f y t h e a e s t h e t i c i s t p r o j e c t b y l i n k i n g it to m o d e r n ­

i s t i n s i g h t s i n t o t h e g r o u n d l e s s n e s s o f l i n g u i s t i c r e p r e s e n t a t i o n , a n a t t e m p t 

l a u n c h e d b y F i e d l e r h i m s e l f , i s i m p o s s i b l e to s u s t a i n . P a i n t e d p i c t u r e s a n d 

b u i l d i n g s c a n b e a r m e a n i n g , b u t it i s s e l d o m t h e i r p r i n c i p a l f u n c t i o n to d o s o . 

A n d e v e n w h e n t h e y d o r e p r e s e n t s o m e t h i n g , p a i n t i n g s a n d b u i l d i n g s d o s o 

i n w a y s t h a t h a v e l i t t l e to d o w i t h l i n g u i s t i c r e p r e s e n t a t i o n . A n y l a t e r e x t e n ­

s i o n s o t R i e g l ' s a m b i t i o u s f o r m a l i s m t h a t i m a g i n e t h e y a r e u n d e r w r i t t e n by 

l i n g u i s t i c t h e o r y m u s t be e v a l u a t e d w i t h c a r e . C e r t a i n l y t h e r e a r e s p e c i a l c a s e s 

w h e n a r t i s t s a n d a r c h i t e c t s s e e m to b e c h o o s i n g a m o n g a n a r r a y o f f o r m a l 

p o s s i b i l i t i e s w h o s e l i n k s to v a r i o u s c o n c e p t s a r e a g r e e d u p o n b y a g i v e n u 

m u n i t y o l b e h o l d e r s , a n a r r a y f u n c t i o n i n g t h e r e f o r e s o m e t h i n g l i k e a c m 

T h r o u g h t h e s e c h o i c e s , t h e a r t i s t or a r c h i t e c t s e e m s to be g e n e r a t i n g t e x r u a l 

m e a n i n g . B u t s u c h q u a s i - c o d e s a r e n e v e r r e a l l y a g r e e d u p o n w i t h i n a c o m m u ­

n i t y , n o r d o i t s m e m b e r s a g r e e w h i c h e l e m e n t s o f p i c t o r i a l o r a r c h i t e c t u r a l 

f o r m a r e c o d e d a n d w h i c h a r e n o t . A r c h i t e c t s m a y a r g u e t h a t t h e c o d e i s e s t a b ­

l i s h e d b y t h e h i s t o r y o f a r c h i t e c t u r e . B u r t h e h i s t o r y o f a r c h i t e c t u r e h a s to b e 

l e a r n e d f r o m t r a v e l a n d b o o k s , a n d e v e r y i n d i v i d u a l l e a r n s i t d i f f e r e n t l y . E v e r y 

s t u d e n t o f t h e h i s t o r y o f a r c h i t e c t u r e h a s h i s o r h e r o w n c o n s t a n t l y s h i f t i n g 

i d e a o f t h e c o d e . R e a l l a n g u a g e c a n n o t a f f o r d t h i s p l u r a l i s m . L a n g u a g e f u n c ­

t i o n s o n l y b e c a u s e g r a m m a r i s e m b e d d e d i n t h e b r a i n a t b i r t h a n d b e c a u s e 

t h e l o c a l l i n g u i s t i c c o d e i s l e a r n e d i n e a r l y c h i l d h o o d a n d o n l y i n c r e m e n t a l l y 

e x p a n d e d l a t e r . B e h o l d e r s o t p a i n t i n g o r a r c h i t e c t u r e w h o a r e n o t a t . i l l f a m i l ­

i a r w i t h t h e a l l e g e d c o d e c a n d e r i v e p l e a s u r e a n d m e a n i n g , n o t to m e n t i o n 

u s e - v a l u e , f r o m t h e p i c t u r e o r b u i l d i n g , w h e r e a s l a n g u a g e i s n e a r l y u s e l e s s to 

s o m e o n e u n f a m i l i a r w i t h t h e c o d e . 

L a n g u a g e , f i n a l l y , d e r i v e s a l l i t s f l e x i b i l i t y a n d i t s e c o n o m y I r o m t w o 

p r i n c i p l e s : t h e a r b i t r a r i n e s s a n d t h e d o u b l e a r t i c u l a t i o n o t i t s m a t e r i a l s i g n i 

t i e r s . T h e f o r m o f t h e s i g n i t i e r i s a r b i t r a r y i n t h a t i t i s u n c o n s t r a i n e d b y a n y 

e x t e r n a l c o n s i d e r a t i o n s ; a n y s i g n i t i e r w i l l d o a s l o n g a s e v e r y o n e a g r e e s t o r e c ­

o g n i z e i t . T h e s i g n i f i e r i s d o u b l y a r t i c u l a t e d i n t h e s e n s e t h a t w o r d s , w h i c h c a n 

b e m u l t i p l i e d i n f i n i t e l y , a r e b u i l t f r o m c o m b i n a t i o n s o f a t i n y n u m b e r o t p h o ­

n e t i c m o d u l e s . 9 P i c t o r i a l o r a r c h i t e c t u r a l s i g n i f i e r s a r e n e i t h e r d o u b l y a r t i c 

u l a t e d n o r a r b i t r a r y . O r n a m e n t a l m o t i f s s e e m t o b e t h e c l o s e s t to a r b i t r a r y 

f o r m a l s i g n i f i e r s . a n d it i s i n t h i s d o m a i n t h a t w r i t e r s o n a r t h a v e b e e n m o s t 

t e m p t e d to t u r n t o t h e m o d e l o f l a n g u a g e . B u t h e r e . t o o . t h e a n a l o g y i s w e a k . 

A t r u l y a r b i t r a r y s i g n i f i e r g e t s a t t a c h e d to i t s c o n c e p t n o t b e c a u s e a n y f e a t u r e 

o f t h e s i g n i f i e r m a k e s it e s p e c i a l l y a p p r o p r i a t e to t h a t c o n c e p t , b u t e n t i r e l y 

b e c a u s e o f c u s t o m . I n a r t a n d a r c h i t e c t u r e , t h e r e i s a l w a y s s o m e r e a s o n w h y 

o n e s i g n i f i e r i s f o r m a l l y p r e f e r a b l e to a n o t h e r f o r r e p r e s e n t i n g a g i v e n c o n t e n t . 

H o r i z o n t a l e l e m e n t s i n a b u i l d i n g c a n n o t s i m p l y be u s e d to s i g n i f y a n y t h i n g 

a t a l l ; i t w o u l d b e d i f f i c u l t to h a v e t h e m s i g n i f y " v e r t i c a l l y . " f o r i n s t a n c e . 

S t r u c t u r a l i s t s y s t e m a t i c i t y m a y a p p e a r a t f i r s t t o h o l d o u t t h e h o p e o f 

a n a r t i c u l a t e , p o s s i b i l y c r i t i c a l r e p r e s e n t a t i o n a l i t y - a d i s c u r s i v e a u t o n o m y 

- f o r b u i l d i n g s a n d p i c t u r e s a l i k e . Ye t w i t h o u t t r u e a r b i t r a r i n e s s , c o n v e n t i o n a l i t y , 

a n d d o u b l e a r t i c u l a t i o n , p i c t o r i a l a n d a r c h i t e c t u r a l r e p r e s e n t a t i o n c a n o n l y a t t a i n 

t ha t w e a k e r , m o r e g e n e r a l s o r t o f a u t o n o m y d e s c r i b e d b y l a t e R o m a n t i c a e s t h e t i -

c i s m ; t h e l i n e , p u r e v i s i o n o f t h e f o r m a l i m a g i n a t i o n a s a p e r p e t u u m m o b i l e . 

A s t r o n g e r v e r s i o n o f t h e a n a l o g y b e t w e e n a r c h i t e c t u r e a n d l a n g u a g e i s 

e v e n h a r d e r to s u s t a i n ; t h e i d e a t h a t a r t o r a r c h i t e c t u r e ' s a u t o n o m y m i g h t b e 

g u a r a n t e e d n o t b y t h e a r b i t r a r i n e s s o f i t s s i g n i f i e r s . b u t b y t h e i r v e r y n o n - a r b i ­

t r a r i n e s s . I f h o r i z o n t a l e l e m e n t s m e a n w h a t t h e y d o f o r d e e p a n d i n e l u c t a b l e 

r e a s o n s , t h e a r g u m e n t g o e s , t h e n p e r h a p s a r c h i t e c t u r e h a s a k i n d o f g r a m m a r 

w h i c h c a n b e m a n i p u l a t e d to g e n e r a t e m e a n i n g s . R i e g l h i m s e l f i n t r o d u c e d 

t h e a n a l o g y i n p l a n n i n g a " h i s t o r i c a l g r a m m a r " o f t h e v i s u a l a r t s . 1 0 B u t t h i s 

a n a l o g y u n d e r r a t e s t h e p o w e r o f g r a m m a r a n d u n f a i r l y b o r r o w s t h e p r e s t i g e 

o f g r a m m a r t o j u s t i f y u l t i m a t e l y n o n - g r a m m a t i c a l o p e r a t i o n s . G r a m m a r i s 

i n n a t e a n d c a n n o t b e m a n i p u l a t e d . T h e s y s t e m ot p r o n o m i n a l d e s i g n a t i o n ot 

t h e f i r s t a n d s e c o n d p e r s o n s , i n p a r t i c u l a r , i s i n d i s p e n s a b l e to t h e c o n s t r u e 

t i o n o f a s e n s e o f s e l f - l i t e r a l l y , no t f i g u r a t i v e l y , i n d i s p e n s a b l e . S i n c e g r a m 

m a r i s i n s e p a r a b l e f r o m h u m a n s u b j e c t - f o r m a t i o n , i t i s n o t e a s i l y m a n i p u 

l a t e d t o p o e t i c o r r e p r e s e n t a t i o n a l e n d s . W h e n a r c h i t e c t s g e n e r a t e m e a n i n g b y 

d e l i b e r a t e l y c o n f u s i n g o u r e x p e c t a t i o n s a b o u t i n s i d e a n d o u t s i d e o r w a l l a n d 

s u p p o r t , t h e y a r e o p e r a t i n g w i t h a f r e e d o m t h a t l a n g u a g e - u s e r s d o n o t e n j o y . 

T h e a r c h i t e c t s h e r e a r e p r o v i s i o n a l l y l i b e r a t i n g a r c h i t e c t u r a l e l e m e n t s f r o m 

t h e i r c u s t o m a r y f u n c t i o n s a n d m e a n i n g s i n o r d e r to i n t r o d u c e t h e m i n t o a s y s ­

t e m a t i c i t y i n w h i c h t h e y w i l l c a r r y n e w m e a n i n g . T o a r g u e t h a t a r c h i t e c t u r e 

t h u s d o e s w h a t l a n g u a g e d o e s i s to m i x t w o l e v e l s o f l a n g u a g e , a n d t o i m a g i n e 

t h a t t h e e l e m e n t s o f g r a m m a t i c a l d e e p s t r u c t u r e c a n b e l o o s e n e d a n d p u s h e d 
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f ni*fU4i tMV.»'r i eW> < W f V ' 4 t r A n m g . a n d n o o n e m i s t a k e s .1 p o e m f o r a n o n - p o e t i c 

u s e o f l a n g u a g e , w h e r e a s a n a r c h i t e c t w h o b u i l d s ,1 p o e m c a n n o t b e c e r t a i n 

t h a t a l l t h e f u t u r e u s e r s o f t h e b u i l d i n g w i l l r e c o g n i z e it a s a p o e m . W h a t a r c h i 

t e c t s a r e a s k i n g f o r w h e n t h e y a s k f o r a u t o n o m y , a n d w h a t s o c i e t i e s w i l l w a n t 

to t h i n k a b o u t t w i c e b e f o r e g r a n t i n g , i s p o e t i c l i c e n s e . 

I n a s s e s s i n g c l a i m s t h a t a r c h i t e c t u r e m i g h t m a k e to d i s c u r s i v e a u t o n 

o m y . o n e h a s to b e a l e r t to h i d d e n a n d r e s t r i c t i v e i d e a l i s m s . T h e a r t h i s t o r i a n 

R i e g l u n d e r s t o o d t h e s u p p o s e d l y t r e e g e n e r a t i o n o t m e a n i n g a s a m a n i p u l a ­

t i o n o f a f i n i t e s u p p l y o t m a r k e r s w i t h i n a s e v e r e l y r e g u l a t e d s y s t e m . R i e g l ' s 

s e n s e o f t h e l i m i t s o f h u m a n f r e e d o m w a s c h a r a c t e r i s t i c o f h i s e p o c h . B y t h e 

l a t e n i n e t e e n t h c e n t u r y , t h e a c h i e v e m e n t s of i n d u c t i v e s c i e n t i f i c r e s e a r c h a n d 

e m p i r i c a l h i s t o r i c a l s c h o l a r s h i p w e i g h e d h e a v i l y o n t h e i m a g i n a t i o n . L a w s o f 

n a t u r e h a d b e e n d i s c o v e r e d a n d c o n f i r m e d b y r e p e a t e d e x p e r i m e n t s . T h e m i n d 

a n d t h e s p i r i t , t oo . it w a s f e a r e d , w o u l d s o o n b e s u b m i t t e d t o d e f i n i t i v e e x p l a n a ­

t i o n . I f a R o m a n t i c p h i l o s o p h e r a r o u n d 1800 c o u l d s t i l l c o n c e i v e o f f r e e d o m 

a s t h e i n v e n t i o n o l e n t i r e l y n e w l a w s - n e w s o i i t - t i c s , n e w f o r m s of t h e s p i r i t 

- t h e d i s i l l u s i o n e d t h i n k e r o f 1900 c o u l d o n l y c o n c e i v e o f f r e e d o m a s . at b e s t , 

a c a p a c i t y to o p e r a t e w i t h i n a f r a m e w o r k o f p r e e x i s t i n g l a w s . H i s t o r y i t s e l f 

s e e m e d a m o n u m e n t a l b u r d e n t h a t t h r e a t e n e d to s t i f l e a l l c r e a t i v i t y a n d a l l 

r e f l e c t i o n . O s c a r W i l d e a n d W a l t e r P a t e r a g r e e d t h a t t h e h u m a n w i l l w o u l d 

n e v e r a g a i n e n j o y t h a t " n a i v e , r o u g h s e n s e o f f r e e d o m " t h a t i t h a d e n i o y e d i n 

p r e - h i s t o r i c i s t t i m e s . " I n Problems of Style. R i e g l c h i d e d t h e c o n t e m p o r a r y 

A r t s a n d C r a f t s m o v e m e n t f o r e n c o u r a g i n g m o d e r n a r t i s t s to c h o o s e t h e i r 

m o t i f s f r e e l y f r o m t h e n a t u r a l w o r l d , c o n t r a s t i n g t h e s e m e a n i n g l e s s o p t i o n s 

w i t h t h e s e l f - g e n e r a t i n g , " e s s e n t i a l l y m o r e a r t i s t i c . " a n d l a w f u l u n f o l d i n g o l 

o r n a m e n t a l f o r m i n t h e c l a s s i c a l M e d i t e r r a n e a n . ' ' ' R i e g l c o n c e i v e d of f r e e d o m 

a s a s u r r e n d e r to t h e l a w s o f h i s t o r y . 

It s e e m s t h a t S a u s s u r e ' s s t r u c t u r a l i s m d e r i v e s f r o m a s i m i l a r i m p r e s 

s i o n o f t h e l i m i t s o n t h e s y m b o l i z i n g f a c u l t y , R i e g l a n d S a u s s u r e . a s n o t e d , 

w e r e c o n t e m p o r a r i e s . B u t a g a i n t h e a n a l o g y b e t w e e n a r t a n d l a n g u a g e i s 

f l a w e d a n d c a n n o t be u s e d t o v i n d i c a t e t h e i d e a l i s t a e s t h e t i c s e n t a i l e d b y 

R i e g l ' s s c h e m a . L a n g u a g e ' s l a w s a r e r e a l , a n d t h e y a r c t h e b a s i s f o r l a n g u a g e ' s 

e f f i c a c y . T h e l i m i t i n g c o n d i t i o n s o f l a n g u a g e d i d n o t d e v e l o p h i s t o r i c a l l y a n d 

c a n n o t e a s i l y be d i s m a n t l e d . S a u s s u r e w a s d e s c r i b i n g a n a h i s t o r i c a l s y s t e m ; 

l a n g u a g e s m a y h a v e t h e i r h i s t o r i e s , b u t l a n g u a g e d o e s n o t . A r t , b y c o n t r a s t , 

h a s f e w l a w s , a n d i t c e r t a i n l y h a s a h i s t o r y . W h a t R i e g l p r e s e n t s a s a p e r m a ­

n e n t " g r a m m a r " o f a r t i s t i c f o r m i s i n f a d no t m u c h m o r e t h a n a t a x o n o m y 
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o f f o r m d e r i v e d f r o m a d e s c r i p t i v e h i s t o r y o f W e s t e r n a r t . L a w s o f f o r m a l m o r 

p h o i o g y o f t h e s o r t R i e g l d i v i n e d i n a r t h i s t o r y a r e f i c t i o n a l a n d d a n g e r o u s l y 

e a s y to e x a g g e r a t e . A r t i n R i e g l ' s s y s t e m i s t h u s n o t a t a l l f r e e , b u t r a t h e r 

a l w a y s h u r t l i n g t o w a r d s a p r o j e c t e d f u t u r e w h e r e a r t w i l l c o n v e r g e w i t h s p i r i t 

a n d e m b o d y t h e h i g h e s t a s p i r a t i o n s o f h u m a n i t y . R i e g l ' s n o t i o n t h a t a r t i s d i s ­

e n g a g e d f r o m m a t t e r a n d p u r s u e s i t s o w n a b s t r a c t e n d s i n d e p e n d e n t l y o f a n y 

p r a c t i c a l o r s y m b o l i z i n g t a s k s i m p o s e d o n i t - t h a t a r t i s a n a u t o n o m o u s a c t i v ­

i t y — i s a n i d e a l i s t a n d p o t e n t i a l l y a n i l l i b e r a l n o t i o n . 

T h e r e s t r i c t i v e i d e a l i s m h i d i n g w i t h i n t h e i d e a l o f a u t o n o m y , a n d t h e 

c o n s e q u e n t t h r e a t t o p r a c t i c a l , e v e r y d a y f r e e d o m s , t a k e s v a r i o u s f o r m s . T h e 

e i g h t e e n t h - c e n t u r y G e r m a n w r i t e r a n d a r t h i s t o r i a n l o h a n n J o a c h i m W i n c k e l -

m a n n . f o r e x a m p l e , s a w s o c i a l a n d p o l i t i c a l f r e e d o m l i t e r a l l y e m b o d i e d i n t h e 

i d e a l G r e e k n u d e . A s A l e x P o t t s h a s e x p l a i n e d , f r e e d o m f o r W i n c k e l m a n n i s 

" n o t j u s t t h e c o n d i t i o n t h a t m a k e s p o s s i b l e t h e i m a g i n a t i v e c r e a t i o n o f a n i d e a l 

b e a u t y . I t i s a l s o t h e s u b j e c t i v e s t a t e o f b e i n g f i g u r e d b y t h a t b e a u t y , t h r o u g h 

i t s a p p a r e n t e m b o d i m e n t o f a s t a t e o f u n c o n s t r a i n e d n a r c i s s i t i c p l e n i t u d e , 

w h i c h h e i d e n t i f i e s m o s t i m m e d i a t e l y w i t h t h e s e l f - a b s o r b e d , f r e e - s t a n d i n g , 

n a k e d m a l e f i g u r e . " ' 3 F o r t h e n e o - c l a s s i c i s t W i n c k e l m a n n . f r e e d o m w a s n o t a n 

o p e n i n g o u t w a r d b u t a n a r r i v a l a t a f i x e d a e s t h e t i c r e s t i n g p o i n t . F o r o t h e r s , 

f r e e d o m w a s a m y s t i c a l a s p i r a t i o n , p e r h a p s t h e a s p i r a t i o n to e s c a p e f r o m t h e 

h u m i l i a t i n g c o n d i t i o n s o f e a r t h l y a n d t e m p o r a l l i f e : t h e i d e a l o f W e l t f l u c h t , o r 

f l i g h t f r o m t h e w o r l d . A n e c h o o f t h a t y e a r n i n g i s h e a r d i n t h e a r c h i t e c t u r a l 

t h e o r i s t ' s d r e a m of a " l a n g u a g e o f a r c h i t e c t u r e , w h i c h i n a s e n s e e x i s t s o u t s i d e 

o f a n d t h u s a u t o n o m o u s l y o f a n y s t y l e . " a n a r c h i t e c t u r e n o l o n g e r d o o m e d to 

r e g i s t e r i t s o w n h i s t o r i c a l t i m e . ' 4 

O n e f u r t h e r p r o o f o f t h e i n a p p r o p r i a t e n e s s o f t h e l i n g u i s t i c m o d e l of 

m e a n i n g t o a r c h i t e c t u r e i s a r t h i s t o r i c a l f o r m a l i s m ' s i n a b i l i t y to d e a l w i t h 

a r c h i t e c t u r e . E a r l y t w e n t i e t h - c e n t u r y a r t h i s t o r i a n s l i k e H e i n r i c h W o l t f l i n 

s u b m i t t e d b o t h p a i n t i n g a n d b u i l d i n g s t o f o r m a l i s t a n a l y s i s ; t h e l e v e l l i n g u s e 

o f p h o t o g r a p h o r s l i d e c o m p a r i s o n s m a d e t h i s e a s i e r . B u t i n t h e l o n g r u n f o r 

m a l i s m c o u l d n o t k e e p a r c h i t e c t u r e i n p l a y . M o s t i m p o r t a n t f o r m a l i s t a r t h i s 

t o r y a n d c r i t i c i s m of t h e t w e n t i e t h c e n t u r y , f r o m L i o n e l l o V e n t u r i a n d C l e m e n t 

G r e e n b e r g t o M i c h a e l F r i e d a n d R o s a l i n d K r a u s s . s i m p l y l e a v e s a r c h i t e c t u r e 

a s i d e . T h i s o m i s s i o n i s s u r e l y a n a c k n o w l e d g e m e n t t h a t a r c h i t e c t u r e i s a b o u t 

e m p a t h y , a p p e t i t e , m o v e m e n t , a b s o l u t e d i m e n s i o n s , a n d t h e p a s s a g e o f r e a l 

t i m e a n d t h e o c c u p a t i o n o f r e a l s p a c e . I t c a n n o t e a s i l y r e d u c e a l l t h e s e to m e t a ­

p h o r a s p a i n t i n g a n d s c u l p t u r e m a n a g e to d o i f t h e y w a n t . T h e v e c t o r s o f n e e d 

a n d d e s i r e a n d t h e c a l c u l u s o f a b s o l u t e d i m e n s i o n s d i s t u r b t h e p r e m i s e o f s y s ­

t e m a t i c a u t o n o m y u p o n w h i c h f o r m a l i s t a n a l y s i s d e p e n d s . 

A r c h i t e c t u r e i s s o p a t e n t l y i n v o l v e d w i t h t h e p r o b l e m of s o m a t i c e x p e r i 

e n c e t h a t a f o r m a l i s t t r e a t m e n t o f a r c h i t e c t u r e , i n o r d e r to m a k e s e n s e a t a l l . 

m u s t s u b s c r i b e to a d u a l i s t , e v e n , i d e a l i s t c o n c e p t i o n o f t h e m i n d - b o d y r e l a 

t i o n s h i p - t h a t i s . a c o n c e p t i o n o f m i n d ' s s u p e r i o r i t y t o b o d y . T h e R e n a i s s a n c e 

a r t i s t a n d a r t h i s t o r i a n G i o r g i o V a s a r i . f o r i n s t a n c e , w a s a b l e t o b r i n g p a i n t 

i n g . s c u l p t u r e , a n d a r c h i t e c t u r e u n d e r t h e i d e a l i s t c o m m o n d e n o m i n a t o r o f 

d i s e g n o . o r t h e m e n t a l i d e a u n d e r l y i n g a w o r k o f a r t . I n h i s Lives of the Mom 

Eminent Painters, Sculptors, and Architect* (1550). a b i o g r a p h i c a l h i s t o r y o f 

R e n a i s s a n c e a r t t h a t w a s a t t h e s a m e t i m e a t h e o r y o f d i s e g n o . V a s a r i g a v e 

p a i n t i n g , s c u l p t u r e , a n d a r c h i t e c t u r e e q u a l s t a t u s a n d a t t e n t i o n . V a s a r i h a d n o 

r e a s o n t o i s o l a t e a r c h i t e c t u r e b e c a u s e f o r h i m a l l t h r e e a r t s w e r e s e l f - e v i d e n i l y 

" s e m i - a u t o n o m o u s : " c a p a b l e o f g e n e r a t i n g m e a n i n g t h r o u g h d i s e g n o , b u t o n l y 

w i t h i n t h e c o n f i n e s of t h e i r p r a c t i c a l f u n c t i o n i n g i n t h e w o r l d . No t u n t i l t h e 

m o d e r n d o c t r i n e o f t h e a u t o n o m y o f p a i n t i n g a n d s c u l p t u r e e m e r g e d i n t h e 

n i n e t e e n t h c e n t u r y d i d a r c h i t e c t u r a l h i s t o r y b e g i n to b e c u t o f f f r o m t h e r e s t 

o f a r t h i s t o r y . I n t h e t w e n t i e t h c e n t u r y , a r c h i t e c t u r a l h i s t o r y a n d c r i t i c i s m h a s 

f o l l o w e d i t s o w n p a t h s , i n m a n y w a y s i n d e p e n d e n t o f t h e d e v e l o p m e n t o f a r t 

h i s t o r y a n d a r t c r i t i c i s m . A n y f o r m a l i s t a r t h i s t o r y i s a c o n t r i v a n c e , b u t a r i g o r ­

o u s l y f o r m a l i s t a r c h i t e c t u r a l h i s t o r y w o u l d be a n o u t r i g h t f a n t a s y . 

M u c h t w e n t i e t h c e n t u r y a r c h i t e c t u r e a s s e r t e d i t s o w n r e p r e s e n t a t i o n a l 

f r e e d o m , e v e n c l a i m i n g t h a t a r c h i t e c t u r e c o u l d a r t i c u l a t e c r i t i c a l o r o p p o s i ­

t i o n a l v i e w s b y m a n i p u l a t i n g t h e " l a n g u a g e " o f a r c h i t e c t u r e . G i v e n w h a t w e 

k n o w a b o u t t h e p o l i t i c a l o p p o r t u n i s m o f t h e m a k e r s o f s o m e o f t h e m o s t fo r ­

m a l l y e l o q u e n t b u i l d i n g s o f t h e c e n t u r y - L u d w i g M i e s v a n d e r R o h e o r P h i l i p 

l o h n s o n , f o r i n s t a n c e - i t s e e m s t h a t f o r m a l i s t f r e e d o m a m o u n t e d to l i t t l e 

m o r e t h a n t h e i n t e l l e c t u a l f r e e d o m to c h a n g e s i d e s w h e n i t w a s c o n v e n i e n t . 

E v e n m o r e p e r n i c i o u s i s t h e u s e of t h e d o c t r i n e o f a u t o n o m y a s a m a s k f o r 

a v u l g a r N i e t z s c h e a n c o n c e p t i o n o f t h e " s t r o n g a r c h i t e c t ' s " a r b i t r a r i n e s s a n d 

s u p e r i o r i t y to c o n s t r a i n t . O n l y t h e s t r o n g a r c h i t e c t , t h e t h e o r y g o e s , c a n r e s i s t 

t h e p r e s s u r e s o f t h e w o r l d a n d d e l i v e r a n a u t h e n t i c c r i t i q u e . I t i s a s t o n i s h i n g 

t h a t a r c h i t e c t u a l t h e o r i s t s l o y a l l y r u s h to t h e d e f e n s e o f t h i s s e l f - i m a g e o f t h e 

a r c h i t e c t b y i n v o k i n g a u t o n o m y , a r g u i n g , f o r i n s t a n c e , t h a t a " c r i t i c a l s i g n a ­

t u r e " a l l o w s t h e a r c h i t e c t t o r e s i s t t h e " m a s s i v e c e n t r a l i z a t i o n a n d s t a n d a r d 

i z a t i o n o f t h e p o s t w a r b u i l d i n g e s t a b l i s h m e n t . " ' 5 H o w g r a t i f y i n g i t m u s t be to 

a r c h i t e c t s t o b e c o m p a r e d to t h e a u t e u r s o f t h e c i n e m a t i c n o u v e l l e v a g u e ! B u t 

a l l t h i s c a r p i n g i s p e r h a p s u n f a i r , g i v e n t h a t p o l i t i c a l o p p o r t u n i s m i s p a r t o f 

t h e j o b d e s c r i p t i o n o f t h e a r c h i t e c t , w h o m u s t t r e a t c o n s t a n t l y w i t h c o r p o r a t e 

a n d s t a t e p o w e r . T h e i n t e l l e c t u a l c o m m u n i t y s e e m s t o r e a l i z e t h i s ; h o w e l s e 

c a n o n e e x p l a i n t h e c o n s i s t e n t l y c h a r i t a b l e c r i t i c a l t r e a t m e n t o f c e l e b r a t e d 

a r c h i t e c t s , s h a r p l y c o n t r a s t e d to t h e c o n s t a n t i d e o l o g i c a l v i g i l a n c e a n d m o r a l -

i M i i 1l1.1t K . i n o n u ..I m o d e r n p o e t s a n d p h i l o s o p h e r s F a c e . 

S o m e c o n s e r v a t i v e t h i n k e r s h a v e s e e n a e s t h e t i c a u t o n o m y a s o n e of t h e 

k e y s t o t h e l a r g e r c a t a s t r o p h e o f M o d e r n i s m , w i t h n o m o r e s t r i k i n g e m b l e m s 

of t h a t c a t a s t r o p h e t h a n t h e U t o p i a n p r o j e c t s o f h i g h m o d e r n i s t a r c h i t e c t u r e . 

H a n s S e d l m a y r . f o r i n s t a n c e , a r e a c t i o n a r y A u s t r i a n a r t h i s t o r i a n a n d c r i t i c , 

d e r i d e d t h e " c o s m o p o l i t a n " a n d s u p p o s e d l y " p u r e " a r c h i t e c t u r e o f l .e C o r b u s -

i e r . S e d l m a y r , h e r e d r a w i n g o n t h e r e s e a r c h o f E m i l K a u f m a n n , t r a c e d t h e r o o t 

l e s s n e s s a n d d e s p i r i t u a l i z a t i o n o f m o d e r n i s t a r c h i t e c t u r e b a c k to t h e v i s i o n s 

o f t h e F r e n c h R e v o l u t i o n a r y a r c h i t e c t s l . e d o u x . B o u l l e e . a n d L e q u e u . ' 8 A u t o n o ­

m o u s a r c h i t e c t u r e a s e n v i s i o n e d b y L e d o u x a n d r e a l i z e d b y A d o l f L o o s a n d 

L e C o r b u s i e r w a s a r c h i t e c t u r e t h a t h a d " b e c o m e c o n s c i o u s o f i t s o w n t r u e 

n a t u r e . " B u t a r c h i t e c t u r e a c h i e v e d t h i s , a c c o r d i n g to S e d l m a y r , b y a b a n d o n 

i n g i t s r e p r e s e n t a t i o n a l r e s p o n s i b i l i t i e s a n d i n s t e a d p u r s u i n g a b s o l u t e g e o ­

m e t r i c a l i d e a l s . Q u o t i n g a c o n t e m p o r a r y r e v i e w e r o f K a u f m a n n ' s b o o k . S e d l ­

m a y r d e c l a r e d t h a t " a u t o n o m y w a s s l a v e r y , " a n t i c i p a t i n g , b y a s i n g l e y e a r , t h e 

f a m o u s m a n t r a f r o m G e o r g e O r w e l l ' s n o v e l 1984: " F r e e d o m i s S l a v e r y , " o n e o f 

t h e t h r e e s l o g a n s i n s c r i b e d o n t h e f a c a d e o f t h e M i n i s t r y o f T r u t h , a b u i l d i n g , 

i n c i d e n t a l l y , t h a t m i g h t h a v e b e e n b u i l t by L e d o u x . p y r a m i d a l i n f o r m , i n w h i t e 

c o n c r e t e , t h r e e h u n d r e d m e t e r s h i g h . " 

S e d l m a y r w a s a f o l l o w e r o f R i e g l a n d a r a d i c a l f o r m a l i s t , a n d i n h i s o w n 

a r t h i s t o r y n o t o n l y p r e s e r v e d R i e g l ' s m o d e l o f a n a u t o n o m o u s l y u n f o l d i n g 

" l i f e o f f o r m s , " b u t a l s o d e v e l o p e d a c o n c e p i o f t h e d e n s i t y a n d i r r e d u c i b i l i t y o f 

t h e i n d i v i d u a l a r t w o r k m o r e e x p l i c i t t h a n a n y t h i n g f o u n d i n R i e g l . T h i s i s p a r a ­

d o x i c a l , f o r S e d l m a y r w a s a t t h e s a m e t i m e i d e n t i f y i n g t h e i d e a o f a u t o n o m o u s 

a r t a s t h e s o u r c e o f a l l M o d e r n i s m ' s t r o u b l e s . H e d e p l o r e d m o d e r n i t y ' s l o s s o f a 

s t a b l e a n d i d e a l i m a g e o f m a n a n d m o d e r n a r t ' s a b a n d o n m e n t o f t h e p r o j e c t o f 

r e p r e s e n t i n g t h a t i m a g e . H e d e p l o r e d t h e s e l f - r e f l e x i v i t y a n d s o l i p s i s m o f t h e 

m o d e r n w o r k o f a r t . I f i n d t h a t t h i s a p p a r e n t c o n t r a d i c t i o n p e r s i s t s i n w r i t i n g 

o n m o d e r n a r t to t h e p r e s e n t : i t i s o f t e n t h e c o n s e r v a t i v e s l a m e n t i n g m o d e r n i ­

t y ' s c h a o t i c d y n a m i s m w h o m o s t f i e r c e l y d e f e n d t h e t w o k i n d s o f a u t o n o m y , 

b o t h t h e i n d e p e n d e n c e o f t h e a r t m a k i n g p r o c e s s a n d t h e i r r e d u c i b i l i t y o f t h e 

a r t w o r k . T h e r e a s o n f o r t h i s s e e m s to b e t h a t t h e s e t w o i d e a l s o f a u t o n o m y s t i l l 

i m p l y h u m a n i s m : a n i n t e g r a l i m a g e o f m a n . c o n f i d e n c e i n t h e r a n g e a n d c a p a c i ­

t i e s o f t h e w i l l , h o p e f o r b e t t e r m e n t . A u t o n o m o u s a r t . h o w e v e r , e v e n i f it h a s i t s 

h i s t o r i c a l r o o t s i n t h a t i m a g e o f m a n . w a s n e v e r r e q u i r e d b y i t s c o n s t i t u t i o n to 

c o n t r i b u t e to t h a t i m a g e , a s S e d l m a y r w o u l d h a v e p o i n t e d o u t r e g r e t f u l l y . 

S o t h e a n t i - m o d e r n i s t S e d l m a y r s u p p o r t e d t h e i d e a l o f a u t o n o m y a g a i n s t 

w h a t t h e a v a n t - g a r d e h a d d o n e w i t h i t . w h i l e t h e a v a n t - g a r d e i t s e l f e m b r a c e d 

t h e c r i t i q u e o f a u t o n o m y . I n d e e d , t h e a v a n t - g a r d e w a s i n m a n y w a y s f r a m e d a s 

a c r i t i q u e o f a u t o n o m y . T h i s p a r a d o x p e r s i s t e d i n t o t h e 1960s a n d 1970s, w h e n 

t h e s o - c a l l e d n e o - a v a n t - g a r d e w a s a b l e to d r a w o n n e w t h e o r e t i c a l w e a p o n s 
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a n d m o u n t a n a p p a r e n t l y F i n a l , d e v a s t a t i n g c h a l l e n g e to t h e i d e a o r a e s t h e t i c -

a u t o n o m y . T h e n e o - a v a n t g a r d e e s p o u s e d a n o u t r i g h t a n t i - h u m a n i s m , i n v o l v 

i n g a c r i t i q u e o f a u t h o r s h i p t h a t f o l l o w e d f r o m t h e h y p e r s t r u c t u r a l i s t a n d p s y ­

c h o a n a l y t i c c r i t i q u e o l i n t e g r a t e d s u b j e c r h o o d . a n d a c r i t i q u e o f t h e a e s t h e t i c 

t h a t f o l l o w e d f r o m t h e p h i l o s o p h i c a l d e c o n s t r u c t i o n o f t h e w o r k a n d t h e f r a m e . 

W e a r e i n a s t r a n g e s i t u a t i o n n o w . i n t h e w a k e o f t h a t c h a l l e n g e . T h e c r i t i q u e 

o f a r t i s t i c a u t o n o m y c a r r i e d o u t i n t h e 1960s a n d 1970s h a s t o be s a i d t o h a v e 

f a i l e d , r e p e a t i n g t h e f a i l u r e o f t h e " h i s t o r i c a l . " e a r l y t w e n t i e t h - c e n t u r y a v a n t 

g a r d e . T h e s h a r p c r i t i q u e s o f t h e i d e o l o g y o f a r t i s t i c " f r e e d o m " l e v e l l e d b y t h e 

n e o - a v a n t - g a r d e h a v e b e e n i n s t a n t l y a n d e a g e r l y a b s o r b e d b y i t s o w n i n s t i t u 

t i o n a l t a r g e t s , t h e m u s e u m s , c o m m e r c i a l g a l l e r i e s , a n d a n h i s t o r y t e x t b o o k s . 

T h o s e i n s t i t u t i o n s w e r e d e s i g n e d t o p r o t e c t t h e f r e e d o m o f t h e v i s u a l a r t s a n d 

a r e n o t e a s i l y r a t t l e d w h e n p a i n t e r s a n d s c u l p t o r s e x e r c i s e t h a t f r e e d o m , n o 

m a t t e r h o w u n p r e d i c t a b l y . A r t i s t i c a u t o n o m y i n o u r s o c i e t y i s a s s a f e a s i t e v e r 

w a s . T h e c r i t i q u e o f a r c h i t e c t u r a l a u t o n o m y , b y c o n t r a s t , c a r r i e d o u t c o n c u r 

r e n t l y i n t h e s e s a m e y e a r s , w a s q u i t e s u c c e s s f u l . T h o s e w h o c a r r y o n d e f e n d 

i n g a r c h i t e c t u r a l a u t o n o m y s e e m to b e a n i m a t e d b y t h e s a m e s p i r i t o f f u t i l i t y 

a s t h o s e w h o c a r r y o n c r i t i q u i n g a r t i s t i c a u t o n o m y . 

T h e t w o fields, a r t a n d a r c h i t e c t u r e , a r e t h u s i n t e l l e c t u a l m i r r o r i m a g e s 

of o n e a n o t h e r . A d o r n i a n n e o - o r p o s t - a v a n t - g a r d e a r t c r i t i c i s m , e x e m p l i f i e d 

b y t h e i n f l u e n t i a l w r i t i n g s o f B e n j a m i n B u c h l o h . i s i n t e l l e c t u a l l y p a r a l y z e d 

b e c a u s e it f e e l s i t s e l f b o u n d to i d e n t i f y a n d e n d o r s e a r t t h a t p u r p o r t s t o d i s ­

m a n t l e t h e i d e a l o f a u t o n o m y , e v e n a s it m u s t r e c o g n i z e t h a t a r t i s i n s e p a r a b l e 

f r o m t h e i d e a l o f a u t o n o m y - t h a t w e w o u l d n ' t k n o w h o w to r e c o g n i z e a r t a t a l l 

i f i t w e r e n o t a u t o n o m o u s . I t i s a t h r i l l i n g l y h o p e l e s s t a s k to t r y to u n d o t h a t 

k n o t . T h e d i l e m m a o f t h e p o s t - a v a n t - g a r d e i s s o m e t i m e s s e n t i m e n t a l i z e d a s 

a n a p o r e l i c s t a n c e , a p r o u d r e f u s a l to c o m p r o m i s e l e a d i n g to a s e v e r e n a r r o w ­

i n g o f t h e c o n c e p t i o n o f t h e a r t i s t i c a l l y p e r m i s s i b l e . A r c h i t e c t u r e , m e a n w h i l e , 

i s c l e a r l y no t a n a u t o n o m o u s a c t i v i t y a n d t h e c r i t i c w h o p e r s i s t s i n m a k i n g 

t h e c a s e f o r a r c h i t e c t u r a l a u t o n o m y i s e q u a l l y , s y m m e t r i c a l l y , o b s t i n a t e . T h e 

s h e e r s t u b b o r n n e s s a n d v a n i t y o f s u c h a r g u m e n t s m u s t b e t h e s o u r c e o f t h e i r 

a p p e a l w i t h i n t h e a r c h i t e c t u r a l f i e l d , a n a p p e a l t h a t i s o t h e r w i s e p e r p l e x i n g 

r o a n o u t s i d e r . 

A u t o n o m y i n a r c h i t e c t u r e c a n n e v e r b e m o r e t h a n o n e o f t h e v e c t o r s o f 

i t s f o r c e , o n e o f t h e m u l t i p l e f r a m e s o f m i n d t h a t m a k e u p t h e b u i l d i n g p ro ­

c e s s . T h a t s e e m s s e l f - e v i d e n t . A r c h i t e c t u r e c a n n o t a f f o r d t h e a p o r e t i c d i s e n ­

g a g e m e n t o f t h e p o s t - a v a n t - g a r d e , w h i c h i s e s s e n t i a l l y t h e f a s t i d i o u s n e s s o l 

t h e m a n d a r i n , u l t i m a t e l y a g e n t l e m a n l y i d e a l o f w i t h d r a w a l f r o m t h e w o r l d . 

A r c h i t e c t u r e , i n f a c t , h a s a n a p p e t i t e f o r t h e m e l e e . A l l t h e t h e o r e t i c a l t a l k o f 

a u t o n o m y i s s u r e l y a b l i n d ! S i n c e r i t y a n d a u t h e n t i c i t y , t h e c r i t e r i a o f i d e a l pe r -

s o n h o o d t h a t e m e r g e d i n m o d e r n t i m e s a l o n g s i d e t h e d o c t r i n e o f t h e p u r e a n d 

i n d e p e n d e n t w o r k o f a r t , a r e o n l y c o n f u s i n g l y , u n h e l p f u l l y i m p o s e d o n a p r a c f i 

c a t a r c h i t e c t . " 1 A r c h i t e c t u r e , t h e d i s c i p l i n e a n d t h e p r a c t i c e , w i l l b u i l d r h e r i g h t 

b u i l d i n g s n o t b y p r e s e n t i n g t h e w o r l d w i t h t h e t r u t h a b o u t b u i l d i n g s , b u t b y c o n ­

v i n c i n g r h e w o r l d t h a t t h e w o r l d i t s e l f k n o w s w h i c h b u i l d i n g s a r e t h e r i g h t o n e s . 

S u c c e s s f u l a r c h i t e c t u r e c a l l s f o r a c e r t a i n p o l i t i c a l c u n n i n g a n d e v e n d u p l i c i t y . 

T h e a u t o n o m o u s a r t w o r k , u l t i m a t e l y a r e l i g i o u s i d e a l , i s a b e a u t i f u l m o d e r n 

c o n t r i v a n c e . A r c h i t e c t u r e i s p e r h a p s b e s t t h o u g h t o f a s a p r e - m o c l e r n a r t . 

/ am grateful to flamy Golan for Iwr thought* on thiA topic. 
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fundamental criteria for the selection of the 

twenty project featured were that each would chal­

lenge, in some way, the conventional foundations 

of the architecutural discipline and engage a disci­

pline outside its boundaries. Further, the choices were 

limited to contemporary, realized (or soon to be real­

ized) buildings designed by architects. As is clear 

from, the selection, however, each of these stipula-

tions was violated at least once. This framework was 

valuable for refining and testing our ideas and for 

establishing a coherent, visible body of built work 

3 £ !s 

functioning in a critical context outside the autono-

mous center of the discipline. 

The text that accompanies the selections is taken 

from discussions between the editors, K. Michael 

Hays, and Lauren Kogod which focused on the impli­

cations of the projects to the discourse on auton­

omy, in both historical and contemporary contexts. 

The nine essays listed at the left served as a textual 

framework for the discussion. 
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1 Bill Masslo: Big Bell House. Bozoman. M T . 2000. Massie 

proiect lor a single family house challenges traditional 

design and fabrication methods. Like olhei contempo­

rary digital proiects, its formal language is derived from 

the use of spline based curves, in this case traced from 

the topography of the site Using C M : (computer numen 

tion of the building allows tor the direct transfer from 

of design (designer) and construction (contractor). 

2 Foreign Office Architects: Yokohama International PortTei-

minal. Yokohama. Japan, under construction, The designers 

used digitally based bezier spline geometry lo develop 

the original design proposal, but issues encountered In 

its construction have compromised these geometries. In 

their collaborations with Ove Ai up structural designer 

Cecil Balmond, FOA have shown lhal it is possible to 

construct formally-radical proposals conceived of in the 

computer by opening architecture to the influence of 

ideas outside of its traditional domain. 

3/4 Roche, DSV A Sie. PJBtt: Habitat Furtif Paris, 1999. 

Scrambled Flat, Evolene, Switzerland, 2001. A primary 

focus of Roche's practice and theory is an investigation 

of the operation of digital mutation and its potential 

to forge new relationships between architecture and its 

physical context. Habitat Furtif is a mobile housing unit 

that reflects modulated images of its surroundings the 

image of this dwelling is generated from any possible 

context it encounters Scrambled Fla1 is a proposal tor 

farm dwellings that contain living space as well as space 

for farm animals and the storage Of wood and hay. The 

building takes its inspiration from the vernacular hay 

piles of the Evolene region, 

5 Hamzah 4Yenii0,Tokyo-NaraTowor,Tokyo, 1998. Ki I 

Yeang's work brings together architecture and environ­

mental engineering. His central project is the Biocli 

mactic Sky Scraper, a rigorously engineered structure 

that uses large bands ol continuous greenery to improve 

uroan an quality. His buildings derive much of the'r form 

a s wind and sun patterns 

6 Alberto Burn: II Grande Cretto. Gibollma, Italy, 1968. ~hr\ 

proiect was undertaken after the entire town of Gibellina 

was destroyed in an earthquake. Burn took the street 

pattern from the destroyed (Own and rebuilt it by casting 

it as a smgle story relief in concrete. The Cretto gener­

ates a Strong dialogue with the history of the destroyed 

town it has been rebuilt yet evacuated D1 all lite. B u m 

questions the very possibility of reconstruction after 

disaster while forcefully reminding us that history nevei 

completely disappears 

7 Kengo Kuma: Eco-Particle Park, Osaka, Japan, 1999. 

Kuma's design for an urban park with housing combines 

acontempoiary preoccupation with digitally-derived 

form and environmentally based uroanism The s i te plan 

tunc! ions with the logic of pixels on a computer screen 

each point carrying the same weight, regardless of 

its function as building or park Sectionally. the planes 

between building, landscape and waterscape shift, creat 

mg a considered interaction between Figure and ground. 

The proiect blurs the boundaries between built form and 

landscape thiough its strategy of proximity. 

8 Edward Francois 4 Duncan Lewis, House In JupillOS, 1998 

Francois & Lewis' house m Jupilles addresses the rela­

tionship between architecture and its natural environ 

men! At Firs*, giance, the dense grove of trees *n which 

I 

• 

• 

fundinnal sirategies or aesthetic trends''I 

9 One Architecture: Si« Under ATennis Court. Liedscherl|n. 

the Netherlands, 1998. A planning proposal tor the million 

unit Dutch housing initiative Known a s v.i N.E.x.. this piO| 

ee l is an attempt to address vi N.E.X.'S social and ideo­

logical implications. In the proposal, the standard subur­

ban street patterns and typical Dutch housing anange 

• 

10 ANA: Huis 4. Amsterdam, Netherlands. 2000 Til • ' 

are designed a s assemblies of compartments, each spe 

citically designed to maximize a certain lifestyle pro­

gram, In their combination, the specificity of the lifestyle 

ot I hen inhabitant can be formally approximated As 

such, the house can be both highly c u s t o m e d and 

mass produced. This proiect does not divide the tta 

ditinnally distinct operations of architecture anil u'han 

design, but combines them at the single family house 

11 Kalholer * Korschildgon: House Enlargement. Germany. 

1997. Kalholer * Korsr.hildgen's addition to a small, tra 

-

to the existing piece the addition is.able to fund ion 

between the private domesticity of family and the semi-

pubiic. yet autonomous, individual. 

12 LewisTsurumaki Lewis: Suburban Speculation, 2000, Build 

mg housing on lop of big-box retailers is a radical propo­

sition that attempts to alter the essence of mainstream 

American suburban fabric. The increased density of 

the proposal can be interpreted a s direct criticism of 

land use in the u s that has allowed the development 

13 Michael Bell: Glass House @ 2 . Houston, 1998-2000. Pre 

Bell is rethinking the traditional social boundaries ol 

architecture Situated in a medium-density neighbor 

hood m Houston, the house is subiect to concerns ol 

privacy and climate suitability thai question the role ot 

architecture in the development of normative housing 

alternatives 

14 Inierloop Architecture + Design: Klip Binder House, Hous­

ton, 1999. Developing housing units that can be sold as 

ndividual components is an affordable housing solution 

that takes advantage of mainstream marketing, fmanc 

• 

Designeri; Mark Wamble. Dawn Finley. Pro|acl Team: Ann 
Miijacki. Blaine B'ownell, James Spearman, Peter Koe-
hfon Wv.itt Frantom. 

15 Filomento Fusco 4Victor Kegli:Weiss 104, Berlin, Germany, 

2000. Installing a series of laundry machines in Schloss-

plats a public square m central Berlin, Fusco & Kerjli 

draw our attention to the highly volatile nature of such 

spaces.The political and historical metaphors are clear, 

but in addition, the installation presents an instance 

' 

16 Joel Sanders, Vitale Loft Renovation, New York. 1997 .n rj 

ers directly questions traditional separation ol public 

proximity of kitchen and bathroom (separated only by a 

translucent panel) inxtaposes normally separate spatial 

and functional distinctions. 

17 BaiikOW Leibinger Architekten: Biosphere and Flower Pavil­

ion, Potsdam, Germany 2001. In nineteenth.cent H . | 

oct5 such as Paxton's Crystal Palace, architecture 

simply enclosed natuie m a neutral glass box Barkow 

Leibinger. however, allows these hierarchies to become 

more ambiguous: the andscape and architecture take 

• 

the biosphere, the circulation and programmatic sepnra 

• 

18 LatZ urid Partner, Landschaftspark. Duisburg-Nord. Ger­

many, 2000. Pete/ Lat? converted a derelict steel mill into 

a public park, complete with gardens, public squares, 

bike paths and a climbing wall This recycling urbanism 

not only cleans and beaut IFies art olherwise hazardous 

industrial site, but it also provides a valuable resource ol 

public space By 'recreating' this factory as 'recreation', 

Latz is addressing the problem o' how the post-industrial 

world deals with its industrial heritage, 
19 Mark Rakatansky: Adult Day, Prototype Handrail, Dos 

Plaines. IL, 1992. Rakatansky's prototype, designed for an 

adult day care center, shifts the valence of the common 

handrail from pure functionality to engage Questions of 

identity. The handrails have been designed with vertical 

poles, each topped with a d a m p to hold photographs 

and other personal items.The reoriented handrail blurs 

the functional, aesthetic and bodily 

20 Diller + Scofidlo: Blur Project. Swiss Expo, 2000. Diller t 

Sco'idlo's use ol technology to guide visitors through 

then 'blur' building (where one is surrounded by tog) 

by means rat voices that come into locus unly as the 

visitor follows a certain trajectory erases architecture's 

traditional reliance on the visual, thereby heightening the 

awareness of other senses. 



Notes around the 
Doppler Effect 
and other Moods 
of Modernism 

No matter how often I tell myself that chance happeningA ofthiA kind occur far 

more often than we AUApect, Aince we all move, one after the other, along the Aame 

road* mapped out of for UA by our origins and our hopeA, my rational mind i& 

nonetheleAA unable to lay the ghoAtA of repetition that haunt me with ever greater 

frequency. Scarcely am I in company but itAeemA OA if 1 had already heard the 

Aame opinions expreAAed by the Aame people Aomewhere or other, in the Aame way, 

with the Aame wordA, tumA of phroAe and geAtureA ... PerhapA there iA in th 'u, OA 

yet unexplained phenomenon of apparent duplication Aome kind of anticipation 

of the end, a venture into the void, a Aort of diAengagement, which, like a gramophone 

repeatedly playing the Aame Aequence ofnoteA, hoA le.AA to do with damage to the 

machine itAelfthan with an irreparable defect in itA programme. 

W.G. S E B A L D , T H E R I N G S OF S A T U R N 

/ would like to Ahow that theAe unitieAform a number of autonomouA, but not independent 

domainA, governed by ruleA, but in perpetual tranAformation, anonymouA and without a 

Aubject, but imbuing a great many individual workA. 

MICHEL F O U C A U L T , T H E A R C H A E O L O G Y OF K N O W L E D G E 



R O B E R T SOMOL 

S A R A H W H I T I N G 

FROM C R I T I C A L T O P R O J E C T I V E 

In 1984, the editors of Per/tppcta, Carol Burns and 
Robert Taylor, set out an ambitious agenda for 
issue 21: "Architecture is not an isolated or autono­
mous medium, it is actively engaged by the social, 
intellectual, and visual culture which is outside 
the discipline and which encompasses it . . . It is 
based on a premise that architecture is inevitably 
involved with questions more difficult than those 
of form or style." While this orientation bears a 
curious connection to the "realist" or "grey" rradi 
tion of an earlier Yale generation, it also serves as a 
sign of the nascent mixture ol a critical. neo-Marx 
ism with a celebration of the vernacular or everyday 
with which Yale would soon become synonymous.' 
Published in that same issue. K. Michael Hays's 
canonic essay "Critical Architecture: Between Cul­
ture and Form" offered a useful corrective to the 
editorial position of the issue by indirectly imply 
ing that the editors were insufficiently dialectical 
in their understanding of engagement and auton-
omy, Hays's sophistication has always been to rec­
ognize that autonomy is a precondit ion for engage 
ment. Using Mies as a paradigm. Hays argued 
for the possibility of a "critical architecture" that 
would operate between the extremes of concilia­
tory commodity and negative commentary. 

Twelve issues and seventeen years later, the 
editors of issue 33 have returned to the theme of 
interdisciplinarity. This time, however, the topic is 
explicitly underwritten by the terms established 

in Hays's 1984 essay: "Perj>pt>cto 33 is built around 
1 he bi-lief that architecture stands in the critical 
position between being a cultural product and a 
discrete autonomous discipline." Yet. while Hays 
was suggesting that only critical architecture oper 
ated in his privileged "between" position, the edi 
tors of 33 imply t hat all architecture now automati­
cally occupies a de facto critical status. What for 
Hays was then an exceptional practice, has now 
been rendered an everyday fact of life. If nothing 
else, however, this inflation of critical practice by 
the editors of 33 has perhaps unconsciously iden­
tified a fact of rhe last twenty years: namely, that 
disciplinarity has been absorbed and exhausted 
by the project of criticality. As Hays's first articu­
lation of critical architecture was a necessary cor­
rective to the realist position ol ft>rApecta 21, it 
may be necessary (or, at least, useful) to provide 
an alternative to the now dominant paradigm of 
criticality. an alternative that will be character­
ized here as projective. 

As evidenced by Hays's insightful polemic, 
critical architecture, under the regime ol textu-
ality, required the condition ol being "between" 
various discursive oppositions. Thus "culture and 
form" can alternatively be figured as "kitsch and 
avant garde" (Clement Greenbcrg). "literal and 
phenomenal" (Colin Rowe). "objecthood and art" 
(Michael Fried), or "capitalist development and 
design" (Manfredo Tafuri). Within architecture, 
Rowe's and Tafuri's discourses most fully enable, 

if never completely realize, the critical project of 
"betweeness." whether within history theory, as 
with Hays, or in terms of design, as with the work 
of Peter Eisenman. 

It is from Rowe's and Tafuri's conceptual 
genetic material that architecture's critical proj­
ect has been formulated. For both authors, there 
is a requisite assumption ol contradiction or ambi­
guity, regardless of whether it is subsumed or 
sublated (dialectical materialism) or balanced (lib­
eral formalism). Even before examining the vari­
ous reconfigurations of Rowe and Tafuri. however, 
it is important TO recognize that the opposition 
between them is never as clear as would be imag 
ined: Rowe's ostensibly formal project has deep 
connections to a particular liberal politics, and 
Tafuri's apparently engaged practice of dialectical 
critique entails a precise series of formal a prions 
as well as a pessimistic prognosis with regard to 
architectural production. Seen in this way. there is 
no more political writer than Rowe. and none more 
formalist than Tafuri. 

The criticality of Hays and Eisenman main­
tains the oppositional or dialectical framework in 
the work of their mentors and predecessors, while 
simultaneously rryingto short circuit or blur their 
terms. In their various attempts to hybridize Rowe 
and Tafuri in order to fashion a critical position.' 
both Hays and Eisenman rely on dialectics — as is 
immediately evidenced in the titles of the journals 
each was responsible for founding: Opposition* 
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79QB theorem: the Skysc raper as 
Utopian device tor the production 

ot unlimited numbers of virgin si tes 
OH a single metropolitan location 

From R e m Koolhaas 
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and AAAi'mblaqe. Despite their implicit critiques 
of Michael Fried'saesthetics.3both Eisenman and 
Hays ultimately fear literalism as much as Fried 
does; both warn against rhe isomorphic remap 
ping of life and art. For both, disciplinarity is 
understood as autonomy (enabling critique, rep­
resentation, and signification), but not as instru­
mentality (projection, performativity. and prag­
matics). One could say that their definition of 
disciplinarity is directed against reification rather 
then toward the possibility ol emergence. WhiUi 
reificat ion concerns itself with the negalivrrrthlP 1 

tion of qualitative experience to quantilicatnVn, 
cmergencepromiseslhat serial accumulation may 
itself result in the production of new qualities. As 
an alternative to the critical project - here linked 
to the indexical. the dialectical and hot representa­
tion — this text develops an alternative genealogy 
of the projective - linked to the diagrammatic, the 
atmospheric and cool performance. 

FROM INDEX TO D I A G R A M 

In the significant production of both Hays and 

Eisenman. as parallel realignments of Rowe and 

Tafuri. rhe critical project is inevitably mediated; 

in fact, it is perpetually obsessed by. and inextrica­

bly linked to. reproduction.4 This obsession mani­

fests itself both in Hays's account of Mies van der 

Rohe's Barcelona Pavilion and Peter Eisenman's 

rereading of Le Corbusier's Dom ino, where both 

authors adorn the technique ol the index.'' The 

^u^u^ya^^&^up^^u^j te ie ui4«Ji^iOI^BK" 

fication: in other words, it exists as a physically 
driven sign, one that is not culturally or visually 
determined, as are the symbol or icon. For Hays. 
Mies's architecture situates itself "between the 
efficient representation of preexisting cultural 
values and the wholly detached autonomy of an 
abstract formal system."6 This status of being in 
the world yet resistant to it is attained by the 

way the architectural object materially reflects its 
specific temporal and spatial context, as well as 
the way it serves as a trace of its productive sys­
tems. Hays describes the Barcelona Pavilion as 

"an event with temporal duration, whose actual 
existence is cont inually being produced." or whose 
meaning is continually being decided. This act of 
decision is bot h in fact and etymologically the crit­
ical gesture par excellence. 

In Eisenman's discussion of the Dom ino, it 
is the design process itself that is being registered 
rather than the material productive and technical 
systems or specific context discussed by Hays. In 
marking the status of its existence, in its ability to 
function as a sell referential sign, the Dom ino is 
one of the first modernist and critical gestures 
in architecture: "Architecture is both substance 
and act. The sign is a record of an intervention -
an event and an act which goes beyond the pres­
ence of elements which are merely necessary con­
ditions." For Eisenman and Hays, the Dom ino and 
Barcelona Pavilion are at once traces of an event, 
indices of their procedures of design or construe 
tion. and objects that potentially point to a state of 
continual transformation. In both cases, the criti­
cal forms of self-referentiality are demonstrated 
via serial reproductions: be they Eisenman's re­
drawn axonometrics of the non-existent Dom ino 
perspective, or the historical photographs Hays 
uses to extract the experience ot the defunct, orig­
inal Barcelona Pavilion, lust as the architectural 
artifacts are indices of a missing process or prac­
tice, the objects themselves are also significantly 
missing in both cases, so that a series of reproduc­
tions must stand in as their traces. This process 
of infinite regress or deferral is constitutive of the 
critical architectural project: architecture Inevita­
bly and centrally preoccupied by its status as rep­
resentation, and its simultaneous commentary on 
that condition. 

As an alternative to Eisenman's reflections 
on the high European frame, which situated the 
frame within the context of the critical-indexical 
project of the 1970s, one might look to Rem Kool 

Jiaas's appropriation of the mass cultural Amer-
"•JWTi frame at the same moment. As suggested 
above. Eisenman understands Le Corbusier's Dom­
ino as the trace of a transformative process, and 
in so doing he deviates from Rowe by animating 
the grid, lust as the indexical project assumes 
or invents a particular kind of reading subject 
for architecture, its imagination of architectural 
movement relies on a narrative for the grid. Thus, 
although the indexical program for architecture 
may proceed through diagrams, it is still tied to 
a semiotic. representational and sequential ambi-



tion. Koolhaas's invocation or the "cartoon-theo­
rem" from Life magazine - as well as the section 
cut from the Downtown Athletic Club - alterna­
tively enlists a vision of architecture as contrib­
uting to the production and projection of new 
forms of collectivity. These New York frames exist 
as instruments of metropolitan plasticily and arc 
not primarily architecture for paying attention to; 
they are not for reading, but for seducing, becom­
ing, instigating new events and behaviors. The 
skyscraper-machine allows the projection infi­
nitely upward of virtual worlds within this world, 
and in this way extends Michel Foucault's reflec­
tions on heterotopias and prisons. Gilles Deleuze 
argues that Foucault understands leremy Ben-
tham's Panopticon not simply as a machine for 
surveillance, but more broadly and productively 
as a diagram which "imposes a particular form of 
conduct on a particular multiplicity." Koolhaas's 
investigation of the frame structure is diagram­
matic in the same way. 

From these two inventions of the frame struc­
ture in mid yos architectural discourse, one can 
discern two orientations toward d isc ip l inary: 
thai is, disciplin.inty .is autonomy and process, 
as in the case of Eisenman's reading of the Dom­
ino, and d isc ip l inary as force and effect, as in 
Koolhaas's staging of the Downtown Athletic Club. 
Moreover, these two examples begin to differen 
tiate the critical project in architecture, with its 
connection to the indexical, from the projective, 
which proceeds through the dJSgram. The diagram 
is a tool of the R i tual to OtB Sdliif-tlggmr flift the 
index is thelKTTTTTKhe real.' 

TTTcjM D I A L E C T T C S T O DOPPLtr f t 

Rather than relying upon the oppositional si I aiugy— 
of critical dialectics, the projective employs some­
thing similar lo the Doppler Effect - the perceived 
change in the frequency of a wave that occurs 
when the source and receiver of the wave have a 
relative velocity. The Doppler FJIcct explains the 
change in pitch between the sound of a train as 
it approaches and then moves away from the lis­
tener.8 If critical dialectics established architec­
ture's autonomy as a means of defining architec­
ture's field or discipline, a Doppler architecture 
acknowledges the adaptive synthesis o( architei • 
lure's many contingencies. Rather than isolating a 
singular autonomy, the Doppler focuses upon the 
effects and exchanges of architecture's inherent 
multiplicities: m.ilcri.il. program, writing, atmo­
sphere, form, technologies, economics, etc. It is 
important to underscore that this multiplying of 
contingencies differs greatly from the more dilute 

notion of interdisciplinariry. which seeks to legiti­
mize architecture through an external measuring 
stick, thereby reducing architect ure to the entirely 
amorphous role of absorber ol heterogeneous life, 
A projective architecture does not shy away from 
reinstating architectural definition, but that def­
inition stems from design and its effects rather 
than a language of means and materials. The Dop 
pier shifts the understanding of disciplinarity 
as autonomy to disciplinarity as performance or 
practice. In the former, knowledge and form are 
based on shared norms, principles, and tradit ions. 
In the latter, a more Foucaultian notion of disci­
plinarity is advanced in which the discipline is 
not a fixed datum or entity, but rather an active 
organism or discursive practice, unplanned and 
ungovernable, like Foucault's "unities form|ing| 
a number of autonomous, but not independent 
domains, governed by rules, but in perpetual 
rransformat ion."" Rather than looki ng back or crir-
icizing the status quo. the Doppler projects for­
ward alternative (not necessarily oppositional) 
arrangements or scenarios. 

A projective architecture does not m;ike\a 
claim for expertise outside the Held of architec­
ture nor does it limit its field of expertise <7i*n 
ahsolute dcHnttuin of architecture. Design is whj t ' 
keeps architecture from slipping^mto a cloud of 
heterogeneity. It delineates the fluctuatin^bor ^ 
tiers of archiUcttiic's di.si iplmarit^and expertise, (p 

So wtfen ari'hil/t'ls engage ij>pics/rhat are seem­
ingly outside owchitecture's historically-defined 
siope — questions of economics or civic politics, 
for example - they don't engage those topics as 
experts on economics or nvi i politics! bbt,)ral}ie) 
Tis jexjerts on dusiunjind how design may affect 

pojijji^? T h p y BBgago 'h" c ip ._ i^ j 

pn's relationship to thifs'l1 

other disciplines, rather than as critics. Design 
encompasses object qualities (form, proportion, 
materiality, composition, etc.) but it also includes 
qualifies of sensibility, such as effect, ambiance, 
and atmosphere. 

An example of a projective architecture that 
engages the strategy of the Doppler effect in lieu 
of that of the dialectic is W W ' s IntraCenter. a 
4 0 . 0 0 0 ft.' community center located in Lexington. 
Kentucky. The IntraCenter's client provided ww 
with a program list «I dizzying operational hetero 
geneity: daycare, athletic facilities, social services, 
cafe, library, computer center, job training facili­
ties, shops, etc. Ralher than figuring these multi 
pie programs so as to provide each with its own 
formal identification, or rather than establishing 
a neutral field so as to allow the programs to define 
the project, the IntraCenter elides the expected 

Above 
Projective Architecture; diagram 
of overlap ol A (architeelum) with P (politics), 
-

Middle 
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overlap between torm and program. Their lack 
of alignment leads to a perpetual Doppler shift 
between the two. This strategy of non-concentric­
ity generates other Doppler Effects, including the 
many reverberations among overlapping constit­
uencies as well as material and structural condi­
tions. The IntraCenter is projective rather than 
critical in that it very deliberately sets into motion 
the possibility of multiple engagements rather 
than a single articulation of program, technology 
or form (contemporary architecture's commodity, 
firmness and delight). 

The Doppler Effect shares some attributes 
with parallax, which, as Yve-Alain Bois notes, 
comes from the Greek parallaxis. or "change": "the 
apparent change in the position of an object result­
ing from the change in the... position from which 
it is viewed."1 0 Claiming that Serra consciously 
responded to the possibilities of parallax, Bois 
cites as an example Serra's descript ion of his sculp­
ture entitled Sight Point: "|It seems at first| to fall 
right to left, make an X. and straighten itself out 
to a truncated pyramid. That would occur three 
times as you walked around."1' In other words, par 
allax is the theatrical effect of a peripatetic view 
of an object^t takes into account how the-eontext 
and the viewer "compl 

ix is in 
that it is not purely optical. Predicated on waves 
that can be auditory or visual, the Doppler sug­
gests that the optical and conceptual are only t wo 
of many sensibilities. Additionally, it is not a read­
ing strategy - that is. it is not just an unfolding 
reading of an artwork - but an atmospheric inter­
act ion. It foregrounds the belief that both the 
subject and the object carry and exchange infor­
mation and energy. In short, a user might be 
more attuned to certain aspects of a building 
than others. He or she might understand how the 
building responds to a formal history of archi­
tecture or deploys a specific technology or he 
or she might have particular associations with 

a building's material palette or site. As the nov­
elist W.G. Sehald explains, each one of us experi­
ences moments of repetition, coincidence ordupli 
cation, where echoes of other experiences, conver 
sations. moods and encounters affect current ones. 
Such momentary echoes are like tracks out of 
alignment, hearing and seeing out of phase that 
generate momentary deja vus, an overlap of real 
and virtual worlds. 

FROM HOT TO C O O L 

Someone should establish an anthropology, of 

hot and cool... 

lean Baudi illaid 

Overall, one might characterize the shift from crit­
ical to projective modes of disciplinarity as a pro­
cess of cooling down or. in Marshall McLuhan's 
terms, of moving from a "hot" to a "cool" version 
of the discipline. Critical architecture is hot in the 
sense that it is preoccupied with separating itself 
from normative, background or anonymous condi­
tions of production, and with articulating differ 
ence. For McLuhan. hot media like film are "high-
definition", conveying very precise information 
on one channel or in one mode. By contrast, cool 
media, such as television, are low-definition and, 
since the informal ion they convey is compromised, 
they require the participation of the user. In this 
regard, the formalist-critical project is hot in its 
prioritization of definition, delineation and dis 
tinction (or medium specificity). One alternative, 
minimalism, would be a cool art form; it is low-
definition and requires the context and viewer to 
complete it. lacking both self-sufficiency and sell 
consciousness. Minimalism explicitly requires 
participation and is related to Smifhson's promo­
tion of entropy. While cooling suggests a process 
of mixing (and thus the Doppler Effect would be 
one form of cool), the hot resists through distinc 
tion. and connotes the overly difficult, belabored, 
worked, complicated. Cool is relaxed, easy. This 
difference between the cool and the hot may be 

amplified by briefly examining a medium McLu-
han does not discuss: performance. 

In his obituary on the actor, Dave Mickey 
writes that with Robert Mitchum you get perfor­
mance.12 and performance, he says, not expressed 
(or represented), but delivered. The Mitchum effect 
relies on knowing something is back there, but 
not being sure exactly what it is. Hickey says that 
what Mitchum does, then, is always surprising 
and plausible. And it's exactly this trait of surpris­
ing plausibility that might be adapted as a projec­
tive effect, one which combines the chance event 
with an expanded realism. There are two kinds 
of actors. Hickey argues. First are some who con­
struct a character out of details and make you 
believe their character by constructing a narra­
tive for them. One could say that this is the school 
of the "Method." where the actor provides gesture 
and motivation, and supplies a sub-text for the text 
of the script. The second group of actors create 
plausibility by their bodies; Hickey says they are 
not really acting, but rather "performing with a 
vengeance." While Robert De Niro is an actor in 
the first category, Mitchum is in the second. 

In the nineteen-eightics and nineties, archi­
tecture's relationship to philosophy was like that 
of De Niro to his character. In other words, a kind 
of Method acting, or Method designing, where 
the architect expressed a text or where architec­
ture represented its procedure of formation. As 
with the "critical project," Method acting was con­
nected to psychoanalysis, to calling up and reen-
acting memories and past events. In contrast. Mit­
chum, Hickey says, is, 

Like Coltrane, playing a standard, he LA investing 

the text with his own subversive vision, his own 

pace and sense of dark contingency. So what we 

see in a Mitchum performance is less the character 

portrayed than a propositionul alternative: What if 

someone with Mitchum's sensibility grew up to be 

a sea captain''a private eye?a school teacher?™ 
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In De Niro's acting, one witnesses the strug­

gle, not just within the character, but between the 

actor and the character, such that the trace of the 

construction of the character is visible. There is 

no other way to say this except that, when watch­

ing De Niro, it looks like work (think of the sig­

nature mugging and concentrated gestures). The 

opening scenes in both versions of Cape Fear are 

instructive in this regard. The 199J remake begins 

with De Niro working out in prison, exercising or 

rehearsing, where the sweat rolling off his back 

is visible. In the original, Mitchum is in no rush: 

rakish, lascivious, enjoying a cigar and checking 

out two women as they leave the courthouse, cool 

as the breeze. He makes it look easy. So "De Niro 

architecture" is hot. difficult, and indexes the pro­

cesses of its production: it's clearly labored, narra­

tive, or representational, or expresses a relation­

ship of the representation to the real (the provision 

of a psychic subtext from a real event for a fic­

tional text). Mitchum plays a cameo role as a detec­

tive in the remake, and as he is watching De Niro/ 

Cady strip-searched he sees his body covered with 

biblical proverbs and comments with a degree of 

reproach (as much for the Method-acting De Niro 

as the character Cady?): "1 don't know whether to 

look at him or to read him." In contrast to this nar­

rative mode, "Mitchum architecture" is cool, easy, 

and never looks like work; it's about mood or the 

inhabitation of alternative realities (what if?, the 

virtual). Here, mood is the open-ended corollary of 

the cool producing effect without high definition, 

providing room for maneuver, and promoting com­

plicity with subject(s). With Mitchum. there are 

scenarios, not psychodramas. The unease and anx­

iety of the unhomely has been replaced with the 

propositional alternative of the untimely. 

Within architecture, a project of delivering 

performance, or soliciting a surprising plausibility, 

suggests moving away from a critical architectural 

practice - one which is reflective, representational, 

and narrative - to a projective practice. Setting 

out this projective program does not necessarily 

entail a capitulation to market forces, but actually 

respects or reorganizes multiple economies, ecolo­

gies, information systems, and social groups. 
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E L I Z A B E T H G R O S Z 

This argument is presented in the form of pos­
tulates, or rather provocations, a manifesto on 
the thing, 

The thing has, in the West, always been 
conceived as the passive, inert, unresisting 
other or counterpart to the subject, conscious­
ness, or mind, that is. as matter, substance, or 
noumena.The thing is that against which mind 
is understood, its other or object. 

There is another less systematic and more 
submerged tradition of the thing within the his­
tory of philosophy, which arguably dates from 
the work ot Darwin, and meanders through 
Nietzsche, to Peirce. James, Bergson to Rorty 
and Deleuze. This counter-tradition conceives 
of the thing, not as other, but as provocation 
or incitement for the subject: the thing is that 
which prompts us to act. to invent, to practice, 
to extend ourselves beyond ourselves. 

Within this later tradition, the thing itself 
is divided or duplicated, It is both resource or 
raw material, the given or starting point of life 
and the human (Heidegger's standing reserve 
or Lacan's Real), and it is also the product, 
effect, or construct of the living (Marx's com­
modity. Bergson's object). The thing is both 
pre- and post-technological, that which technol­
ogy finds given and remakes as its own. In this 

sense, technology must be understood to be 
the second-order thing, the thing that finds and 
makes other things, as it itself has been made. 

Within the pragmat ist tradition, the world 
itself, and our being positioned within it, gen­
erates questions, problems, provocations for 
life: what to eat? How to attain it? How to 
live? By what means? Things are the way 
in which life responds to these provocations. 
Both instinct and intelligence, blind animal 
and intelligently directed (primateor mammal) 
behaviors, are incited by the real and produce 
things, the division of the real, as their mode 
of acting in the world and rendering it manage­
able. The thing is a cutting out of the real, the 
solidification of what exists in the flux of the 
real. It is an outline imposed on the real by our 
purposes and needs. 

This cutting of the world, this whittling 
down of the plethora of the world's interpene­
trating qualities into objects amenable to our 
action, is a fundamentally constructive pro­
cess: we make or fabricate the world of objects 
as an activity we undertake by living with and 
assimilating objects. We make objects In order 
to live in the world. Or, in another, Nietzschean 
sense, we must live in the world artistically, as 
homo faber. 

This process of fabrication of the world 
into things, objects with clearly delimitable 
and determinable relations, finds its natural 
inclination directed to solids. Things are solids, 
conceived progressively as more and more 
minute in their basic constitution, as physics 
itself elaborates more and more minute fun­
damental particles. Yet physics itself remains 
incapable of understanding what is fluid, innu­
merable, outside calculation without reduct ion 
to solids. It is this flux, though, sometimes rec­
ognized in philosophy, that provides the condi­
tion for the generation of new things from old 
things. Our "artisticness," as Nietzsche puts it, 
our creativity, in Bergsonian terms, consists in 
nothing else than the continuous experimenta­
tion with the world of things, to produce new 
things from the fluidity or flux, which elude 
everyday need, or use-value. 

Technology, as metaproduction, is the 
result of the living being's capacity to utilize 
the non-living (and the living) prosthetically. 
This prosthetic existence is the living's depen­
dence on and capacity to harness and incor-
porate the non-living into its bodily practices, 
What pragmatism entails is a recognition that 
the technological is and always has been the 
condition of human action, as necessary for us 



This paper was first presented as part of the conference entitled 

The PragmatiAt Imagination: Thinking about Thing* in the 

Making held at the Temple Hoyne Buell Center for the Study of 

American Architecture at Columbia University, in Spring 2000. 

The Thing 
as things themselves. Technology can be con­
ceived as the cultural correlate ot the thing, 
which is itself the human or living correlate ot 
the materiality of the world. 

Bergson claims that the intellect trans­
forms matter into things, which render them 
as prostheses, artificial organs, and in a sur­
prising reversal, at the same time as it human­
izes or orders nature, it appends itself as a 
kind of prosthesis to inorganic matter itself, to 
function as its rational supplement, its con­
scious rendering. Matter and life become 
reflections, through the ordering the intellect 
makes of the world. Things become the mea­
sure of life's action upon them, things become 

"standing reserve." lite itself becomes extended 
through things. 

Inorganic matter, transformed into an 
immense organ, a prosthesis, through the intel­
lect, is perhaps the most primordial or elemen­
tary definition of architecture itself, which is, 
m a sense, the first prosthesis, the first instru­
mental use of intelligence to meld the world 
into things, through a certain primitive tech 
nicity, to the needs of the living. The inorganic 
becomes the mirror for the possible action of 
the living, the armature and architecture neces 
sary for the survival and evolution of the living. 

The limit of the intellect is in a sense the 
limit of the technical and the technological, 
The intellect functions to dissect, divide, atom­
ize: contemporary bmanzation and digitaliza 
tion are simply the current versions of this ten­
dency to the clear-cut. the unambiguous, the 
opposition or binary impulses of the intellect, 
which is bound by the impetus to (eventual or 
possible) actions. 

Thus technology is not the supercession 
of the thing, but its ever more entrenched func­
tioning. The thing pervades technology, which 
is its extension, and extends the human into 
the material. The task bef ore us is not so 
much to make things and resolve relations 
into things, more and more minutely framed 
and microscopically understood. Rather, il may 
be to liberate matter from the constraint, 
the practicality, utility of the thing, to orient 
technology not so much to knowing and medi­
ating as to experience and the rich indetermi­
nacy of duration. Instead of understanding the 
thing and the technologies it induces, through 
intellect, in the Bergsonian sense, perhaps it 
can also be developed through intuition, that 
Bergsonian apprehension of the unique partic­
ularity ol things, and of the time within which 
things exist. 

Perhaps the question ahead of us now 
is this: what are the conditions of digitization 
and binarization? Can we produce technolo­
gies of other kinds? Is technology inherently 
simplification and 'eduction of the real? What 
m us is being extended and prosthetically ren­
dered in technological development? Can other 
vectors be extended instead? What might a 
technology of processes, rather than things. 



B E R N A R D C A C H E 

Gottfried Semper: 
Stereotomy, Biology, 
and Geometry 

Our point of departure is what is known in math­
ematics as a double point. This particular point 
is constituted by the two statues - one ol George 
Cuvier' and the other of Alexander von Humboldt.2 

the German disciple of Etienne Geoffrey Saint-
Hilaire 3 - Gottfried Semper placed at the top of the 
Naturhisrorisches Museum (1872-1881). The fact 
that Semper did not place one. but two biologists at 
the summit of his representation of science should 
act as a question mark within Semper's Der Sril. 

His insistence on placing a statue of a disciple of 
Geoffroy Saint Hilaire betrays a doubt in Semper 
that in turn reveals a blind spot in Der Stil. 

The four technical arts of Der Sf/7's table 
of contents, the four pillars, are treated far from 
equally. Semper's emphasis on textiles is of course 
very well known, but what is rarely discussed 
is the weakness of the chapters on stereotomy.4 

The numbers of pages dedicated to each of the 
technical arts in Der Stil are: Textile. 550 pages: 

Ceramique. 200 : Tectonique. 135: Stereotomy, 123. 

But at issue is not merely the number of pages, nor 

is it that the majority of what is actually discussed 

is dedicated to tectonics in stone rather than to 

stereotomy proper. In the pages of Der Stil devoted 

to stereotomy. Semper goes so far as to assert that 

the whole history of architecture is signified by 

the victory of the vault (usually considered the 

primary territory of stereotomy) over the tectonic 

frame, but then hardly mentions any more about 

it. This absence of the core of stereotomy is even 

more surprising considering that Semper lived 

and studied in France, where architecture was 

strongly rooted in stereotomy. How could such a 

well-informed scholar as Semper write about stere­

otomy without mentioning figures such as Philib-

ert de L'Orme5 or Girard Desarguesr"6 Was Semper 

acknowledging the fall of French building tradi­

tions!' Was he drawing conclusions from Souftlot's 

controversial Sainte-Genevieve church, where tra-
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di t ional F rench geometr ic methodology was sup­

planted by a phys ica l approach based on s ta t i cs 

and the st rength ol mater ia ls? Did Semper Pee] 

these t rad i t ions were unable to cope wi th the tech­

nological cha l lenges of the t ime? 

These reasons cannot ful ly exp la in why 

Semper made no ment ion at a l l of what appears 

to be the most 'Semper i an ' piece of a rch i tec ture in 

Pa r i s , the wonder fu l stone in ter lac ing of the rood-

screen w i th in Sa in t -E t i enne du Mont, only a hun­

dred meters behind Sa in te-Genev ieve. 7 No other 

piece of a rch i tec ture so c lear ly embodies the arch i ­

tectura l motif of the Semper ian knot and the the­

oret ica l concept of stereotomy. the t ranspos i t ion 

from text i le to stone. Could it be that what real ly 

puzz led Semper was not only that Ph i l iber t de 

I'Orme was the presumed archi tect of th i s rood-

sc reen . 8 as wel l as of so many other Semper ian 

pieces of a rch i tec ture , but that an archi tect could 

be the in i t ia tor of pro ject ive geometry. 9 the branch 

of ma themat i cs fo rming the conceptua l back­

ground of Geoffroy Sa in t H i la i re 's work? 

One could object that these quest ions were 

of l i t t le re levance to Semper 's a rch i tec tu ra l proj 

ect. and that he could have very wel l ignored 

project ive geometry and i ts connec t ions to Saint-. 

H i la i re 's biology. But we should remember t 

Semper ac tua l ly s tudied ma themat i cs w i th Car l 

F r ied r i ch G a u s s , the man who f i rst accepted posi­

t ive ly the consequences of the negat ion ol Fue l id's 

f i f th postulate, and in so doing in i t ia ted the f ield 

of "non-Euc l idean geometry." Semper 's interest in 

ma themat i cs was s t rong enough for h im to wr i te 

at the age of f i f ty a techn ica l essay on d i f fe rent ia l 

ca l cu lus appl ied to the shape of pro jec t i les . 1 0 It 

is my hypothes is that Semper had the capac i ty 

to fu l ly unders tand project ive geometry, but he 

repressed it in Der Stil because it impl ied a refor­

mula t ion of geometry that had yet to be achieved 

by ma themat i c i ans t hemse l ves . " Unt i l th is refor­

mula t ion was achieved, the a rch i tec tu ra l read ing 

of geometry was bound to rema in neo-c lass ica l 

in a manner s im i la r to W incke lmann ' s read ing of 

Greek arch i tec ture as pure, ideal, wh i te form. Gotf-

In i ' i i Sumpmv-whow! r a i t sea jous job in l i te .had 

n fo rm. 1 2 

Such a hypothesis re l ies upon two assump­

t ions. T h e f i rs t is that project ive geometry was an 

impor tant feature of Geof f roy Sa in t -H i la i re ' s back­

ground - so prominent a feature it could not be 

ignored by someone l ike Semper wi th st rong inter­

es ts in arch i tecture, biology, and geometry. The 

second is that project ive geometry could imply a 

non-neoc lass ica l reading of geometry that would 

have enabled Semper to pursue h is work begun on 

color by app ly ing it to shape. Such an accompl ish 

ment would have enabled Semper to adequately 

wr i te h is m i s s i n g text on stereotomy. 
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What was the core of the debate between Cuv ie r 

and Sa in t -H i l a i re that exci ted contemporar ies 

such as Goethe and Ba lzac? The two biologists 

were in i t i a l l y good f r iends who worked together 

on ver tebrate c lass i f i ca t i on in order to corrobo­

rate Sa in t -H i l a i re ' s theory of a s ing le organ iza­

t ional plan that would in form the whole of the ver 

tebrate fami ly . S i n c e 1796. Geof f roy Sa in t -H i l a i re 

had worked w i th the concept that there ex is ted a 

s ing le o rgan iza t iona l plan for al l a n i m a l s . 1 3 Sa in t -

H i la i re 's research began wi th m a m m a l s and then 

extended the concept to tetrapods. An 1808 essay 

by Sa in t -H i l a i re on f ish genera l ized the s ing le 

plan to a l l ver tebrates." 1 Unt i l that point Cuv ie r 

s t i l l en thus ias t i ca l l y supported Sa in t -H i la i re . But 

in 1812, Cuv ie r announced h is own thes i s , c lass i fy ­

ing a n i m a l s into severa l b ranches or "embranch­

ments" : Ver tebra ta , A r t i cu la ta , Mo l lusca , Cn i -

da r ians , and Ech inode rms . For Cuv ier , these 

embranchements were fundamenta l l y d i f ferent 

f rom each other and could not be connected by 

any evo lu t ionary t rans fo rma t ion . Cuv ie r ' s " f i x i s t " 

v iew of biology posited that every s ingle part of an 

o rgan ism is so wel l f itted to i ts su r round ings that 

there is only one way in wh i ch each part can be 

connected to the whole o rgan ism. For those who 

would th ink that t h i s is far away f rom arch i tec­

tu re , remember, it i s Cuv ie r who wrote the famous 

sentence taken a s a pr inc ip le of funct iona l is t 

arch i tec ture , "give me any s ingle piece of an an ima l 

and I w i l l d raw you the whole body." Accord ing to 

th i s view, each embranchment has its own organi­

zat ion and there can be no way of connect ing parts 

in any manner other than that described in each 

of the categor ies. 

Unt i l 1820, Cuv ie r and Sa in t -H i la i re l ived 

and worked peacefu l ly in the s a m e ins t i tu t ion , le 

Mus£e d 'His to i re Naturel le. in Pa r i s . Dur ing th i s 

t ime, Ju les -Caesar Savigny, who had been in Egypt 

w i th Sa in t -H i l a i r e on the Napoleonic Exped i t i on , 

s tudied the comparat ive anatomy of an insect 's 

mouth. Another of Sa in t -H i la i re ' s peers, P ier re 

Andre La t re i l l e , appl ied the pr inc ip le of un i ty 

of composi t ion to al l of the A r t i c u l a t a . ' 5 Unt i l 

that point, the work of Cuv ie r and Sa in t -H i l a i re 

remained compat ib le because ne i ther Sa in t -

H i la i re nor h is fo l lowers broke any f ron t ie rs 

between Cuv ie r ' s sacrosanc t embranchmen ts . But 

in 1820, Sa in t H i la i re suggested a un i ty of p lan 

between Ver tebrata and Insec ts . Cuv ie r ' s c r i t i ques 

began at th i s point and only increased when 

Sa in t -H i l a i re , lean ing on w o r k s by Laurence t and 

Meyrand . extended his un i ty of compos i t ion to 

Mo l lusca as w e l l . 1 6 Sa in t H i la i re had uni f ied three 

of the embranchmen ts ; an accompl i shment Cuv ie r 

was unable to accept. 

B u t as one e x a m i n e s Sa in t -H i la i re ' s un i f i ­

cat ion of Vertebrata and Insec ts , the re la t ion 

between the two embranchments seems far f rom 

obvious, s i nce each has a thoroughly d i f ferent 

re la t ionsh ip to the ground. A l l Ver tebrata have 

the i r d igest ive organs fac ing the ground, located 

underneath the ver tebra l co lumn, wh i ch in tu rn 

houses the nervous sys tem. In cont rast , Insec ts 

have d igest ive sys tems in an inverted posi t ion 

fac ing the sky. w i th the sp ina l cord located under 

neath the body. To address these d i f fe rences in ori­

enta l ion. Sa in t -H i la ire makes use of a tors ion oper 

a t ion , a tool f rom project ive geometry, to exp la in 

how insec ts have the i r belly upward and their back 

downward. Semper uses a s i m i l a r vector ia l orga 

n iza t ion in Der Stil. compar ing the composi t ion 

of biological vectors in va r i ous species wi th the 

vector of grav i ty in arch i tec ture . 

In te rms of va l ida t ing h i s research , however, 

Sa in t -H i la i re commit ted an error when he went so 

far as to posit that "each an ima l l ives e i ther ins ide 

or outs ide its sp ine " - ef fect ive ly a s s i m i l a t i n g al l 

ca rapaces f rom Insec ts to Ver tebrata. Eventua l ly , 

he would even compare the legs of she l l f i shes 

to the r ibs of Vertebrata. It was no d i f f icu l t t ask 

for Cuv ie r to take advantage of th i s hypothes is 

in order to inval idate the whole of Sa in t -H i la i re ' s 

ca tegor iza t ion . A s a resul t , Cuv ie r appeared the 

w inne r of a c ruc ia l ser ies of h ighly-publ ic ized 

debates tha t took place between the two bio logists 

in 1830. at the very t ime that Semper was study­

ing in P a r i s . " Cuv ie r re ta ined the v ic tory mant le 

unt i l very recently, when the sc ien t i f i c publ icat ion 

Nature publ ished an a r t i c le by E.M. de Rober t is 

and Y. S a s s a i wh ich used contemporary biologi­

ca l s tud ies to asser t the va l id i ty of Sa in t -H i la i re ' s 

or ig ina l theory . I a Modern biology has found genes 

that code the or ienta t ion of organs backward and 

forward, as wel l as downward and upward . ' 9 As 

a resul t , the most p lausib le hypothesis now is 

that indeed Insec ts and Ver tebrata had a common 

ancestor f rom wh i ch they b i furcated some 540 

mi l l ion years ago. 

G E O M E T R Y 

To return to the n ineteenth century and the geomet 

r ic concepts in use by Sa in t -H i la i re , it should be 

understood that a c ruc ia l concept for Sa in t -H i la i re 

was invers ion, wh ich is a lso a key t rans fo rmat ion 

in project ive geometry. 2 0 Th rough invers ion, the 

closed quadrangle, as used in project ive geometry, 

can be taken as a conceptual equivalent of an ant 

in Sa in t -H i la i re 's work, insofar as an insect is a 
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I 1:1 
Top to bottom 
Interior of SainteEl ienne Du 
Monl showing stone interlar 
mo ol the roodscreen, Pans, 
Philinort de l"Orme. 

within Samt-Etienne du Mont. 
Pans, Philibert de I'Ormo 

crossed (or inverted) vertebrate* T h i s conceptual 

equal i ty es tab l ishes a common ground between 

Geoffroy Sa in t H i la i re and Gaspard Monge. 2 1 the 

rediscoverer or project ive geometry. 

Monge, who taught at the Ecole de Mez ieres 

and was c losely connected, in 1794. to the Eco le 

Normale, where the young Geof f rey Sa in t -H i la i re 

had a r r i ved , believed in descr ip t ive geometry 's 

abi l i ty to become a un ive rsa l language. Monge 

was also one ol the o rgan izers ot the sc ien t i f i c por­

t ion of Napoleon's Egypt expedi t ion, and would 

later become the C h a i r of the Inst i tu t d 'Egypte. It 

is l ike ly that Monge and Sain t H i la i re had plenty 

of opportuni ty to d i s c u s s their shared in terests . 

W i th i n a year of their over lap at the Ecok- Nor 

male. Sa in t -H i l a i re was to formulate h is pr inc ip le 

of "un i t y of p lan." 

In terest ingly . Monge developed project ive 

geometry by teach ing stereotomy. H is interest in 

arch i tec ture went so far a s to lead to a proposal 

for an e l l ipsoidal vaul t - the jo ints of wh i ch were 

l ines of cu rva tu re that admit two l imi t points, 

cal led " u m b i l i c s . " 2 2 Invers ion and umb i l i r are only 

two among many other hybr id concepts shared 

between biology and geomet ry . " There is a lso 

great overlap in S a i n t - H i l a i r e s use of the terms 

"homology" and "p lane of composi t ion," both of 

wh ich are s ign i f i cant and well-defined terms w i th in 

project ive geometry. Sa in t -H i la i re didn't use the 

word "homologue" as a vague synonym to "ana­

logue", nor did he use "p lan " as a vague synonym 

to "o rgan i za t i on . " 2 4 He intended these te rms to 

ca r r y their fu l l mathemat ica l mean ings , such as 

those used by the ma thema t i c i an G i ra rd Desar 

gues, in 1638. to formulate the theorem " i f two tri­

angles have a center of homology, then they have 

also an a x i s of homology." T h i s theorem would 

become a cornerstone of project ive geometry. 

Abst ract e lements such as the 'center ' and 

the ' a x i s of homology' were cer ta in ly the k ind of 

i nva r ian ts Sa in t H i la i re was look ing for in the 

cont inuat ion of the work of h i s teacher Rene 

lust Hauy . 2 5 Just Huay founded crysta l lography 

- another sc ien t i f i c domain not at al l foreign to 

the h is tory of a r t , especia l ly when one cons iders 

that the c rys ta l was to become the paradigm of the 

abst ract "Kuns two l len . " lust as . hav ing dropped 

a c rys ta l . Rene lust Hauy found that the broken 

pieces showed planes in tersect ing at a constant 

angle. Sa in t H i la i re was look ing for the equiva­

lent plane, the invar iant e lement, on the bas is of 

wh ich va r i ous a n i m a l s could be sa id to belong to 

the same " forme pr imi t ive," in the language of 

lust Huay. or to the same "urmotiv." us ing the lan­

guage of Gott f r ied Semper . It is on the bas is of 

th is unique plane that one would be able to gen 

erate any spec ies by va ry i ng the proport ions of 

an "urt ier ." Wh i le Semper h in ts at not ions of vary 

ing proport ions in h is chapter on stereotomy. he 

rema ins tar f rom cons ider ing such not ions as the 

proport ions wh ich appear to be constant in projec­

t ive t rans fo rmat ion . 

P R O J E C T I V E G E O M E T R Y 

The fate ol p roac t i ve geometry was to be devel­

oped by mathemat ic ians and used by techn ic ians 

whi le s imply ignored by most people in other 

f ie lds. Pro ject ive geometry is commonly thought 

of as only a set of d raw ing tools, when it has 

h is to r ica l l y involved much wider pract ica l goals 



88 / C A C H E 

than s imp ly representat ion. Alongside stonecut-

t i ng and gnomon ics . 2 6 perspect ive was only one 

f ield of development for project ive geometry. In 

ma themat i cs for example , pro ject ive geometry 

had a much deeper s ign i f i cance than as just the 

cod i f ica t ion of a pract ice. It led to the s t r uc tu r i ng 

of geometry into categor ies - isometry . s im i l i t ude , 

project ion, and topology. T h e problem is that the 

h is to ry of project ive geometry is ra ther s l ippery. 

It developed independent ly in the three prac t ica l 

f ie lds ment ioned ear l ier - stereotomy. perspec­

t ive and gnomonics - unt i l Desargues invented 

general theorems to be used commonly by al l of 

the f ie lds. Unfor tunate ly Desargues 's theorems 

were widely ignored wi th the except ion of a few 

eminent readers . 2 7 

Al though many reasons can be invoked to 

exp la in the re ject ion of Desargues 's work , it i s at 

least wor thwh i le to ment ion three of them and 

the i r imp l i ca t i ons in va r ious f ie lds. In mathemat­

ics , Desargues 's theory of pro ject ive geometry 

appeared at the s a m e t ime as Descar tes ' theory of 

ana ly t i c geometry, wh ich was to give way to di f fer­

en t ia l geometry. At the t ime, the path was a l ready 

open for a progress ive ec l ipse of geometry as a 

whole, to the advantage of a lgebra. By the end of 

the n ineteenth century, Euc l i d ' s Element*, wh ich 

for two thousand years had been the model of al l 

ra t iona l d iscourse , ceased to be a teach ing refer­

ence. In stereotomy, Desargues had the same type 

of trouble that Ph i l iber t de l 'Orme had a l ready 

exper ienced , and that Monge would face in h i s 

tu rn a s a teacher of s tone-cut t ing at the Eco le 

de Me/ ie res i - the throe threateQed.ltu;.divii>ioo of 

labor i i i . i rchr toctur f - revea l ing technic aTknow l . 

• p rSpe r r y ' o f i vn rkcn ; ri pnrnlfffg 1! 'Ws%r-

^ T O B i ^ ^ ? ^ W f ^ ^ W ! m > n g opposi t ion f rom the 

" a r t " m i l i eu , but perhaps for socia l ra ther than 

theoret ica l reasons. Yet s t range ly enough, one 

of Desargues 's ma in opponents, Char les Leh run . 

was s t i l l able to ant ic ipate, a r t i s t i ca l l y , Geoffroy 

Sa in t -H i l a i re ' s not ion of es tab l i sh ing cont inu i ty 

between remote species by progressive deforma­

t ion , 2 8 So even though Desargues never enjoyed 

the success he deserved, h is work had su f f i c ien t l y 

pervaded severa l a reas of society enough to pre­

pare h i s rev iva l at the beg inn ing of the n ineteenth 

century, just before Semper 's a r r i va l in P a r i s . 2 9 

Semper a r r i ved in P a r i s in 1830, when it 

could be s a i d the era of pro ject ive geometry there 

had a l ready begun to pass. A lgebra had supplanted 

geometry at the Ecole de Poly technique, and even­

tual ly, the consequences of project ive geometry 

were to be drawn not in F rance , but in Ge rman 

count r ies , by von Stauclt, P lucke r .and Kelix K l e i n . 3 0 

St i l l , at the t ime Semper was s tudy ing mathemat­

ics , project ive geometry was considered to be pri­

mar i l y F rench . What was Semper 's unders tand ing 

of geometry? And what could he have learned from 

Freder ick Gauss? It 's a d i f f i cu l t quest ion because 

Gauss was known for keep ing secret most of h is 

work un t i l he was sure of al l i ts conc lus ions . In 

fact , he rare ly made publ ic the methods he used to 

d iscover h i s theorems. H is demonst ra t ions were 

so depr ived of a l l t races of method that they d is 

played only the i r f ina l s t ruc ture . G a u s s would 

e x p l a i n : " W h e n a beaut i fu l bu i ld ing is ach ieved, 

one must not see what has been the sca f fo ld ing . " 3 ' 

S u c h a sentence is so c lose to Semper 's concept ion 

of a rch i tec ture that it quite probably was insp i red 

by G a u s s . 

Ian Stewart presents Gauss very wel l by stat­

ing that he was at the same t ime the f i rs t of 

the modern ma thema t i c i ans and the last of the 

c l a s s i c a l ones. " H i s methods were modern, whi le 

h is choice of problems was c lass i c . " Most proba­

bly. Semper inher i ted f rom G a u s s th i s c lass ica l 

approach to geometry that read Euc l i d ' s Element/, 

as a text or iented towards a P la ton ic theory of poly­

hedrons (as it is espoused in the Timee). Semper 's 

Prolegomena begins w i th images of the sphere and 

the polyhedron as they appear in c r ys ta l s . T h i s 

polygonal concept ion shows up aga in in Semper 's 

text on stereotomy. where b locks of stone are 

conceived as polyhedrons. Chapter 166. "Gesta l t 

des Unterbaues a ls G a n z e s betrachtet," repro­

duces th i s " k r i s t a l l i n i s c h - e u r h y t h m i s c h " concep­

t ion : "au f den K r e i s . das Polygon, das Rech teck . " 3 2 

Geometr ica l l y speak ing . Got t f r ied Semper is an 

unusua l case, h is concept ion of tex t i les c lear ly 

an t ic ipa tes topology and knot theory, and it 

rev ives the ma in geometr ica l concept of A n a x 

imandre , 3 3 the ape i ron. B u t h is concept ion of 

stereotomy is ent i re ly based upon the t ranspos i 

t ion of wood tec ton ics into stone, and as such 

it r ema ins anchored in a neo-c lass ica l read ing 

of Euc l i d . Semper m issed the in te rmed ia ry level 

between the polygons of Euc l i d and the kno ts of 

W i l l i a m T h o m s o n . 3 4 Had Semper read Desargues 

he would have discovered a language of geometry 

c lose to Ph i l iber t de I 'Orme's a rch i tec tu ra l lan­

guage - not only in its kno ts and stone in te r lac ing , 

and not only in the project ive cone of the Trompe 

d'Anet. but in the vocabu lary of its F rench order -

a t r unk , wi th knots , b ranches, and th inne r rami f i ­

ca t i on . 3 5 Instead of res t r i c t i ng h is v iew to regular 

convex polygons, Semper could have real ized that 

they are only a ve ry par t i cu la r case w i th in a 

whole var iety of concave and crossed f igures. More­

over. Semper would have rea l ized that non-regular 

polygons could have in teres t ing project ive proper­

t ies , l i ke the a l ignment of the in tersect ion of the 

opposed sides evidenced in Pasca l ' s theorem of 

the hexagon . 3 6 Geometry takes on a new appear­

ance when one doesn't locus solely on the last 

chapters of Euc l i d ' s Elements, and instead a l lows 

it to combine wi th Menelaus 's theorem. T h i s geo­

me t r i c i an of the first century es tab l ished the f irst 

project ive propert ies upon the base of Tha les 's 

theorem. 3 7 Moreover, it i s possible to deduct al l 

the fundamenta l theorems of project ive geometry, 

Pappus. Ceva. Desargues . P a s c a l , and B r i a n c h o n , 

on the basis of th is s ing le theorem of Menelaus. 

Are we not today in a s i tuat ion s i m i l a r to 

Semper 's? P i l i ng up topology on top of c l ass i ca l 

geometry, are we not m i s s i n g the in te rmed ia ry 

step? Are we not put t ing th ings too s imply when 

we oppose the cube to the blob? Is there no other 

so lut ion than the modern is t gr id and the contem­

porary free form? Can't we f ind supple regular i ­

t ies? To be sure, morph ing sof tware enables us to 

l ink any th ing wi th any other th ing. But isn' t it the 

path that matters? By s imply re jec t ing polygons 10 

promote n u R B S , don't we m iss a geometry for our 

projects, a project ive geometry? 



M I N I N G A I J T O N O M 

N O T E S 

I Cuvier, Georges. Baton (1769 1832) Cuvier's theories were based upon the notion that tunc 

tion determines biological lorm A s such, form was deemed immutable within the restraints ot 

tunction From this assumption. Cuvier developed a system ot classification that assigned all 

species ot animal to one ol lour distinct categories and denied the existence ol evolution, 

2 Wilhelm Alexander von Humbold, Fnednch (1769 1859) A German naturalist. Von Humbold 

was a pioneer In thp field ol Biogcography. His exhaustive account ol the structure ol the then 

known universe. Kosmos. was widely translated and influential 

3 Geoffroy Saint-Hailaire. Etienne - (1772-1844) French natural's! who developed the principle 
ot "unity ot organic composition." th is theory proposed that the anatomical structure ot all 
animals could be traced back to a single form trom which all other organic form is derived 

4 Stereotomy is defined as the cutting of solids, m particular stone. 

5 de l.'Orme. Philibert (1512 1570) Court architect lor Henry II, de L'O'me was considered one 

ol the fathers of French Neo c lass ica l architecture. He is known loi, among other things, the 

development of innovative stone CUttinfl and vaulting techniques, which made use ol unique 

geometric methods 

6 Desargues. Girard - (1591 1661) French mathematician who developed the foundations ot 

projective geometry His work, which depended heavily on a unique mathematical symbolism 

and derived from botanical notation, was not widely accepted by other mathematicians until 

the second half of the nineteenth century. 

7 Philippe F>otie has already hmted at the "Semperian ness" of Philibert de I'Orme's architecture 

m his brilliant book, Figures de la Pensee Constructive In a way. this text is a reciprocal essay 

on the "non-de I'Orme-ness" ol Der Stil. 

8 Attributed to Philibert de I'Orme by Anthony Blunt 

0 Protective Geometry is the branch ol mathematics lhat deals with the reialionships between 

geometric figures and the images, or mappings, of them that result from protection. Common 

examples of proiections are the shadows cast by opaque obiects, motion pictures, and maps 

of the Earth's surface 

10 Gottfried Semper. 'Uber die bleiernen Schleudergeschosse der Alien und zweckmassige 
Gestaltung der Wurfkorper im Allgemein'. (Frankfurt. 1859) 

I I Not to be achieved by mathematicians until 1872. 

12 Coloi and surface (which a s Aristotle remarked are two closely related words, chroia and 

chroma) bear witness to a pre-Euclidean polychrome geometry where surfaces could not been 

thought of without color 

13 This chronology of the development and relation of Geoffroy Saint Hilaire and Cuvier comes 

from Le Guyader. Herv£, Thrones et lustcireen biologie (Vnn, 1988) 

14 Description de deux singes d'Amenque. SOUS les noms d'ateles arachnoids et d'ateles marginntus" 

15 Le Guyader. Her ve. Theories el histoire en biologie (Vnn, 1988), 

16 l.aurencet and Meyrand's concept was lhat the layout 61 the organs ol a Cephalopod was 

analogous lo lhat o l a Vertebrata. thanks to a folding operation already suggested by the 

etymology of the word "Cephalo-pode." 

17 At the very time Semper was making visits at the Jardins des Plantes while studying architec 

ture m Paris 

18 "A common plan tor dorso ventral patterning in Biiateua". Nature. 1996. 

10 Le Guyader. Herve. Geollroy Samt Hilaire. Berlin. 1998 

20 Specifically, an inversion of power "k". relative to a pole O, is the transformation which 

associates to a point M the poMI Ml such a s O M ' O M I = k One immediately sees that 

I Every single point ot the plane has an inverse, except trom Ihe pole 0 whose 

inverse is rejected at infinity, 

? II Ml is the inverse of M. then rociprocally. M is the inverse ol M1 

3 The circle with center 0 and radius Vk remains invariant 

4 Any two points and their inverse constitute a quadrangle inscribed on a circle. 

5 This circle cut the invariant circle at right angle 

6 The quadrilateral of the quadrangle has one external vertex on the center ot the 

when M comes into the invariant circle while N keeps remaining outside. 

21 Monge. Gaspard. Comte De Peluse (t74f> 1818) French mathematician who developed the fields 
ol descriptive and analytical geometry. Both of which now lorm branches ol protective geometry. 

22 Joel Sakarovitch, Epures d architecture (Birkhauser, 1998) 

23 In mathematics, an umhihr. is a point on a curved surtace where all normal sections have the 

same curvature. In biology, an umbilic is the connection between the embryo and the mother 

through the umbilical cord. 

24 The mathematical definition ol homology is. if between two figures, composed ot points and 
straight lines, one can establish such a correspondence that couples of associated points 
are located on converging lines, those figures have a center of homology where the lines 
converge. It the correspondence is such that couples ot associated lines intersect m points 
located on the same line, this line is the axis ot the homology which transforms one figure 
into another 

25 Ren£ Just Hauy taught physics at the Ecole Normal at the same lime Monge taught geometry 

26 Gnomonics pertains to the measuring of time by means ct the protection of the sun - most 

commonly using a sundial. 

27 The first ol whom was Blaise Pascal , Indeed. Pascal should be given the right to share the 

paternity of pro|ective geometry 

28 Jurgis Baltrusaitis. *Les perspectives depraves." Part I. 

29 After Monge's codification of descriptive geometry in *795. in 1810 Bnanchon announced Ins 

astonishing principle of duality According to Bnanchon s principle, all theorems ot geometry 

have a "shadow" theorem, which can be deduced by simply exchanging the word "point" 

with "straight line", and the word "intersect" with "being aligned" In 1822 Poncelet published 

"Trade des propnetes proiecbves des figures." so it is no surprise that Sainte Hilaire thought of 

biology in terms of protective geometry, one of the hot topics among the scientific community 

at that time. 

30 von Staudt, Karl Geo.ge Chi istian (1789 1867), Pluker. Julius - (1801 1868), Klien. Felix -

(1849 1925) German mathematicians who contributed significantly to the development and 

solidification of projective geometry among other branches ol mathematics and physics 

31 Biography ol Cat I Fnednch Gauss by Ian Steward m Les Mathtmaticiens (Bei Im. 1996). 

32 "From the circle, the polygon, the rectangle 

33 Anaximandre (610 B C 545 B C ) Greek philosopher who developed a systematic philosophical 

view of the world based on the concept of the aperion, wh ch was the unified, and undif­

ferentiate state in which all things existed before they were separated into discernible entities. 

34 William Thomson, Lord Kelvin (1824 1907) proposed lhat different elements consisted of differ 

ent configurations of knots, or knotted vortices. Knot theory led many scientists to believe 

that they could understand Ihe chemical elements by studying different types of knots and 

thus this led to a completely new field ol study in math A knot is defined as a closed 

35 Projective geometry appears tightly connected to biology since the very beginning of its 

theonzation. At the lime Desargues was writing, biology was essentially botany, hence the 

vegetal nature of the terms projective geometry borrows from natural science. At the time 

of its rediscovery by Monge, Poncelet and Bnanchon. biology began focusing on the animal 

reign. But this time, Ihe direction ol the borrowing seems lo have gone mainly Ihe other way 

round from geometry towards biology 

36 Even more surprisingly, those properties are kept invariant when the polygons happen to be 

crossed, or degenerated. Degeneration >s another key concept of projective geometry that 

37 Meneiaus aiso initiated spheric trigonometry, which would provide one of the Euclidean 



B E R N A R D C A C H E A N D P A T R I C K B E A U C E 

T r a n s l a t i o n f rom S p a n i s h by J O R G E Z A I ' A T A 

The de I'Orme Pavilion iA the product of a design and fabrication Atudio 

taught by Bernard Cache and Patrick Beauce at the L'EAcola Superior 

d'Arquitectura of the UniuerAitat Jnternacional de Catalunya in Barcelona, 

Spain. The Atudio WOA an exercise in utilizing the basic operations of a 

numerically controlled machine for full-Acale production of an architectural 

object OA well OA an attempt to push the lirnitA of the new Auite of software 

and machinery that have become increasingly available to architects. 

Digital de FOrme 

i 
m 1 



w 

1 

• 

• mm. 
I 9m mi m m * i 

• 

•I 

••• 



90 / WAGNER 

G E O R G E W A G N E R 

ultras 

r. 
: " 

•' 

1 



T H E P R E M I S E 

The instrumental vision of the modernist architect seems to have panned easily from the piece of 
furniture to the design of the city, and to have done so by subjecting diverse scales to the binding 
operations of aesthetic unity. This unity came at the price of the autonomy of the individual design 
disciplines, which were silenced by the ambitions and economic imperatives of larger orchestra 
tions. This paper reflects broadly on the subject of textiles, the body, furniture, and buildings in 
postwar North America. At a moment of material invention and spatial expansion, the dialectical 
possiblitiesof architecture's constituent elements were overwhelmed by a broad complicity. A s a 
result, the enveloping continuity of the whole and its governing surfaces subsumed and reflgured 
the parts. My speculations begin with a discussion of materials but ultimately grounds itself in the 
social culture of postwar North America, in the animated |OStlings between rebellion and freedom, 
institutional deliberation and bodily improvisation. 

B E T W E E N T H E W A I S T A N D T H E F L O O R 

In 1958, articulating motives for the design of his pedestal furniture. Eero Saannen wrote: 
/ wanted to clear up the slum of legs. 

Pondering this remark forty-four years later, I find it notable that the space under the dining table 
would be described using the physical and social context of the decaying postwar American city. 
But alter the war, social issues and the domestic realm were frequently viewed together, just as 
the resettlement of the U.S. m the form ot rampant suburbanization was an attempt to increase 
the physical distance between the two. 

Saannen's slum the discordant collection ot table and chair legs was to be erased and 
the domestic landscape renewed with the elegant white cast-aluminum bases of his pedestal fur­
niture. In nine words. Saannen pans from city to interior, describing :he broad scope of engage­
ment in his practice of architecture. The form of the city is invoked to criticize the formal disunity 
of the dining set. 

At least as interesting as the analogies Saannen was drawing, is that he was looking: at the 
space under a table surrounded by chairs. It's not hard to imagine him as a child, sitting on the floor, 
cross-legged under the table, taking m the squalor, or [perhaps, as an adult, with greater detach­
ment and a taciturn gaze, regarding the havoc from a comfortable chair across the room. But that 
space, between table top and floor, waist and foot, is a charged zone of ergonomic action m the 
human body, and that action is projected onto the inhabitation of builcings, where (it must accom­
modate and support multiple body postures and their functional needs. 



Historically the wainscot demarcated the space ot the body in the room. But the wainscot 
was merely a veneer applied to the wall m a building composed of planar sur faces. In an architec­
ture that engaged monolithic materials for the purpose of generating plastic space and form (as 
Saannen 's became), another, more radical and discontinuous method was necessary. 

Some of Saannen's most innovative buildings fused floor and program, furniture and field 
- inflecting the floor itself to model a dynamic landscape for the body. Banishing furniture and 
its clutter, Saar inen designed conversation pits, as at the Noyes House ot Vassar College, carv­
ing seating from the depth of the floor. At a larger scale, the continuous and organically-modeled 
ground sur face of the TWA terminal further reflects a conception of the floor as more than inert 
sur face, but as a domain actively inflecting to the project's functional and aesthetic dimensions. 

Eero Saarinen came by this concentration on floor and furniture honestly, His father Eliel 
had been the Michelangelo of carpet, allowing it to transgress its place on the floor and actively 
mediate between horizontal and vertical. At Hvittrask. the elder Saarinen fixed a traditionally-
patterned carpet to the wall, which allowed it to fall over a bench and onto the floor, serving as 
backrest, seat and floor covering. This carpet was not used, as carpets had been historically, as a 
unit of measure that figured and defined the space of the room, but as a textile that engaged and 
defined a localized space of the body and the zones of its tacti le encounter. The rugs marked the 
body's posture in the room as it mediated between three different spatial zones. 

O R I G I N S : B U I L D I N G S . T E X T I L E S , B O D I E S 

Eliel Saannen 's grafting of the carpet between wall and floor allows us to see some of the pro­
vocative issues of textiles and architecture after the war. Because he used the carpets with the 
sensibility of a collagist. they animated the room because he brought his own intentions to bear 

against the authority of an authentic artifact. The carpets he used were 
traditional and handcrafted, and the signif icance of their unconventional 
position was registered through the conventions of their form. 

Made by hand, knot­
ted carpets have been 
venerated as folk arti­
fac ts that coniure and reflect the body through their crafting, pattern, pile and position. Their indi­
viduality is sufficient to suggest the muted presence of a narrative of their creation. The patterns 
of these carpets are discrete and individual. They bind space and give it scale, even as they declare 
their own formal autonomy. 

Gottfried Semper theorized textiles in general, and wickerwork and carpets in particular, as 
important material ar t i facts - or motives - through which we can comprehend the origins of archi­
tecture, Semper hoped that this journey back to an elemental understanding of building materials 
and logics of fabrication would foster the preservation of meaning and continuity in architectural 
design. His writing did not focus on the carpets' appearance or pattern, but on the incremental 
technique of their fabrication - the knot, and the role it played in scenarios describing the evolution 
of prehistoric building. His was a way of figuring architecture that fuses decoration, structural 
forces, spatial dimension and human presence, His theories polarized the material distinctions 
between frame and wall, mass and space, seen and unseen, and imagined architectural origins in 
the gentle craft ot textiles. 

Hanging carpets remained the true wall, the visible boundaries ol space. The oiten solid walls behind 

them were necessary for reasons that had nothing to do with the creation of space; they were needed 

for security, for supporting a load, for their permanence and soon... Even where building solid walls 

became necessary, the latter were only the inner, invisible structure behind the true and legitimate 

representatives of the wall, the colorful woven textiles. -



In the most sophisticated version of this scenario, the building's perceived reality and essen­

tial spatial unit are defined by the carpet. Other realities are unseen and buried within, behind 

the textile surface, perhaps inside the wall. Conceiving the origins of architecture through textiles 

did not offer a holistic model for architectural theonzation, but did otter one that was necessari ly 

complex and discursive in the relation of the parts. While Semper's writing implied the perceptual 

immediacy of the spatial liner before the hidden facts of structure, in ThePrmcipleof Cladding (1898). 

Adolf Loos recognized of the dif ferences between the two as driving the architectural process. 

Carpels are warm and livable... But you cannot build a house out ol carpets. Both the carpet on the 

floor and the tapestry on the wall require a structural frame to hold them in the correct place. To invent 

this frame is the architect 's second task.' 

Loos' reading of Semper did not attempt to imbue an ethical reat ion between wall covering 
and building structure: it is not an argument for articulation, or an ethical orchestration of parts. 
He wanted to theorize the sur face itself, the covering, which he called "the oldest architectural 
detail." For him, the detail is not a point of connection or inflection, but a continuous veneer more 
a mask than a joint. 

The ultimate strategy for manipulating this sur face and the space to which it gives life, is 
described by Loos: 

But the artist, the architect, first senses the effect that he intends to realize ...He senses the effect 

that he wishes to exert upon the spectator... These effects are produced by both material and the form 

of the space:' 

Loos offers a way of conceiving architecture unburdened from responsibilities of ethical expres­
sion, from the belief that the rhetorical articulation of the material facts of building somehow he 
within the territory ot honesty or truth, The celebrated corner of Schinkel 's Al tes Museum proj­
ects onto the surface a description of the building's internal parts and juxtaposes them against 
the Figure of the monolithic whole. Loos suggests it is neither the responsibility nor the duty of 
the architect to bring to the sur face the elements that reside privately within the deep space 
of architecture. 

Schinkel 's lucid reasoning and the clarity with which he hybncized building morphologies 
never impeded but only heightened his skil ls in scenography and creating effect. These were his 
other avocations. His tented room at Charlottenhof (1826 33) used stretched and hung fabric to 
devise a purely local space suspended from the architectural motives Df the building that encased 
it. Its atmospheric reverie invokes a realm beyond thevil la, to the suggestion of a Roman campaign 
tent. It is the isolated world of monolithic and indulgent decoration, unlike the analytic and histori-
cizing theory of Semper. 

D O M E S T I C S P A C E A N D I N T R O S P E C T I O N : D E T A C H E D A N D S U S P E N D E D 

The detached reveries of Schinkel 's tent room suggest most clearly the role that textiles came to 
play m the second half of the twentieth century: producing a purely local reality in a space with 
a continuous surface, eminently spatial and inwardly focused - a space for mental reflection and 
bodily suspension. In the 1970s. Vogue published a number of tented rooms as part of its monthly 
review of glamorous domesticity. The rooms are like boudoirs, and celebrate the possibility of an 
enclosed, bodily suspension from time and place. The character of these rooms is nothing like 
the images or sensibilit ies circulating through popular culture, the high arts, or the other pages of 
Vogue. They present their occupants in isolation from the world. 

The decorator Billy Baldwin produced comparably detached interiors for his clients in New 
York. The element of separation from the world was the very commodity these spaces offered. The 

10-13 



means employed to produce these ef fects were always similar: the room's interior sur face was 
treated as continuous, and fabric, mirror or canvas (when paintings were used) were applied. Bald­
win described Diana Vreeland's salon as "a garden in hell.'" The bathroom of Mrs. Harding Law­
rence (the advertising executive Mary Wells) was a hall of mirrors that surrealist ically captured the 
movement of the city in an intimate space. "The only passers-by are birds, she bathes in full view 
of the elements; lying back in her tub, she can look up in the mirrored ceiling and watch reflections 
of barges on the river and the traffic roaring fourteen floors below."" 

The wal ls and ceiling of Baldwin's bedroom for Si Newhouse were covered in brown velvet, 
"a cave."' The floor was taupe wall-to-wall carpeting. Paintings by Morris Louis and Mark Rothko 
on adjacent wal ls spanned from floor to ceiling, so that the architectural space of the room was 
subsumed by the pictorial space of the pictures. A print by Barnett Newman hung beside the Louis. 
The intenority of the room's soft enclosure found its visual foil in the two color field paintings in 
which the depth was as hermetic as the paintings were introspective. Clement Greenberg called 
this depth "color-space."" Greenberg admired another aspect of the spatiahty of color field paint­
ing, calling it "openness." 

Yet the ultimate effect sought is one of more than chromatic intensity; it is rather one of an almost 

literal openness that embraces and absorbs color in the act of being created by it. Openness, and not 

only in painting, is the quality that seems most to exhilarate the attuned eye of our time.'' 

T H E SCIENCE O F ULTRASUEDE^ 
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From an architectural standpoint (and it seems clear that Green­
berg hoped that the relevance of his term would extend beyond paint­
ing), this openness is abstract, referring as it does to mere paint 
on canvas. The paintings in question, a Newman or a Rothko, are leg­
ible as metaphors for space because of their relative blankness. And 
while Greenberg wrote of chromatic intensity, the openness of color 
field painting is more a product of chromatic restraint than intensity. 
Openness and its spatial implications are derived more from the field 
than from the image, and more from monochromatic subtlety than from 
chromatic intensity."1 

Anim. ,1 S I M !. 

The openness that Greenberg found can realist ically be described in terms of enclosure, infe­
riority and delimitation. With even greater conviction. Barnett Newman described the perceived 
opening of his paintings in their projection of a two-dimensional spatiality. Newman saw inside his 
work a "space-dome" and hoped that the viewer would "feel the vertical domelike vaults encom­
pass him to awaken an awareness of his being alive in the sensation of complete space. " " He 
described without irony the architectural space of the room that held his painting as both "chaotic 
and empty." The space-dome of his painting "should make one f e e l . . . full and alive in a spatial 
dome of 180 degrees going in all four directions. This is the only real sensation of space.'"-

The content of paintings mattered to Barnett Newman. Most paintings, he said, are full of 
"object matter", a term borrowed from Meyer Schapiro. which can be applied either to the narra­
tive subject matter of realist painting or to the emergent forms of the abstract; it is clutter either 
way. What Newman wanted to avoid he called the anecdotal and the episodic. Both terms seem to 
imply the presence of the narrative, the verbal, and the temporal. Its seems clear that the enemy for 
Newman was the presence within the work of a specificity that might inhibit the spatial expanse. 

"Instead of working with the remnants of space. I work with the whole space." Ultimately. Newman's 
insistence on the visual perception of this imagined space (and against talking), might offer "its 
assertion of freedom, its denial of dogmatic principles, its repudiation of all dogmatic life." 1 3 
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But what is of interest is the impulse to read pictorial blankness as space, and the possibil 
ity that the motive to do so might have corollaries in other disciplines, as Greenberg suggested. 
Certainly the Newhouse bedroom, with its textile surfaces and large canvasses was an attempt 
to conflate the space of architecture and painting - and to do so through the treatment of the 
room's surface. It could be that tins openness required of architects a recalibration of the relation 
between buildings and their furnishings, with the result that The space of the building absorbed 
the furniture and the accessories of daily life - just as the openness of color field painting soaked 
up color according to Greenberg. 

This absorption ol furniture into architecture initiated a new rormal economy, While previ­
ously architecture and furniture had mirrored each other, each with its own discourse and formal 
vocabulary, these new interiors erased furniture, and replaced it with an inflection between a 
reprogrammed architectural shell and its object throbbing space. Paul Rudolph made referred to 
this energy, identifying the presence of "spatial velocity." the visible and generative force "escaping 
from the room."1,1 

The North Christian Community Church (1959-63) was designed by Eero Saarinen for the 
new postwar suburbs of Columbus. Indiana where his father had completed the First Christian 
Church m 1942. The interior of Eliel Saannen's church is stark white and lit by a large concealed 
window flanking the altar. 

Eero Saannen's church is a sort of space dome, caught between a molded floor and an 
inflected roof, two shells m tension, pulled away so that they never touch. Religious iconography 
has been minimized, reduced in scale and made discreet, no larger than a body. The space is full of 
little but light, dim and wavering, filtering down through a baffled ocuiusand washing up under the 
eaves across the soft, porous plaster. As little as a passing cloud can produce tremulous modula­
tions. The ceiling reads like canvas that absorbs all the light and reflects all the color. The interior 
is monolithic, monochromatic and very subtle. 

U B I Q U I T O U S T E X T I L E S A N D F R E E B O D I E S 

This paper examines some aspects of the dynamic 
relations between architecture and textiles, and 
totocus those musings on the thirty years that fol­
lowed the Second World War.The war effort itself 
had induced an era of material innovation, as nat 
ural resources became more difficult to obtain 
and expensive to use. Among the effects of the 
unprecedented economic and spatial expansion 
that followed m North America were numerous 
innovations in production that revolutionized tex­
tiles and carpeting, the scale at which they could 
be deployed, and the boundaries and thresholds 
of their use. 

Government programs, new wealth, and 
entrenched social divisions revised urban pat 
terns. The form ot institutional and commercial buildings changed m response to decentralized 
regional expansion and the resulting transportation imperatives. New precincts of standardized 
single-family housing emerged, capturing vast markets. 

At the same time as the physical landscape was being remade, the social fabric of North 
America also approached fundamental transformation. Political dissent, racial conflict, and the 
struggles for gender parity and against sexual oppression, caused a most every assumed ortho­
doxy of social behavior to be challenged and reexamined. This had enormous impact on attitudes 
towards the built environment, from the ease with which the historical city was "renewed" to the 
way in which the posture and presence of the human body were anticipated by form and material. 

What catalyzed these phenomena most completely was unprecedented experimentation in 
the arena of human f reedoms.This emergence and f et ishizat ion of the free self must be understood 
against the burgeoning markets of the postwar capitalist economy and the deliberate consolidation 
of the myths ot freedom with the repetitive exhortations of a media fee consumer culture. 

The cult of the free and empowered individual allows each person to realize his potential as a 
consumer. Around this principle the maximization of consumption the new "urban" landscape 
was engineered. That engineering extended into the cultivation of daily life as a series of micro 
sites onto which the empowering negotiat ions of choice and product could be projected. Freedom 
became a market strategy. 



In the 1960s and 70s, the idea of the self as an individuated increment of freedom took on new 
forms. Identity was refined and cult ivated internally through psychological interpretation, sexual 
politics, alternative religions, drugs and self-help regimes.' ' This new self appeared outwardly as 
a visible artifact in the public landscape, available to represent affiliations and sympathies. Sarto­
rial freedom became a point of leverage that allowed an individual to proiect identity as a demon­
stration of political alignment. 

Posture - how we stand and sit, figuring our bodies interaction and response to the physical 
and social world - is another demonstration of individual alignment."5 Just as furniture dictates 
posture, and so f igures propriety, individuals can determine their posture as a reaction to the 
already-figured, ergonomically-fixed expectation of building and furniture. These are the battles 
of adolescent identity and independence, between parent and child and the battles move freely 
from the public to the private realm. Posture is portable, figured as much by the real forms that 
anticipate our interaction as by the abstract ones - the attitudes and auras we wish to project. 

Even as individual identity was being cult ivated in various strains of non-conformism. archi­
tectural spaces were often becoming more generalized anc neutral. Readymade "shells," Eero 
Saannen called them: 

Usually the problem of interior design is limited. It begins within the existing framework of an office, 

apartment, or ready made house. The shells of these living and working units have to answer the 

needs of hundreds of thousands of people. They have become completely anonymous shells. And 

thank God this is so! It is when they stray from strict impersonality - and try to anticipate some per­

sonal idiosyncrasy by mass producing some kind of fancy door-moulding or mantelpiece - that these 

living and working shells for a mass market fail both practically and esthetically. Likewise, furniture 

has moved... into a mass-production era, and so to a greater or lesser degree, have other items of 

the interior. The result is that the major equipment or furnishings of the interior have an impersonal 

character, As with the architectural shells, it is essential, in fact, that a mass-produced item must 

have this impersonal character." 

The impersonality that Saannen espouses 
was often rendered by monolithic and monochro­
matic sur faces. Of course, the concrete of the 
shell was one. Textiles were others. Textiles are a 
provocative agent of industrial progress in a con­
sumer culture. Their presence nearly always indi­
cates the tactile intervention of the human body. 
Unlike most commercial products, they are not 
discrete, but necessari ly continuous, anonymous 
in their ubiquity. 

A s an element that could provide spatial continuity and render the inconsequential even and 
continuous, carpeting was rivaled only by paint. Carpet could extend through the building, and like 
the kudzu vine in the Southern forest, neutralize and subsume everything in its path. Carpet, con­
crete, gypsum board and paint were all that were needed to render physical the desired anonymity. 

U L T R A S U E D E A N D D E N I M 

Since the technological advances of the mid-nineteenth century, modern materials have been 
seen as significant representations of cultural progress and have frequently been engaged to 
serve nationalist ends. The historian Jeffrey Schnapp. in his essay "The Fabric of Modern Times" 
has chronicled the way m which the Futurists in Italy celebrated rayon in songs and poems, infus­
ing the fabric with powers that allowed it to become "a site for elaborating a complex physics and 
metaphysics of sovere ignty . "Mannet t i wrote poems entitled "The Poem of the Milk Dress" and 

"The Poem of the Viscose Tower." The Fasc is ts built a new town in Fnuli around a rayon mill and 
named it Ton viscose. Speaking generally, Schnapp states that: 

modern materials emerge as autonomous forces within an overarching modernist prosopopoeia. 

Beyond even their symbolic import, they become protagonists and heroes endowed with powers of 

agency and moral value, capable of sharing m the particular and universal attributes of human sub­

jects and/or serving as prosthetic extensions of humanity.18 

Schnapp's observations are particularly relevant when appiied to North Amer ica in the decades 

following the Second World War, an era marked by innovations in manufacturing and rapid social 

change. Textiles became the tangible interface among industrial progress, politicized ideas about 
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the body, and the public exercise and display ol free will. Popular taste and the fashion industry 

often transform textiles into a mass-marketed medium, a veneer connected to the propulsion of 

advertising and entertainment An aggressively-marketed fabric can become a form of wrapping 

that does not contain signs even as it manages to be one. 

Beginning in the 1960s, denim was a highly visible textile, a throwback that catalyzed social 

movements. Kennedy Fraser's essay of 1973. "Denim and the New Conservatives," articulates 

the irony of denim, the ubiquitous textile which, appropriated from the world of labor, came first 

to represent social change in the 1960s, and later, the commercialization of fashion. 

Theorists of blue jeans m the sixties claimed that one's individuality was made more apparent when 

it was contrasted with the sameness of denim, and that the malleable clay of blue jeans brought out 

the touching differences in human bodies. 

i 
By recognizing denim's monochromatic emptiness as "malleable clay." Fraser lucidly des­

cr ibes how its sameness can be used to qualify and make visible the differences between bodies. 
Her perception is nol unlike Saannen 's dictum "that a mass-produced item must have an imper­
sonal character." The suggestion is of a rhetorical energy between sameness/impersonality and 
the dynamics of individuality. One frames the other, and renders vis ble differences of form and 
identity. Freedom and personal expression are relative. 

Fraser goes further and drolly places denim in a category of architectural materials like 
"wicker, chromium, bare wood, brick and Lucite. 1"" that made up the venerated palette of sur faces 
of the era. While there definitely is some taste-bashing going on here, she parenthetically adds: 

"Perhaps this unthinking veneration of sur faces and substances is related to the use of drugs." 2 2 

The cynical aside elegantly poses the conundrum of personal expression in a mass culture. 
Drugged or sober, free or conformist, the world of sur faces and reification always faci l i tates the 
identification of alignments in industrial society, Products are 
products, issued without ideology. Taken up by groups, they 
acquire a representational veneer, 

Fraser 's discussion identifies two "elites" wearing blue 
jeans, and in doing so, posits how one material can be employed 
to serve differing values. 

The prst group consists broadly, of the middle-aged, the middle 

class, and those who are still in revolt against the old sartorial 

rules but continue to be concerned with the way they dress. 

The second, and more exquisitely fashionable group is slightly 

younger, though well out of its teens (the very young have no impact on fashion any more), and its 

members long ago turned their backs on the idea of "fashionable" clothes, The prst group continues 

to move vaguely toward self-expression; the second, and more evolved, group is in retreat from the 

flamboyance it courted some years ago. The first seeks out denim under the illusion that denim 

brings freedom, the second, more self conscious, adopts denim precisely for the its uniformity and 

as a purge.1 

Coexisting between these groups are motivations for both freedom and uniformity, and the 
sense that these needs can be expressed through fabric. Freedom, at a sartorial level at least, sug­
gests a release from I he conventions of formal dress, from its physical constraints and c lass refer­
ences - emancipation for the body. Uniformity of dress offers an erasure of an elemental discourse 
of parts. Parts are replaced with a monotony of form, one that refers to social pretension and posi­
tion within a standardized structure, and then does no more. 

Speaking in Vogue, the designer Halston saw monotony coming: 



/ don't like the idea, but I think people will dress more and more alike because there will be less and 

less opportunity for individuality. And this is because there will be fewer natural fabrics that one can 

choose from.-* 

Halston was the champion of ultrasuede, a synthetic fabric that acquired fame because he 
used it to make a shirt dress in 1972, model number 704, which sold 78,000 units at prices from 
$185 to $360. Halston, whose stated ambition was to "clean up fashion." was frequently quoted 
as saying, "less is more." In the popular press he was often called fashion's first minimalist." 

Ultrasuede is a brand name, patented in 1971 by a Japanese company. Toray Industries. It is 
60 percent polyester and 40 percent polyurethane. This non-woven fiber is extremely strong and 
durable and was originally used for upholstery and wall covering. In the 1970s ultrasuede was the 
fabric of the future - a sort of anti-denim. It was the only fabric one needed. Ultrasuede is both 
cool in warm weather and warm in cool weather. Its virtues are practical: 

// is the first product to offer the rich aesthetics of suede with benefits no animal product could offer. 

Ultrasuede is soft, supple, and sensuous to the touch. Yet it is also resistant to stains and discolor­

ation. It is even machine washable, and never needs ironing. '" 

Its commercial allure was supported by the promise of technology to produce a material both 
eminently practical and immediately sensual. As a prestigious fabric, ultrasuede was unusual. No 
logo was required, since the fabric itself was the logo. 

Unlike denim, ultrasuede had no affiliation with the counter-culture, but it was also easily 
adopted as a uniform by Halston's affluent customers. Halston's ultrasuede designs became the 
garments that confirmed social class and economic position, but remained casual and discreet. 
Model number 704, the shirt-dress, is purely typological (a shirt long enough to be a dress), but 
its invention is based upon the soft and neutral continuity of the fabric. The relative thickness 
of the fabric demanded simplicity of cut to minimize heavy seams, and precluded the use of 
either linings or interfacing. 

Ultrasuede is always made in solid colors and so guarantees a monochromatic appearance. 
The body was typically concealed in Halston's designs. Sensuality was conferred not in making 
the body visible, but through the qualities of the fabric, which became a kind of sensual layer, 
draped between the wearer and the world, equally available to both sides. Suede is, after all, a 
second skin. 
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Ultrasuede was used by Halston as a fetish product and the luxury of the material was coun-
terposed by the simplicity of the garment's tailoring: it was monochromatic, recessive and under­
stated and its classic color was beige. While the elegance of his designs was often reinforced by 
the quality and sensuality of the fabrics he used, Halston's clothes were often neutral and appropri­
ate. Over the years he designed numerous official uniforms in ultrasuede: for Branif f Airlines, for 
the Girl Scouts, for the 1976 Olympics, and for Avis Car Rental.-7 

Halston lived in a house in New York on East 63rd Street originally designed by Paul Rudolph 
and constructed for the real estate attorney Alexander Hirsch in 1966. The tall central living 
spaces of the house were furnished in monochromatic shades of dark gray fabric, which unified 
carpets and built in seating banquettes in a continuous and low landscape.The subdued and mini­
mal continuity of the room was broken by the rare flash of color: Halston's bright red socks, a vase 
of orchids, the white caftan of his barefoot valet. 

Another practitioner whose work was described as minimalist in the 1970s was the interior 
designer Joe D'Urso. Like Halston. he experimented with textiles. D'Urso's interiors were notable 
for their restraint; he used both furniture and color minimally. He configured the space through 
the installation of low platforms covered in dark gray industrial carpet.^The effect, |uxtaposed 
against high-gloss white walls, was to produce a continuous and abstract landscape which did not 



dictate or reveal the exact nature or posture ot preferred h u m a n interact ion. D*Urso 's residential 

pro iec ts were often s i ted m a n o n y m o u s resident ia l buildings or the raw s p a c e of loft c o n v e r s i o n s . 

T h e s e condi t ions prompted him to quest ion c o n s t r u c t i o n s ot speci f ic i ty and interact ion. 

Most interior design today is based on a kind of lake individuality in which the designer seeks to 

interpret his client s personality. I leel that what space is really all about is mcompletion - unlike a 

drawing, say, where if you take a sheet of paper you 're responsible, in a sense, for its completion. But 

a designer is not a fine artist. What I attempt to do is simply to equalize all the elements m a space. I 

don 7 want my work to look spontaneous. Rather I try to create firm, clear backgrounds for my clients. 

They are then responsible for giving them life. '' 

D ' U r s o purposely indulged the ability of carpe t to e r a s e speci f ic i ty from the s p a c e , and to 

re locate the quest ion of the body's appropriate position and engagement . T h e s e abs t rac t ions are 

motivated to st imulate the will of the cl ients, to solicit interaction, to figure their f reedom to choose . 

Both D"Urso and Ha ls ton were au teurs on the edge of the l ifestyle revolution. A n d yet the 

sort of a u r a their work m a n u f a c t u r e d w a s not a product of e x c e s s , but ins tead the mute al lure of 

mater ia ls engaging bodies. They employed abs t rac t ion to prompt engagement . 

C A R P E T I S A V E R B 

Following the S e c o n d World War. the cos t ef f ic iency, supply stabil ity and p e r f o r m a n c e char­

a c t e r i s t i c s of m a n - m a d e f ibers contr ibuted to a s teady reduct ion in broadloom carpet pr ices . 

T h e first viable rep lacement for wool w a s nylon, introduced in carpet manufac tu re in 1947. 

W h e r e a s wool w a s primarily imported, nylon 

could be produced domest ical ly , thereby ensur­

ing a s tab le supply. Availability, along with low 

cost , res i l ience and brilliant colors , contr ibuted 

to the rapid a c c e p t a n c e of nylon in the market­

p lace . By the late 1950s, it had s e c u r e d the posi­

tion a s the s e c o n d most popular carpet mate­

rial in the industry, e x c e e d e d only by wool, ther 

synthe t ic f ibers further a c c e l e r a t e d the erosion 

of wool 's market share . A c r y l i c , introduced In 

1955, s imulated wool's texture and a p p e a r a n c e 

with greater economy and durability. Olef in, or 

polypropylene, of fered durable, color fast . and e a s ­

i ly-c leaned f ibers that could be u s e d both indoors 

and out. o lyester 's a d v a n t a g e s included a luxuri­

ous , soft texture and s ta in res is tance . Nylon is 

now the dominant synthet ic carpet fiber with a 

market s h a r e of 60 70 percent of pile f ibers u s e d 

m the us. S y n t h e t i c s a s a whole make up 97 per­

cent of all c a r p e t s produced in the Uni ted S t a t e s . 

The proliferation of ca rpe t ing fol lowing the war w a s signi f icant ly enabled by the rapid m e c h ­

anizat ion of the industry and the development of increasingly efficient production techn iques . 

Carpet mills turned to a p r o c e s s developed in 1946 that s t e m m e d from the production of candlewick 

bed covers . In this p r o c e s s (tufting) a needle p r e s s e s looped f ibers (tufts) through a backing fabric. 

Its main advantage is that it e l iminates the compl ica ted techniques required for the production of 

woven carpet ing. Not only is it simpler and faster, but a lso the operating personnel require m u c h l e s s 

training. With their lower production c o s t s , tufted carpet ing rapidly c a m e to dominate the industry 

in the US. Its market share grew from 9 percent in 1951 to 42 percent in 1956 to 72 percent in 1961. By 

1971 tufted c a r p e t s amounted to over 90 percent of the total yardage ot all types of ca rpe ts . 

S u b s e q u e n t deve lopments w e r e not nearly a s revolutionary and d d not go m u c h far ther than 

a c c e l e r a t i n g or expanding production capaci ty . T h e first var ia t ions on the tufting p r o c e s s widened 

the m a c h i n e s or added more rows of need les . Following these, sophis t icated patterning and dyeing 

a t t a c h m e n t s were introduced that broadened the s c o p e of design possibil i t ies, including the produc­

tion of l andscaped carpe ts , or multi level pile c a r p e l s , wh ich are achieved through several methods. 

O n e method u s e s g e a r s of different s i z e s that determine the stroke of the needle and therefore the 

length of the pile. Another c h a n g e s the s p e e d of the yarn being fed into the machine . W h e n the yarn 

is introduced at a lower speed , the piles will be shorter b e c a u s e s o m e of the yarn is pulled or robbed 
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from the previous tuft. The final significant development was the honesty machine. This employs a 
pneumatic insertion of tufts as a stream of compressed air is shot through a hollow needle to punch 
the yarn through the backing fabric. Production was increased significantly by the removal of the 
mechanical needle.* 

D O M E S T I C A T I N G R A W S P A C E , U N I F Y I N G D I S P A R I T Y 

In the postwar years, there was abundant building in North America. Builders produced houses as 
if they were breeding rabbits and the houses became test sites for the latest materials and appli­
ances. The varied types of the new carpeting allowed the floor to become an arena of expression, 
sometimes acquiring the quality of mottled landscape, coherent enough to hold together random 
distributions of furniture and rooms while inviting children to sprawl out before the low cabinet 
that held the television. 

In high design, carpeted platforms appeared in domestic interiors of downtown lofts, and 
sometimes even suburban boxes. The continuous monochromatic carpets displaced furniture and 
history, with the promise of a spontaneous life unhampered by regularized enclosure, good pos­
ture or dust bunnies. The new domestic landscape seemed to encourage conviviality and improvi­
sation. Carpet unified the space, and gave the interior coherence and presence enough to rival the 

objectified identity of the single-family house. 
Urban patterns changed, away from 

the dense center of the nineteenth century, 
towards a galactic regional urbanity strung 
across the landscape it consumed. Victor Gru-
en's Fort Worth Plan attempted to weave 
together the central city through the construc­
tion of underground service tunnels.The dispar­
ity of the city and its parts was to be given the 
continuous private infrastructure of a building. 

Similarly, the urban web theories fostered 
by the members of Team 10 proposed a sort of soft, expansive tissue to hold together the dynamic 
elements of building and city. The web proposals intentionally abstracted architectural and urban 
planning orthodoxy, refusing the visualized representational dimensions of objectification in favor 
of a continuous spatial network. Berlin Free University, built by Team 10 members Candilis Josic 
and Woods, elevated carpeting and its color to demarcate location and address, a device common 
m an era that professionalized way-finding.'' 

As the size of institutional programs 
increased, and the megastructure emerged, car­
peting became the inevitable interior finish of 
choice. The increased availability of carpeting 
transformed the nature of its use, replacing other 
materials fastened to the building in more inte­
gral ways, like wood, masonry, or linoleum. Both 
monolithic and friendly in its anticipation of the 
body, carpeting did not hinder the inherently abstract and schematic nature of large-scale building 
projects. It generalized space and prevented the development of an articulated specificity. 

Companies such as Forms and Surfaces of California, marketed feature elements such as 
tile veneers, planters and grills which offered specificity to vast and undifferentiated spatial fields. 
Furniture companies produced sectional seating units that could expand to thirty units or contract 
to five, depending on the particular needs and general configuration of its placement. 

Large megastructural projects, typified m North America by the work of Paul Rudolph 
(Southeastern Massachusetts University 1966-76) and Arthur Erickson (Lethbridge University 
1972. Simon Fraser University 1965). represented the advent of large public commissions. These 
projects, produced by legislative initiative, organized mammoth square footage of raw space on iso­
lated non-sites- reclaimed farmland, badland ravines and forested mountamtops. 

While the site and architectural strategies of Erickson and Rudolph were different, both 
architects used carpet to soften the texture of concrete. Carpet was the only material that could 
mediate between the extent of the space and the position of a body. Rudolph configured his site 
plans and buildings into a contorted particularity, echoed by the corduroy finish of hammered con­
crete. Erickson strove to do much less, to reduce the building's aura to the specifics of a landscape 
situation, and let abstraction follow. 

In the megastructures of both architects, carpeting is used as a veneer of semantic erasure. 
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s i lenc ing the par ts in d e f e r e n c e to the work 's larger g e s t u r e s . M e s m e r i z e d by the toxic brew of 

geometry in the s e r v i c e of p a s s i o n a t e art istry. Rudolph 's interiors are reduced to corduroy c o n ­

cre te wa l ls and orange c a r p e t cover ing f loors and b e n c h e s . E r i c k s o n w a s seemingly l e s s af ra id of 

the building's vas t e x p a n s e of banality. Lethbridge Univers i ty is all s i tuat ion, bridging a ravine a s 

might a d a m or large log.' T h e long, seemingly e n d l e s s , cent ra l c o n c o u r s e of the monochromat ic 

interior is punctuated by unar t icu la ted c a r p e t e d sea t ing p la t forms ' T h e tact that the whole of 

the building, s e e m s more important than a part s u g g e s t s v ir tues Donald Judd a s c r i b e d to a r t w o r k s 

in his ear ly descr ipt ion of minimal art: 

It isn't necessary for a work to have a lot of things to look at, to compare, to analyze one by one, to 

contemplate. The thing as whole, its quality as a whole, is what is interesting. The mam things are 

alone and are more intense clear and powerful. They are not diluted by an inherited format, variations 

of a form, mild contrasts and connecting parts and areas. European art had to represent a space and 

its content as well as have sufficient unity and aesthetic interest.M 

O n e cou ld argue that the m u t e n e s s of these p lat forms that s e e m to 

betray no ant ic ipat ion o< an engagement with the human body b e s i d e s the 

fact they are covered in carpet , is a ca l l to passers -by . They may be like a 

request , for i n s t a n c e , that they make someth ing of th is a b s e n c e and impro­

v ise a use , a posture, a n engagement with their body, that they respond to 

this s i l e n c e by f iguring their own f reedom, mobility or collectivity. A l terna­

tively, another argument might posit that real a rch i tec ture cannot be made 

at th is magnitude, in this abbreviated t ime frame, with s u c h s c h e m a t i c , 

ult imately bureaucra t ic p rograms that kill the city while making s impl is t ic 

s p a c e out of s impl i f ied form. T h e a r g u m e n t s , of c o u r s e , have all been made. 

But one h a s to ask, all these y e a r s later, what it m e a n s to make furniture 

endure like a rch i tec ture , and whether , like the s h e e t s on a bed or a dirty 

sl ipcover, the c a r p e t s have been c h a n g e d yet. 

"1 
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M I C H A E L S T A N T O N 

The Good, the Bad 
and the Ugly: 
Urbanism and Intention 

Moreover, Aince architecture enter* directly into everyday life 

(for example, through itA extra-artiAtic functionality), it ere ate A 

a permanent bond that provideA a firm critical baAe from which 

to paAA judgment upon many 'good intentionA.' 
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S I E N A 

Two c i t ies face each other ac ross an k a l i a n room. 

One rad ia tes t id iness , order, and abundance. T h e 

other is d isheveled and chaot ic . One basks in rhe 

st rong l ight of the r o o m s north wal l . T h e other 

is a lways in shadow. In 1338-40 Ambrogio Loren 

zetr i painted the f rescoes of The Allegory of the 

Effectj, of Good ami Bad Government in the City 

and Country in the S a l a dei Nove in the Pa lazzo 

Pubbl ico in S i e n a . Despi te the tit le, the image is 

p r imar i l y urban. T h e countrys ide Palls away into 

the d istance f rom the foreground of the city. T h i s is 

predictable. From anc ient T imes, the ci ty stood for 

cul ture, was an int r icate metonym for something 

even more in t r i ca te .The metanymic relat ion twis ts 

back on itself as the c i t izen and collective ref lex 

ively represent and are represented by the urban. 

In Lorenzet t i ' s work , the city, more or less 

S i e n a i tsel f , is nar ra t ive . G iven that it is painted, 

it is v i sua l l y opaque. We cannot see around i ts 

corners or penetrate its bedrooms. It is soc ia l ly 

t ransparent , however, for we do see its pol i t ical 

message. Hover ing above it are v i r t ues and s i ns . 

One can presume that S i e n a had the potent ial of 

both c i t i es , that she was div ided by the painter 

for d idact ic purposes: ce r ta in l y to oppose repub­

lic to despot ism, but a lso to oppose to al l that 

c i v i c v i r tue a near ly equal dose of c i v i c v ice. T h e 

bad ci ty tan ta l i zes . As Giotto had demonst ra ted 

at the Scrovegn i Chapel in Padova. th i r ty years 

before the S i e n a f rescoes: present ing the contrast 

between v i ces and v i r t ues is a provocat ion. Who 

real ly s tud ies the pious images of r ighteous act ion 

on the r ight wa l l in Padova when the left o f fers 

such sub l ime and perverse acts? T h e postcards in 

the m u s e u m store only show the deadly s i n s . I n 

S i e n a , u rban form represents va lue as much as 

those who are depicted as being in it or rhe myr iad 

sp i r i t s that preside over it. In the good city, c i t i ­

zens mingle, teachers ins t ruc t at tent ive s tudents , 

and a hanged malcontent dangles d iscreet ly f rom 

the scaf fo ld held by Secur i tas . T h e bu i ld ings are 

painted gay colors. Worke rs const ruc t a new edi­

fice f rom a p lat form cant i levered f rom i ts facade. 

The holes of the next layer down are s t i l l evident. 

A l l i s equal ly sens ib le and detai led. T h e T u s c a n 

hi l l upon wh ich the painted ci ty res ts r i s e s to The 

st r iped ca thedra l . The landscape stretches r ich and 

ca lm To The hor izon. Peasanrs br ing in the r iches 

of the land, and the nobil i ty go into the country to 

hunt, hut only where the f ields have already been 

harvested. In the bad city, the same bui ld ings are 

crumbl ing: and stones fall into t he street . A n androg­

ynous T imo r (fear) replaces the femin ine Secur i tas 

over rhe ci ty gale. The land is ravaged and smok ing. 

The ci ty is cr ime-r idden and in fear of the oppres­

s ion that l ies across f rom the republ ican harmony 

on the other wa l l . To the right in the paint ing s i ts 

Ty ranny h imsel t . a snaggle-toothed devil attended 

by fearsome and mutant lackeys. At their feet is a 

bound and weeping Justice. 

In the fourteenth century, when good and 

bad could in fact be spoken of wi thout qual i f ica­

t ion, when a ci ty was fur thermore seen as hav ing a 

d i rect equiva lence to these Terms, and these terms 

as hav ing absolute value, then compar ison could 



Right 
R e c n n l development 

in Rot terdam. 

Photograph; 
by Michael Stf inton. 

Li jnbann In Rotterdam. 
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by Michael Stanton. 

Opposite 
The Effects of Good 

Government on the City 
and the Landscape 

Amprogio Lorenzett i . 

1338-46, 
S a i a Dei Nove. Pa lazzo 

Publ ico. S iena. 
© L a S c a i n / A r t Resource . 

seem precise. Now when such opposi t ions have 

faded TO gray we may f ind that the c i ty painted by 

modern pol i t ics and Post-Modern imagery cannot 

so c lea r l y s i t ac ross from i ts other, that the space 

of the S a l a dei Nove has been crossed, and the 

b lu r r ing and d is rup t ions of these two u r b a n i s m s 

have become the Held of d iscourse . But it should 

a lso be remembered that both painted c i t i es were 

S i e n a , that one had become two for descr ip t ive 

purposes. T h e apparent d ia lect ic presented was 

just that , i n s i s t i ng f ina l ly on a syn thes i s that was 

the ac tua l complex T u s c a n place. 

Today two real c i t ies s i t ac ross f rom each 

other, ac ross the div ide that separa tes the Near 

E a s t f rom Europe , that separa tes the Soc ia l Dar­

w i n i s m of the former T h i r d World f rom the Soc ia l 

Contract of the former F i rs t . T h e s e two c i t ies sit as 

wel l ac ross that topographic d iv ide that separa tes 

the cu l tu res of the Med i te r ranean from those that 

edge the nor thern seas t hat touch Europe. One ci ty 

is dark and wet in a flat, const ruc ted landscape. 

Dry and too br ight , the other c i ty dangles precar i ­

ous ly f rom the mounta ins into the sea and sc ram­

bles resolute ly up those moun ta ins in i ts at tempt 

to consol idate a nat ion into one metropol is . One 

appears to be the product of state control and 

incessan t p lann ing . The other seems to be the 

a lmost au tomat i c product of cap i t a l i sm in fu l l rut . 

Both were rad ica l l y damaged by war. One began 

repa i r a hal f a century ago. a renewal that cont in­

ues but that i s now a h is to ry i tself . Large ly unre­

cons t ruc ted , the other has remained lor ten yea rs 

l ike a pat ient open on the operat ing table wa i t i ng 

for the biopsy news that never a r r i ves . Rot terdam 

and B e i r u t a re indeed a s tudy in d i f ference on 

the su r face a lmost as prec ise and an t i the t i ca l a s 

Lorenzer t i ' s two S ienas . 

So why bother Co compare two c i t i es recon­

st ructed a lmost a hal f -century apar t and whose 

po l i t i ca l /economic rea l i t i esappearoppos i te? Even 

the w a r s and damage were d i f ferent . Rot terdam 

was devastated in one night by another nat ion. 

Be i ru t eroded over f i f teen years of c i v i l war aug-

h i 

merited by in tervent ion f rom ac ross Lebanon's bor­

ders. Fur thermore , compar ison itself, and espe­

c ia l l y that wh i ch re l ies on the d ia lect ic , is suspect 

now: def in i te ly ou t -o f in te l lec tua l - fash ion . None­

the less it is in te res t ing , in th i s case , to exe rc i se 

such an ant iquated pract ice because of the flut­

ter ing rec iproc i t ies that emerge when the two 

opposed c i t i es are v iewed w i th a s l ight ly f iner 

focus. As w i th Lorenzer t i ' s f rescoes, the va r i ous 

S i e n a s merge wi th the v iewer into one b lurred 

v i s ion that approx imates the in t r i cacy and dif fer­

ence that ac tua l c i t i es project and that nei ther 

good nor bad can s ing ly descr ibe. 

Rot terdam and Be i ru t are the p r imary l i nks 

to the sea for two l i t t le na t ions : new nat ions in the 

modern sense but of anc ien t and shrewd t raders . 

T h e y ex i s t under the feet of larger but c lums ie r 

soc ie t ies . 2 E a c h ci ty is now part of an u rban sprawl 

much larger than its or ig ina l self . A near ly unbro­

ken l inear fabr ic connects Ams te rdam to Rotter 

dam through Haa r l em, Le iden , den Haag , Del f t , 

and other sma l le r c i t ies . Be i ru t now ex tends more 

than th i r ty m i les a long the prec ip i tous coast , unit­

ing a s t r ing of mun ic ipa l i t i es - f rom Damour in 

the south to Ibeil ( 'he ancient Byb los) in the nor th. 

E r a s u r e is a le i tmot i f in both places. As exhausted 

a theme as it may be. none other su f f i ces . T h e 

center of Rotterdam was destroyed in 1940. and the 

void produced has been a laboratory for urban cxper 

iment presided over by a host of wel l - intent ioned 

social p lanners and form makers . The amount 

of br i l l iance bought to bear - f rom B a k e m a to 

Koo lhaas — is overwhe lm ing , but the product is 

problemat ic . C iv i l war chewed on Be i ru t . Sma l l 

a r m s f i re melted the bu i ld ings . She l l s punched 

great holes in them. Soph is t ica ted Israe l i bomb 

ing caused them to col lapse in concrete cascades . 

And many rema in so damaged ten years a l ter the 

cessa t ion of host i l i ty . But most ly the dest ruct ion 

in Be i ru t , at the sca le of the void left by one night 

of b l i t zk r ieg in Rot te rdam, came from the real-

estate ac t i v i t i es that immedia te ly fol lowed the 

end of f ight ing. As in London in the 1940s and 
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1950s, war was an excuse for much more rad ica l 

demol i t ion. I n Be i ru t , the property of a quar ter 

m i l l i on owners was commandeered and replaced 

w i th devalu ing sha res in Sol idere. a corporat ion 

run by the nat ion's new Pr ime Min is te r . 3 T h i s deal 

is noth ing in i ts sca le next to the demol i t ion cam­

paign that ensued before and af ter Raf i l Ha r i r i ' s 

ascens ion to the nat ion's most powerfu l po l i t ica l 

post. T h e ci ty center was gutted. Remnan ts of h is­

tor ica l bui ld ing were erad icated, w i th the excep­

t ion of thed ive rse re l ig ious ins t i t u t i ons that could 

not be touched, 4 in an area that had def ined the 

l im i ts of the sma l l c i ty before the remarkab le 

expans ion of the twent ie th century. 

Be i ru t in the 1990s was Rot terdam in the 

1940s: a tabula rasa produced by bombs and ambi­

t ion. Despite the generat iona l d i f ference, the s im­

i la r s i tua t ion of e rasu re and reconst ruc t ion has . 

and is . def in ing these two places in an except ional 

manner . Sure ly B e r l i n or other Ge rman c i t ies -

Dresden. Koln - were equal ly mangled by war , or 

fa r ther af ield Sta l in(Volga)grad or H i r o s h i m a , or 

Sara jevo more recently. But there is a di l ference. In 

Be i ru t and Rot terdam, in very d i f ferent po l i t i ca l / 

economic env i ronments , the dec is ion has not been 

to rebui ld or f i l l in, but to t r ans fo rm . T h e devas­

tat ion has forced the hand of c i v i c agenc ies and 

pr ivate in terests . T h e whee ls can be seen tu rn ing , 

and the connect ion of the i r rotat ion to the pro­

posals and bui l t projects that ref i l l the vast voids 

made by war and des i re is evident . More than 

most war-damaged p laces, these two c i t ies have 

used war to remake themse lves and the motiva­

t ions and methods are obvious - and the prob­

lems that cont inue to plague al l in tent ions make 

themselves p la in. 

T H E G O O D 

T h e almost total erad icat ion of the center of Rot­

terdam in 1940 was seen as an opportuni ty to 

effect Modern ism of the sort the count ry had pat­

ented in the period a f ter 1910. It hardly needs to 

be sa id that the Nether lands has a spec ia l place 
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in the h is tory of the Modern. T h i s sma l l state has 

had an inord inate ly large role in development and 

innovat ion in Weste rn ar t . reach ing a peak du r ing 

the last century. E n t h u s i a s m has yet to wane and 

is largely free of the doubt and compromise that 

have crawled l ike a mold through the body ot Mod 

ern is t belief in other quar te rs , leaving ,i v u l n e i a 

ble and appropr iated Held where more persuasive 

formats for cu l i u ra l development and res is tance, 

have yet to emerge. T h e Nether lands s t i l l debates 

the va lue of Modernist fo rmats whi le recogniz ing 

the i r essen t ia l fa l l ib i l i ty . Who more than Rem 

Koo lhaas both embraces and debunks them s imu l ­

taneous ly - and by so doing func t ions a s a con­

summate post s t r u c t u r a l i s t ' Whi le so nan Ii has 

been lost in the cur rent ly troubled d iscourse and 

commodit ' icd pract ice e lsewhere, Hol land hangs 

on to the c r i t i ca l t rans fo rmat ion ot a cu l tu re estab­

l ished near ly one hundred years ago. For example , 

it is s t i l l of ten accepted there that a rch i tec tu re 

can make a better society. Fo rms are seen a s spe­

c i f ic pol i t ical dev ices. T h u s there is a da tum, a 

degree zero of cu l tu ra l engagement , in the work 

of Koo lhaas , and of Are ts . van B e r k e l . C laus , and 

K a a n et. a l . . that a l lows their work to respond 

metamorph ica l ly , ra ther than desperately, to the 

dii i.ites ol contemporary cu l ture. It is ,i case ol 

cont inuous redef in i t ion, a much more credible crit­

ica l posit ion in fact than that of re invent ion, given 

that the latter inevi tably fa l ls prey to the h is tor ica l 

m is takes that it ignores in i ts quest for novelty. 

In the period of recovery a f ter World War I I . 

Rot terdam was a laboratory for con t inu ing formal 

and spat ia l exper imen ta t ion , as wel l as revamped 

in f ras t ruc tu re and reworked c i ty pat tern. Inevi 

tably. a s imu l taneous reassessment of soc ia l sys­

tems and c lass conf igurat ions accompanied the 

tac i t assumpt ion that a rch i tec ture and u rban i sm 

could have a v i ta l role in re forming these phe­

nomena. Rad ica l redevelopment was already being 

planned in 1941 to become the Inner Ci ty Recon­

s t ruc t ion Scheme in 1946. a year a f ter the German 

occupat ion ended. T h e commi tment appears in 

have lacked doubt. " T h e author i t ies did not f l i nch 

f rom demol ish ing any rema in ing bu i ld ings wh ich 

stood in the way of new development." 5 Cer ta in car 

d ina l s t ruc tu res were set in the fabr ic , among them 

severa l large projects by Oud and Dudok." Mod­

ern is t icons themselves . But most s ign i f icant ly , 

around ihese new monuments and the restored 

Ci ty Hal l and Post Off ice, the L i j nbaan network of 

pedest r ian shopping s t reets and res ident ia l s labs 

was begun in 1195a. To make s labs , ind iv idua l lots 

have to be consol idated, even erad icated. The t ra 
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dif tonal economic s t ruc tu re impl ied by the market 

ing or u rban parcels is cha l lenged. A lmos t a l l s lab 

cons t ruc t ion is a s ign of government in tervent ion. 

T h u s , in B e i r u t for ins tance, b locky bu i ld ings are 

the s tandard of pr ivate cons t ruc t ion , m a x i m u m 

e x t r u s i o n s of ind iv idua l real estate a l lo tments . 

Rot terdam's s labs by M a a s k a n t r i se , not on top of 

hut next to or behind, low shops by Van der Broek 

and B a k e m a . Each group of hous ing b locks forms 

a green square just off the busy shopping prom 

enade. a revo lu t ionary concept f i f ty years T h e 

inser t ion of green spaces and hous ing in the down 

town w a s a lso seen a s innovat ive , and given rh.tr 

t h i s is the Nether lands, soc ia l m i x i n g in the hous­

ing w a s encouraged. It a l l sounds ideal , a brochure 

for happy modern l i fe. 

I n tact the shopping d is t r i c t , wh i le remain­

ing success fu l a s a pedest r ian ma l l f i f ty years 

later, is quite ugly. But . in the last century, the 

sub l ime has c lear ly defeated the beaut i fu l in the 

art world and . to a lesser ex tent , in des ign. T h i s is 

nowhere more evident than in the latest arch i tec 

tu re in Ho l land, where the ugly has become of 

ser ious va lue: for examp le in the work of Neutel 

ings R i e d i i k o r M V R D V . The re is a va luable quot id 

lan charac te r to the shopping s t reets of B a k e m a 

and Van der Broek . They w i ths tand , even support , 

tawdry excesses of adver t i s ing , neon, and vulgar 

promotion. T h e L i j nbaan is coarse and very popu­

lar, in both the European and Amer i can senses . 7 It 

has that sord idness that a lso makes B e r l i n . Copen­

hagen. Barce lona.even P a r i s and Rome, someth ing 

other than precious. And rhe hous ing remains 

ext remely effect ive. So what is wrong here or is 

th i s the perfect world promised by our Modernist 

ancestors!* F i r s t , the ensemble re l ies on ex tens ive 

governmental main tenance of the generous public 

spaces to keep the f ine l ine drawn between domes­

t ic and commerc ia l . Publ ic space becomes univer­

s a l . Another problem is subsequent development 

af ter th i s in i t ia l , del icate inser t ion. Mounta ins of 

commerc ia l space hover over the downtown now 

wi th the grace, scale, and dens i ty of Denver or Hous­

ton. Throughout the fabr ic , we i rd exper iments in 

va r i ous phases of Post -Modern ism are scat tered 

l ike shabby har lequ ins . Beh ind these phys ica l 

problems sit methodological ones: the fo rmula of 

developer 'govcrnment co l laborat ion: the competi­

t ion sys tem and l i s ts compi led by the au thor i t ies 

of el ig ible a rch i tec ts tor given jobs: the abrupt 

sh i f t s in urban s t ra tegy brought on by the excesses 

of febr i le gen ius that address the poor city, half-

dead from al l the at tent ion: the fa i l u re to inte­

grate al l th is in tent ion and the ac tua l mess . 
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Paradox confounds the c lar i ty of urban dis-

i i n n sc. Rot terdam embodies the cont rad ic t ion 

inherent in the var ied and of ten opposed at tempts 

to counter the tendenc ies of cap i ta l i sm a s they 

present themselves physical ly . I t s u r b a n i s m fo rms 

a layer of react ion compl ic i t w i th that it i s react­

ing aga ins t . Soc ia l m i x i n g , very n ineteenth cen 

tu ry in its charac ter , is related to an ega l i ta r ian 

pol i t ics that re l ies on reta i l ac t iv i ty and commer­

c ia l development for i ts energy wh i le on some 

basic level re ject ing those as p r imary soc ia l moti 

va t ions . Af ter a l l . developers f ina l ly implement 

a l l th is benevolence. They work c losely w i th the 

author i t ies ,accept the l i s ts of approved arch i tec ts , 

etc. — bur their mot ive i s profit . The very point of 

its left ist good in tent ions tu rns back on itself as 

the downtown becomes a shopping and enter ta in­

ment empor ium. T h i s bas ic cont rad ic t ion , that 

soc ia l i sm appears to encourage mate r ia l i sm, may 

account tor the v i ta l i t y of a ci ty that is nei ther 

beaut i fu l , anc ient nor trendy, in the way that 

Amste rdam is . The re i s a reciproci ty between use 

^ L t o r m that male's absolute 0 \ ^ * l W f f f l ^ f i ? " 
*^Wfc'rWn>ft's'lnl5'f flfft? IWrtUfttttrW^tt. t W f s^M s - 1 

^l^r?^RWRWW^YrT^ftfW!^)t its market cu l ture, 

confounding, and en r i ch ing the good in tent ions 

of its concept. 

T H E B A D 

Now tu rn to the south wa l l . The bui ld ings rema in 

pockmarked or col lapsed from the shoot ing and 

bombing. T h e spec tacu lar landscape beyond 

Bei ru t is ravaged more by ind isc r im ina te specula­

t ion s ince the beginn ingof host i l i t ies in 1975 than 

by war. The in f ras t ruc tu re i s in a state of del icate 

c r i s i s . T ra f f i c s n a r l s the streets. Wi res dangle pro 

m iscuous ly in ad hoc war t ime ar rangements . It 

is not as if Lebanon has not in i t ia ted urban pro 

g rams or at tempted to def ine the man iaca l growth 

of i t s cap i ta l s ince 1990. As in that other c lever 

l itt le nat ion Hol land, ta lent is abundant in Leba­

non. The d iscourse on the ci ty is cont inuous, and 

ambi t ious proposals appear regular ly, and fade, to 

be replaced by others : the fate of P l a n n i n g every­

where. In Bei ru t there is a powerful h is tory of such 

in i t i a t i ves and a legacy of real ly super ior Modern 

a rch i tec tu re f rom the era of independence: 1943 to 

1975. Espec ia l l y du r ing the Sh ihab is t " per iod, the 

nat ion brought to bear a Dutch degree of gen ius 

in an attempt to order the physic ,il progress nt 1 ul 

lure. S t r a t e g i / i n g was constant . Act iv i ty included 

the involvement of M iche l Ecochard and Henr i 

Eddeh, and even the par t i c ipa t ion ol Cons tan t i 

nos Dox iades and the appl icat ion of e k i s t i c s to 

the chaot ic urban growth underway in the young 

and en thus ias t i c nat ion. The count ry too is exot ic . 

That man icured foil o l town does not per ta in in a 

place where there is as toundi ng landscape for sure 

but where the nur tu red , pastora l , imp l i ca t ions of 

country are a l ien . 1 " The good in tent ions embed­

ded in these not ions could not be implemented at 

the mun ic ipa l level as they were in Hol land. In a 

cu l tu re that is not c i v i l " in the soc ia l democrat ic 

sense, it is not su rp r i s i ng that the in tense spec­

ulat ion on the appl icat ion of the Modern a s a 

publ ic phenomenon - producing new in f ras t ruc­

ture, new quar te rs , a new society - f ina l ly resul ted 

in except iona l ly h igh qual i ty bu i ld ing f inanced 

largely f rom the pr ivate sector. Af ter f i f teen years 

ol f ight ing and, more destruct ive ly , t i l teen years 

ot unregula ted cons t ruc t ion , any s igns of "good 

in ten t ions" in Be i ru t are fa in t . It is hard to d i sce rn 

the repercuss ions ot al l the pre war p i . inning now. 

The over r id ing d i f ference between these two 

cit 1 es is obviously chronolog ica l . F i f t y years a l ter , 

Rot terdam is most ly done. Development cont inues 

along the c i ty 's edges, in implants in the center 

or in pl. ices where program is chang ing rad ica l l y 

f rom indus t r i a l to more domest ic or commerc ia l 

func t ions , l ike the former docks of Kop Van Zu id . 

In Be i ru t , despite the ex tens ive amount of repair , 

demol i t ion, and new cons t ruc t ion throughout the 

extended city, recons t ruc t ion of ten seems not to 

have begun. T h e ci ty has expanded exponent ia l ly 

s ince 11)75 t h a n k s lo the in f lux ol refugees f rom 

other zones ol hos t i l i t y and a lso to the natura l 

demographic sh i f t s brought on by the urban iza­

t ion ot a count ry so sma l l that the ent i re nat ion 

can be seen a s the region, if not the metropol i tan 

a rea , of its cap i ta l . T h e war destroyed means ol pro­

duct ion and t r iba l loyal t ies that kept people rooted 

in v i l lages and sma l le r c i t ies , many ol wh ich are 

now consumed in Be i ru t ' s sp raw l . As ment ioned, 

more cons t ruc t ion occurred than des t ruc t ion , but 

th i s was of ten on the per iphery or beyond, whi le 

the ex i s t i ng ci ty su f fe red f rom the innumerab le 

batt les that erupted between every m i l i t a r y and 

para m i l i t a ry ent i ty. Most of what had been Be i ru t 

before the war is the si te of m a x i m u m devasta 

t ion and , of course, m a x i m u m economic potent ia l . 

And in the center ot th i s large, f ractured yet v i t a l , 

u rban o rgan ism is the most rad ica l condi t ion, the 
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absent downtown. As the R u s s i a n Oss ip Zadk ine 

cal led h i s 1946 scu lp tu re executed for Rot terdam. 

Be i ru t i s a "c i ty w i thout a hear t . " Only the most 

ex t reme S ta l i n i s t urban programs - where s ta te 

ownersh ip al lowed total e rasu re - produced com­

parable vo ids at the center of c i t ies . But in Be i ru t 

ex t ravagant specu la t ion - developer and govern 

ment one and the same - are respons ib le , an 

a r rangement wi thout precedent in the rest of the 

capi ta l is t wor ld . As happens w i th ex t remes , polar 

po l i t i ca l /economic s t ra teg ies come ful l c i rc le to 

produce s i m i l a r formal resulTs. 

Too much has a l ready been wr i t ten about 

th i s ex t rao rd ina ry void. As S a u l Be l low sa id of 

Henry lames , we may have "chewed more than we 

bit off." I ts pa r t i cu la r interest i s how pr ivate inter­

es ts and what passes for government interact TO 

produce the u rban . It would be comfor t ing to find 

Rot terdam to be an example of "good" re la t ions 

- ega l i t a r ian , fa i r , soc ia l ly respons ib le - between 

cap i ta l and the col lect ive as represented by the 

soc ia l -democrat ic regime, and l i kew ise to f ind 

Be i ru t a s i ts opposite, a s tudy in se l f - in terest , 

exp lo i ta t ion , ty ranny, weak government in com­

p l ic i ty w i th wea l th . But such easy read ings do not 

hold beyond a super f i c ia l v iew of the p laces or 

a super f i c ia l unders tand ing of the soc ie t ies that 

these two c i t i es represent. In Be i ru t , somehow, 

despi te the apparent en igma of such a close com­

pl ic i ty of development and the state, despi te a pro 

found S o c i a l - D a r w i n i s m de te rmin ing most deci­

s ions , despi te the shadow of S y r i a that fa l ls over 

al l events, th ings do gel done. I n f ras t ruc tu re is 

repai red or replaced and p lans for renewing the 

c i ty spew out w i th an a lmost Dutch regular i ty . 

T rue , much of th is rev i ta l i za t ion has come from 

rhe same source. In a paradigm of power re la t ions 

in soc ia l i s t and h igh-cap i ta l is t cu l tu res , a l l the 

anonymous publ ic o f f i c ia ls and pr ivate develop­

ers who col laborate to produce Rot terdam are con­

gealed into one as tound ing ly r i ch and powerful 

f igure in B e i r u t , but the ef fect i s not so d i f ferent . 

Assu red l y Rot terdam is in a lot better shape 

than Be i ru t . And th i s is not just because the Dutch 

have had a ha l f century to repa i r rhe damage. A l l 

the Dutch "good intentions'* did produce resu l t s , 

many of them benef ic ia l . But the gestures of Mr. 

Har i r i have l i kew ise reformed rhe city, not just by 

ev i sce ra t i ng it but a lso in the prov is ion of new 

roads, monumenta l new fac i l i t i es , and myr iad less 

evident publ ic s t ruc tu res . In both cases nonethe­

less , the bas ic d isorder of the place overpowers 

any o rgan iza t ion . As M i l i z i a wrote two cen tu r ies 

ago: "He who does not know how to va ry our plea 

sure w i l l never give us p leasure. |The c i ty ] should 

in fact be a var ied p icture of in f in i te unexpected 

episodes . . . a great order in the de ta i l s , con fus ion , 

uproar and tumul t in the whole . . . Order must 

re ign, but in a k ind of con fus ion . . . and f rom a 

mul t i tude of regular parrs the whole must give a 

cer ta in idea ot i r regu lar i t y and chaos , wh i ch is so 

f i t t i ng to great c i t i e s . " ' 2 T h i s s ta tement emanates , 

a s Ta fu r i points out. f rom the En l i gh tenmen t 

and par t i cu la r l y f rom Laugier . It s tands aga ins t 

the a t tempts at control and order that character­

ized the fo l lowing 150 years of urban in i t i a t i ves . ' 3 

View ing the c i ty as a p leasure device, under­

s tand ing i ts bas ic " tumu l t " and in f in i te , precise 

deta i ls (as opposed to the inverse s t ra tegy of post 

En l igh tenment u rban ism) did not in urban th ink 

ing unt i l Post Moderni ty and the emergence of 

" the analogous city." " the cu l tu re of congest ion." 

and their k in . 

T h e d i sa r ray is very d i f ferent than the nearby 

c i t ies of Amste rdam on one hand or D a m a s c u s on 

rhe other: both anc ient and p ic turesque, one suf­

fer ing f rom an e f fe rvescent super f lu i ty of open-

mindedness . the other f rom a overbear ing bal last 

of contro l . Rot terdam is a riot of con f l i c t ing ideolo­

g ies embedded in d isparate c i ty fabr ic : f rom the 

global /corporate grandeur of the Weena corr idor , 

to the comic h ipness of Ad r i aan Geuze 's reforma­

t ion of the Schouwburgp le in . to the c o n s u m e r i s m 

of the Bu rsp l e i n in tegra t ing Marce l B reuer and 

B a k e m a . to the new hyper sca le of the mass i ve 

s t ruc tu res at the Kop Van / .u id . Be i ru t is a tu rmo i l 

of d iverse urban mater ia l produced by pure specu­

la t ion, a power lu l form of ideology i tself . The devel­

opment of the Verdun corr idor in West Be i ru t , 

of the Dunes and Concorde complexes in par t icu­

lar, r i va l , at least in the i r exuberance, the shop­

ping zones of Rot terdam. B u t more v i ta l even are 

the t ra f f i c c i r cu la t i on cores and at tendant ad hoc 

work ing-c lass re ta i l commot ion of Cola Square or 

Dora in Don] Hammoud or the soc ia l m i x i n g of 

H a m r a , none of wh i ch was par t i cu la r l y planned 

and where shopping is only an aspect at best. T h e 

downtown hosts temporary events l ike a monster-

t ruck ra l ly next to the most ac t ive of func t ion ing 

mosques, reach ing a peak dur ing Ramadan of rev­

v i ng motors and e lec t ron ica l ly enhanced ca l l s to-

prayer bat t l ing for audio-space. 

T h e two c i t i es are produced by a s im i l a r 

f r ic t ion between cap i ta l and au thor i t y even if 

" i n ten t ions " are qui te d i f ferent . T h e apparent self-

interest ot Har i r i and h i s k ind and the apparent 

interest in-the-common-good of the Dutch plan­

ners have produced a s i m i l a r pi tch of u rban pan­

demon ium. On the other hand , the teeming pedes­

t r i an st reets of cent ra l Rot terdam have to be 

compared to the near ly empty s t reets of the met ic­

u lous ly renovated center of Be i ru t . In th is homog­

enous wonder land far f rom the v i ta l Th i rd -Wor ld 

sc ru f f i nesso f rhe rest of the metropol is , people are 

eer i l y absent dur ing theday and move l ike tour is ts 

at night. C lass can par t ia l l y exp la in the problem 

s ince the place is c lear ly meant for haute-bourgeois 

use and they prefer to dr ive. T h e New Urban is t 

rhetor ic of pedes t r ian ism and s t reetscape fa l ls 

on deaf ears , as it seems to in most p laces. And 

rents are prohibi t ive. T h e ci ty of the f laneur is s t i l l 
tfttKlntiur 

v i ta l in places l ike Rot terdam or. for That matter . 

M i l an or Barce lona and not so in Be i ru t despi te 

the global i l lus ion that Med i te r ranean c ul ture I in 

gers in a twi l ight of soc ia l m i x i n g : of p i a z z a s and 

the i r k i n . The di f ferent pol i t ics of the p laces has 

d i rect ef fect on the phys ica l fabr ic . But there also 

may be a very s imple, a lmost aes thet ic , exp lana­

t ion a s wel l . The L i j nbaan is common in i ts mer­

can t i l i sm and not ref ined in i ts arch i tec ture . It 

ref lects the teeming commerc ia l centers of c i t ies 

that have not been reconst ructed wholesale. Be i ­

rut 's downtown is . due to s ingle ownersh ip and a 

supremely bourgeois not ion of urban qual i ty, evolv­

ing to be uni formly precious, over restored - l i ke 

a rh inestone encrus ted, beige poodle cl ipped too 

perfect ly: no vu lgar s ignage, no street vendors. T h e 

f laneur is not welcome, let alone the underc lass . 

T H E U G L Y 

Be i ru t ' s subtext ot monopoly and s ta te control 

d i lu tes the c i ty 's apparent f ree-market anarchy, 

prov id ing a c ruc ia l counterpoint to the inevi table 

u rban entropy that is the endgame of specu la t ion . 

Never the less, the f renet ic expans ion of the metrop 

ol is in the form of new res ident ia l and mercan t i l e 

fabr ic essen t ia l l y w i thout c i v i c space or adequate 

i n f ras t ruc tu re cer ta in ly m a x i m i z e s revenue but 

obviously w i l l a r r i ve at intolerable cond i t ions . T h e 

rel ief promised, the open space and fac i l i t i es pro­

jected tor the new ci ty center, may be as i l lusory a s 

have been other proposed amen i t i es , but they also 

fend to emerge in random and spontaneous loca­

t ions. The undeveloped landf i l l of the huge loseph 

Khoury development in Dbaiye. a tew mi les north 

ot the ci ty-center, i s f i l led on weekends wi th act iv­

ity. T h e streets are edged wi th parked ca rs . T h e cor-

n iche is humming . People st ro l l window-shopping. 

Yet there are no bu i ld ings. T h i s ten mi l l ion-square-

foot landf i l l s t re tches more than a mi le a long the 

coast . Begun by R icardo Bof i l l w i th the local of f ice 

of P ier re Khoury . th i s project was completed by 

the even more bland Dar al Handasah a s a gr id of 

s t reets and lots w i th a Bof i l l ma r i na at i ts center. 

S t ree ts , even trees and l igh ts , f rame deep holes 
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awaiting cons t ruc t ion . The yachts ami Mercedes 

of the ant ic ipa ted upper-middle c l ass populat ion 

that w i l l f i l l th is new c i ty are yet to a r r i ve . T h e 

empty excavated lots are s i tes for footbal l prac­

t ice or b icyc le- r id ing. T h e in f ras t ruc tu re is heav 

ily used by the nearby populat ion of overcrowded 

res idents packed into ex i s tence -m in imum tower 

b locks. Presumably , once the new bui ld ings are 

const ructed and occupied, these people w i l l be dis­

couraged from v i s i t i ng . 

To some extent hoth c i t i es a re v i c t ims of 

the i r respect ive eras , are ind icat ive of sh i f t i ng 

global urban e n t h u s i a s m s coinc ident w i th their 

recons t ruc t ion . Rot terdam's gr immest moments 

come from the heavy handed u top ian ism of a Late-

Modern ism that was gu id ing the development pro 

cess a f ter World War I I . It should also be said that 

the c i ty 's f inest fabr ic (the hous ing squares and 

pedest r ian st reets) a lso came f rom these inten­

t ions, but of ten evolved despi te them in unex­

pected and hybr id con f igura t ions I,ir more success­

ful than the s tern p lanners could have imagined. 

Be i ru t was s im i l a r l y af fected at the same t ime, 

but wi thout the rea l i za t ion possible in a soc ia l -

democracy, and now has to attempt to rebui ld 

in the pastel shadow " I Post Modern ism and ol 

the ersatz nostalg ia of " con tex tua l i s t " approaches 

that accompanied Post-Modern rev iva ls of h is tor i -

cist past iche and Invented reference. "New Urban-

i s t " rhetor ic guides recons t ruc t ion . In fact , if 

the development of pre war Bei ru t responded to 

many of the same p lann ing e n t h u s i a s m s as that 

of post-war Rot terdam, then post-war Be i ru t is 

not so much di f ferent in its des i res and contradic­

tions a s is post-unification B e r l i n and many other 

c i t ies world-wide. 

Unlike much urbanization in the Middle EaAt, {the 

Beirut Central DiMrictl ha.s M far managed to 

avoid the 'I UAII to modernize and impreAA.' and U 

recognized perhu/'A the inoM important tinder 

taking in urban regeneration in the world today. 

Angus G a v i n 1 4 

Sol idere is t r y ing in the decade af ter the end of 

the Cold W a r 1 5 to retroact ively ins ta l l a n ineteenth 

cen tu ry u rban i sm that probably never ex is ted and 

is i e r ta in ly anachron is t i c in the twenty- f i rs t . Al lu­

s ions to " t rad i t ion" pepper their w r i i i n g s as they 

e rase a lmost al l s t ruc tu res more than one hun 

d ied years old. In h i s descr ip t ions of the new 

codes for bu i ld ing in the center. Angus Gav in 's ref­

erents are H a u s s m a n n or Regency E n g l a n d . "Town 

Above, middle, below 

Redevelopment in central 
• 

The world's largest con 
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scape" i s aga in invoked. Even more incongruous 

rhan i ts use in pre war Lebanese p lann ing in i t ia­

t i ves , th is exot ic term is now used in reference 

to the development ol the downtown of a c i ty of 

more than two mi l l ion . Gav in 's P ic tu resque admi-

rat ion of " v i e w s " and "a more Anglo-Saxon search 

for context and cu l tu ra l con t inu i ty that seemed 

more appropr ia te" ca l l s for th a Pas to ra l that f i ts 

the at t i tude of the ent i re project. Even " the Orien­

ta l is t pa in ters of the last cen tu ry " of fer insp i ra­

t ion. Seen in th is Raj- t inted l ight, the restorat ion 

of most ly F rench colonia l a rch i tec ture wi th a dash 

of the Ot toman is not acc identa l . " T r a d i t i o n " here 

is noth ing less than the Roman t i c invent ion of 

h is to ry i tsel f to su i t cur ren t pol i t ics. Any such 

ca l l can only be assumed to be for speculative-

purposes. A s a lways , real estate is wel l served by 

the product ion of identity. T h e e rasure of h is to ry 

through the ann ih i l a t i on of the urban fabr ic in 

wh ich it is embedded of fers a chance to rewr i te 

that h is tory : a m n e s i a as urban strategy. In psy­

chotherapy shock- t reatment obl i terates t raumat i c 

memory, a l low ing the recreat ion ol personal i ty in 

a more doci le mode. I ts urban counterpar t sub­

dues cu l tu ra l f l ux , permi t t ing a redef in i t ion of cul ­

tu ra l va lues . 

Reg iona l i sm and na t i ona l i sm are d i f ferent 

cu ts of the same ideological su i t of wh ich ident i ty 

is a lso a va r ia t i on . T h e Dutch appear to have l i t t le 

concern for the i r sense of themse lves . It is there 

for sure, open to new vectors: immigrant contr ibu­

t ions and global ized imagery for ins tance. There 

are w i n d m i l l s and wooden shoes, but they m o s t l y * 

appear a s props in l ack ie Chan movies or on tour­

ist brochures. It i s just as l ike ly that the new B 

arch i tec ture of Rot terdam wi l l be featured even 

in these popular venues . Post -un i f i ca t ion G e r m a n 

p lanners , on the other hand, whi le not a t tach ing 

Goth ic detai ls or hal f - t imber to the i r skysc rape rs 

as is happening in Lebanon wi th "Arab" or " F r e n c h " 

touches, are adopt ing ant iquated urban formats 

in a paral le l at tempt to produce a sense of h is tory 

for a cu l ture wi th a problemat ic recent past . T h e 

p lanners ot modern B e r l i n or Be i ru t are generat­

ing an ersatz product ion of what i s essen t ia l l y 

a global romant i c i za t ion of a n ineteenth cen tu ry 

ci ty probably only h is to r i ca l l y rea l ized in the 

images of Cai l lebor te or the mus ings of de Mau 

passant: a c i ty of arcades and boulevardian cul­

ture. I his is now the un ive rsa l una 

ing a market that i s a lmost exc lus i ve l y bourgeois. 

New Urban i sm, another closed meta nar ra t i ve l ike 

the Modern ism it se ts up a s a toi l , a t tempts to 



m a n i f e s t t h e s a m e u r o p i a n i n t e n t i o n s , i f f o r a n t i ­

t h e t i c a l p u r p o s e s : a m o v e p o l i t i c a l l y f r o m l e f t 

to r i g h t . T h e b a s i c a n d f l a w e d n o t i o n t h a t g o o d 

u r b a n a r c h i t e c t u r a l l a n g u a g e m a k e s g o o d c o m m u ­

n i t y p e r s i s t s . I n w e a l t h y c o u n t r i e s o f t h e E u r o p e a n 

U n i o n t h e s e p o l i c i e s a r e m e r e l y e l i t i s t . I n B e i r u t , 

i n a r e a l m of p u r e b u s i n e s s , t h a t i s r a c k e d w i t h 

p o v e r t y , t h e y c o n s t i t u t e d i s c r i m i n a t i o n . 

T h e r e i s a t h i r d w a l l i n t h e S a l a d e i N o v e . O n 

it i s r e p r e s e n t e d t h e g o o d c o m m u n e - a p a r a l l e l 

s c e n e to t h e d e v i l a n d h i s m i n i o n s o n t h e a d j a c e n t 

s o u t h w a l l . A p a t r i a r c h a l f i g u r e e m b o d i e s r e p u b ­

l i c a n i s m . F a i t h , H o p e , a n d C h a r i t y f l o a t o v e r h i s 

h e a d . H e s i t s s u r r o u n d e d b y l o u n g i n g v i r t u e s , o n e 

o f w h o m o m i n o u s l y h o l d s a s e v e r e d h e a d i n h e r l a p . 

T h i s p a i n t i n g o f f i c i a t e s b e t w e e n t h e g o o d a n d b a d 

c i t i e s t o i t s s i d e s a n d r e c a l l s t h a t o t h e r m o d e r n 

r e p u b l i c t h a t c l u t c h e s , e v e n i n i t s c o r r u p t p r e s e n t , 

t o i t s i m a g e o f i d e a l v i r t u e . R e c i p r o c a l i n f l u e n c e -

n o w f l o w s b a c k a c r o s s t h e A t l a n t i c , c a r r i e d b y 

m e d i a a n d e c o n o m y . T h e A m e r i c a n c i t y i s a p l a y e r 

i n t h i s s t o r y , s e t t i n g u p a r e s o n a n c e b e t w e e n 

t h e o t h e r t w o . T h i s i n f l u e n c e o n m o d e r n u r b a n 

d e v e l o p m e n t i s n o t a n e w s t o r y . T h e t i t l e o f t h i s 

e s s a y 1 6 a c k n o w l e d g e s b o t h t h e " s p a g h e t t i W e s t 

e m " n a t u r e o f A m e r i c a n u r b a n i s m a n d i t s r o l e a s 

g l o b a l s p o i l e r . 

I n R o t t e r d a m a n d B e i r u t , t h e d i s s i m i l a r i t i e s 

o f t h e p o l i t i c a l m o t i v a t i o n s t h a t u n d e r w r i t e t h e 

u r b a n i s m of g o o d , a n d b a d , i n t e n t i o n s b e c o m e 

l e s s d i s t i n c t w h e n f o r m i s r e a l i z e d . T h e i r d e v e l o p ­

m e n t i s h i g h l y d e p e n d e n t o n t h e m o d e l o l t h e A m e r ­

i c a n c i t y , b o t h o b v i o u s l y i n t h e l o o k of t h e p l a c e s , 

t h e s k y s c r a p e r s a n d t r a f f i c a r t e r i e s e i t h e r b u i l t o r 

p r o j e c t e d , b u t a l s o i n t h e v e r y n o t i o n , e n d e m i c to 

A m e r i c a n d e v e l o p m e n t , t h a t a p l a n ( e i t h e r g r a p h i c 

o r a d m i n i s t r a t i v e ) c a n g e n e r a t e t h e u r b a n a n d . b y 

e x t e n s i o n , c u l t u r e i t s e l f . I n t h e U n i t e d S t a t e s t h a t 

f i g u r e i s o b v i o u s l y t h e g r i d , b u t t h e c o n c e p t t h a t 

t h e p h y s i c a l f a b r i c o f s o c i e t y w i l l r i s e l i k e c o r n 

f r o m t h i s c o n t r i v e d l a n d s c a p e , c o n t r o l l i n g a n d l i b 

e r a t t n g . h a s n o w s a t u r a t e d , i f n o t p r o d u c e d . U r b a n 

P l a n n i n g i t s e l f a n d t h e w a y w e m a k e , o r r e m a k e , 

c i t i e s . A s i n L o r e n z e t t i ' s f r e s c o e s , p o w e r s i t s , c o n 

t a i n e e l i n a n d c o n t a i n i n g a t t h e s a m e t i m e , a l l t h a t 

a p p a r e n t c h a o s a n d h e t e r o g e n e i t y t h a t i s t h e c i r y . It 

i s t h i s t a c t t h a t a l l o w s R o t t e r d a m a n d B e i r u t to b e 

d i f f e r e n t a n d t h e s a m e s i m u l t a n e o u s l y . T h i s i n c o n 

g r u i t y e m b o d i e s t h e e x c i t i n g f a c t o f t h e m o d e r n , a s 

K a r l M a r x s a i d " p r e g n a n t w i t h i t s c o n t r a r y . * ' 1 7 
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1 Giorgio Grassi , "Avant-Garde and Continuity." Oppositions21 (Summer 1980). p.398. 

2 Germany m one c a s e nnd Syria in the other, in regions of more powerful entities, the uncom 

tollable camaraderie of the E U giant s a n d the stentorian c iscoid of a sectarian Middle East. 

3 A s I wrote elsewhere; "It was as if the United Sta les government gave Manhattan to Donald 
Trump, he leveled it but tor a lew monuments and then was made President, thus making 
easier the implementahon of development strategies and giving new meaning to conflict-ol-
interest. More than a thousand buildings disappeared. The war continues in the building 
process, both in the demolition of Hie heterogeneous downtown and m the ideological assault 
that is its rebuilding" Rewritten after publication of "On Realism and the O b s e r v e r in 

4 Religious st 'uctuies and property are legally protected by mot arrangements, but more 

importantly by the enduring power of religion a s the first political Incl. masking economy 

and class. In this nation with DiUi!e. Sunm and Shute Muslim, Greek and Armenian Or thodox. 

Maronite. Greek and Roman Catholic (to name jual ttie mapr religions that form modern 

politics m this place where there is no separation of church and state), there are many such 

properties including, in the downtown, a synagogue and a Protestant church, forming "identity" 

fragments in the void of demolition 

5 Paul Groenendijk and Piet Vollaard, Guide to Modern Architecture m Rotterdam (Rotterdam: 

• 

8 The Knntnorgebouw by Oud and the De Nederlanden by Dudok begun under (he Germans. 

7 Both "of the peoplo/proletanat" (populate, populate) and "liked by people." 

8 Fuad Shihab was president from 195810 1964. with vestiges of his influence surviving unlil 

19.70. His tenure marked the high point ol government initiatives for social reform and planning. 

9 The Directorate General for Town Planning along with the Higher Council tor Town and Coun­

try Design were prolific. Neither town nor country, in the Anglo-American sense, exist semanti­

c a l ^ in Ine Mediterranean Although Arabic does nave a word, hatdeh, that may be interpreted 

as town, the term, implying not just scale but lawns and balloons, is something alien, 

10 Equally foreign was all the fine modem architecture that was .realized during the period before 

the ev i l war fne imposition of external formats is not necessarily an urban sin. 

11 I owe this concept to Robert Saliba who, in conversation, described Lebanese culture a s "not 

civil" By that he meant having no sense ol the public, ot the dependency oi cullure on the 

collective and the manifestation of this relation in both public space and social programs 

12 Francesco MH'iia. Prmcipi drarchiletluracivile (Bassano 1813). vol II. p.26-28 as guoted in 

Manfredo Taf un, Architecture and Utopia (Cambi idge. MIT, 1976), p.20-21. 

13- From the American gridiron, to the allees ol Haussmann, tc the Siediungs of Modernism, to 

colonial impositions like the French restructuring ol Beirul. to the origins of "City Planning;" 

Ine post-Enlightenment engaged in an exercise that can be compared to what Foucaull 

14 Angus Gavin, Irom "Heart of Beirut; Making the Master Plan for the Renewal ol the Central 

District." Pro/ecting Beirut. Roweand Sark iseds. (Munich. London. New York Prestel. 1998). 

15 It is not a coincidence that the Cold War and the Lebanese Civil War ended simultaneously. 

16 The Good, the Bad and the Unto. Dir. Sergio Leone 1966. In that film title "ugly" carries the 

i 

1 • 

Wnllach will shoot in the last showdown that determines the scene's exquisite tension, 

17 "In our day everything is pregnant with its contrary . . . All our invention and progress seem 

rial torce." Karl Marx, ' S p e e c h a! the Anniversary of The Peaple's Paper," The Man Engels 

Beadei (Norton; New York. 1978). p.hffl 

Opposite 

Sala Dei Nove. Pala.vu 
• I 



HASHIM S A R K I S 

Constants in Motion 
Le CorbitAier'A "Rule of Movement" at the Carpenter Center1 

G I E D I O N ' S A P O L O G I A 

W r i t i n g i n 1 9 6 4 a b o u t t h e n e w l y c o m p l e t e d C a r 

p e n t e r C e n t e r f o r t h e V i s u a l A r t s at H a r v a r d U n i 

v e r s i f y , S i g f r i e d G i e d i o n c r i t i c i z e d t h e d e s i g n f o r 

t h e " h o l l o w s p a c e s a r o u n d t h e w o r k s h o p p i l o t i s . " 

T h e c r i t i c i s m w a s w r a p p e d i n t h e s u g g e s t i o n t h a t 

L e C o r b u s i e r m u s t h a v e " s o m e h o w f e l t t h e i n c o m ­

p l e t e n e s s o f t h e p r o g r a m m e " a s h e w a s w o r k i n g 

o n i t s d e s i g n . E v e n t h o u g h , a c c o r d i n g to G i e d i o n . 

" t h e m o s t s t r i k i n g i n n o v a t i o n o f t h e b u i l d i n g i s i t s 

p r o g r a m m e . " m e a n i n g t h e i d e a o f e d u c a t i n g n o n -

a r t i s t s i n t h e v i s u a l a r t s , " C o r b u s i e r w o u l d c e r ­

t a i n l y h a v e b e e n a b l e to i n c o r p o r a t e a s p a c i o u s -

a n d s a d l y n e e d e d - l e c t u r e h a l l i n t o t h e m a s s i v e 

b u i l d i n g . " ' H e a l s o l a m e n t s t h e i n a d e q u a c y of t h e 

s i t e f o r t h e b u i l d i n g . G i e d i o n h a d p l a y e d h i s p a r t 

i n c o n v i n c i n g L e C o r b u s i e r t o a c c e p t t h e c o m m i s ­

s i o n t o d e s i g n t h e C a r p e n t e r C e n t e r , a n d h e h a d 

a l s o e x p e r i e n c e d t h e b u i l d i n g firsthand a y e a r e a r -



I - i 
l i e r w h i l e l e c t u r i n g nt H a r v a r d , but he s e e m e d to 

h a v e b e e n s l i g h t l y d i s a p p o i n t e d by r h e e n d r e s u l t . 

O t h e r c r i t i c s h a v e a d d r e s s e d t h e s e a s p e c t s 

of t h e b u i l d i n g e v e n l e s s a p o l o g e t i c a l l y . T w o y e a r s 

a f t e r C i e d i o n . h i s t o r i a n H e n r y R u s s e l l H i t c h c o c k 

e x p r e s s e d a s t r o n g e r d i s a g r e e m e n t w i t h t h e s i t e 

s e l e c t i o n a n d t h e a w k w a r d r e l a t i o n s h i p b e t w e e n 

t h e b u i l d i n g a n d i ts i m m e d i a t e s u r r o u n d i n g s . H e 

c o m p l a i n e d tha t L e C o r b u s i e r , t h e u r b a n i s t . h a d 

s h o w n too m u c h e l a s t i c i t y , a n d h i s c l i e n t too l i t t le , 

w h e n it c a m e to c h o o s i n g a n a d e q u a t e s i t e to 

w h i c h t h e b u i l d i n g c o u l d r e l a t e . 3 

T h e s e c o m m e n t s a b o u t t h e C a r p e n t e r C e n ­

t e r s s i t i n g a n d p r o g r a m m i n g a r e s i g n i f i c a n t 

b e c a u s e t h e y a c c u r a t e l y d e t e c t t h e o m i s s i o n of 

t w o q u a l i t i e s t h a t h a v e t r a d i t i o n a l l y b e e n c o n s i d ­

e r e d e s s e n t i a l to a n y b u i l d i n g c o n c e i v e d a r o u n d 

t h e p r o m e n a d e a r c h i t e c t u r a l e . L e C o r b u s i e r h a d 

i n t e n d e d t h a t t h e C a r p e n t e r C e n t e r be a l e s s o n 

in h i s architecture, f u r t h a t , he h a d m o b i l i z e d 

t h e w h o l e r e p e r t o i r e of p i l o t i s . b r i s e - s o l e i l s . o n d u 

I n t o i r e s . f ree p l a n , f r e e f o r m s , a n d . m o s t o s t e n s i 

bly. t h e r a m p . 4 H i s v e t e r a n a d v o c a t e s w o u l d h a v e 

e x p e c t e d tha t s u c h a b u i l d i n g w o u l d e f fec t t h e mos t 

e l a b o r a t e a n d s t e n o g r a p h i c p r o m e n a d e . Regre t tab ly , 

the b u i l d i n g d id not l ive u p to t h e i r e x p e c t a t i o n s . 

H o w e v e r , n e i t h e r in t h e Oeuvre Complete n o r 

in Le CorbiiMcr at Work, a t h o r o u g h d o c u m e n t a -

t i o n of t h e d e s i g n p r o u - s s nt the C a r pent ci C e n t e r , 

d o e s L e C o r b u s i e r s e e m to s h o w d i s s a t i s f a c t i o n 

w i t h e i t h e r t h e s i t e or t h e p r o g r a m . In t h e Oeuvre 

Complete t h e t i g h t n e s s of t h e s i t e i s d e s c r i b e d 

a s a c h a l l e n g e . A s d o c u m e n t e d in Le Corbusier 

M Work, m a n y d e c i s i o n s m a d e by t h e a r c h i t e c t 

d e l i b e r a t e l y e n h a n c e the a l t i t u d e t o w a r d s t h e 

s i t e a n d t h e e m p t i n e s s ol the b u i l d i n g . A l t h o u g h 

G i e d i o n ' s o b s e r v a t i o n s a r e p r e c i s e , h i s a s s e s s m e n t 

is b a s e d o n p r e v i o u s b u i l t m a n i f e s t a t i o n s of r h e 

p r o m e n a d e a n d o n p r o v o c a t i v e but v a g u e d e s c r i p 

t i o n s by L e C o r b u s i e r . A s t h i s e s s a y h o p e s to 

s h o w , b e c a u s e of i ts p e c u l i a r r e l a t i o n s h i p w i t h 

c o n t e x t a n d c o n t e n t , t h e C a r p e n t e r C e n t e r o f f e r s 

,i d i f f e r e n t a n g l e o n t h e p r o m e n a d e a r c h i t e c t u r a l e . 

W h i l e it d o e s c o n n e c t v i e w s of t h e i n t e r i o r a n d 

t h e e x t e r i o r of t h e b u i l d i n g , t h e p r o m e n a d e h e r e 

d e p e n d s o n t h e a r c h i t e c t u r a l h e i g h t e n i n g of v i s u a l 

c o n s t a n t s , a t t r i b u t e s of a s p a c e tha t r e m a i n s f i x e d 

a s t h e v i e w e r m o v e s , it a l s o d e p e n d s o n t r a n s ­

f o r m i n g t h e s e c o n s t a n t s i n o r d e r to d e c e i v e t h e 

v i e w e r . T h e f o c u s w i l l be p r i m a r i l y o n the C a r p e n 

te r Center, but t h e e s s a y a i m s to e l a b o r a t e o n t h i s 

n e w a n g l e in the w o r k of L e C o r b u s i e r i n g e n e r a l 

by q u e s t i o n i n g a c o m m o n l y h e l d i n t e r p r e t a t i o n ol 

the p e r c e p t i o n of a r c h i t e c t u r e i n m o t i o n . 

H O L L O W S P A C E A R O U N D P I L O T I S 

G i d e o n e l a b o r a t e s o n t h e d i l e m m a of t h e C a r p e n 
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t e r C e n t e r s p r o g r a m m i n g , a r g u i n g t h a t " s u c h a n 

i n s t i t u t e , u n l i k e a n i n s t i t u t e o f c h e m i s t r y o r p h y s ­

i c s , c a n n o t e s t a b l i s h a r o u t i n e p l a n . F o r t h i s 

r e a s o n , a s a d e t a i l e d p l a n w a s d r a w n u p . I.e C o r b u s -

i e r w a s o n l y a s k e d to c r e a t e a s f l e x i b l e a s p a c e a s 

p o s s i b l e , e v e n a t t h e r i s k t h a t t h e i n t e r i o r m i g h t 

l o o k l i k e a w a r e h o u s e . " 5 I n d e e d t h e i n t e r i o r o f t h e 

b u i l d i n g d o e s l o o k a b i t l i k e a w a r e h o u s e , e v e n 

w h e n it i s m a d e o u t o f t h e s a m e c o m p o n e n t s a s 

o t h e r f r e e p l a n b u i l d i n g s b y L e C o r b u s i e r : t h e 

c o l u m n g r i d , t h e r e c t a n g u l a r s h a p e s , a n d t h e f r e e 

f o r m s . H o w e v e r , w h e n c o m p a r e d w i t h o t h e r f r e e 

p l a n s s u c h a s t h e f o u r c a n o n i c a l m a n i f e s t a t i o n s 

t h a t L e C o r b u s i e r h a d d e s c r i b e d i n h i s f a m o u s 

s k e t c h i n PreciMonA, t h i s b u i l d i n g d e p l o y s t h e m 

i n a v e r y d i f f e r e n t m a n n e r . T h e f r e e - s t a n d i n g p a r ­

t i t i o n s , w h i c h h a d a l w a y s b e e n s e t u p a g a i n s t 

t h e f r e e p l a n ' s g r i d o f c o l u m n s a n d w i t h i n a r e c t ­

a n g u l a r b o u n d a r y a r e h e r e e x p e l l e d f r o m b e t w e e n 

t h e c o l u m n s a n d p u s h e d o u t to t h e e d g e , to 

r e p l a c e t h e r e c t a n g u l a r b o u n d . i r y . F r o m t h e o u t ­

s i d e , h o w e v e r , t h e n e i g h b o r i n g b u i l d i n g s , t h e 

F o g g A r t M u s e u m a n d t h e H a r v a r d F a c u l t y C l u b , 

a r e s o l i c i t e d a s t h e c o n t a i n e r o f t h e C a r p e n t e r . 

S u g g e s t i o n s , t h a t w e r e r e j e c t e d b y L e C o r b u s i e r , 

o f t h e b u i l d i n g b e i n g t o o b i g f o r t h e s i t e , 

c o n f i r m t h e i m p o r t a n c e o f t h e t e n s i o n a c h i e v e d 

b e t w e e n t h e b u i l d i n g ' s f o r m s a n d t h e a b u t t i n g 

b u i l d i n g s . I m p o r t a n t l y , f r o m t h e f i r s t t i m e h e 

drew t h e p l a n o n t h e a c t u a l s i t e . L e C o r b u s i e r 

had CUked t h a t t h e e x i s t i n g t r e e s be a c c u r a t e l y 

l o c a t e d o n i t . T h e c o l u m n s , a g a i n s t w h i c h t h e m a i n 

e n t r a n c e i s l o c a t e d , a r e a l i g n e d w i t h a t r e e o n t h e 

F a c u l t y C l u b lo t . s u g g e s t i n g c o n t i n u i t y b e t w e e n 

t h e f i e l d o f c o l u m n s a n d t h e t r e e s . F u r t h e r 

m o r e , t h e c o l u m n g r i d e x t e n d s b e y o n d t h e p a v e d 

a r e a o f t h e e n t r a n c e a n d i n t o t h e s a m e t e r r a c e , 

a s i f t h e C a r p e n t e r e x t e n d s a l l t h e w a y to t h e 

F a c u l t y C l u b f a c a d e . 

N o t o n l y h a s t h e o u t s i d e c o n t a i n e r b e e n 

r e m o v e d , t h e f l o o r s h a v e a s w e l l . T h e d o m i n o s l a b s 

t h a t u s u a l l y f r a m e a n d c o n f i n e t h e f r e e f o r m s 

i n t h e i n t e r i o r b e t w e e n f l o o r s a n d c e i l i n g s a r e 

a l s o r e m o v e d . T h e f r e e f o r m s a r e e x p o s e d to t h e 

o u t s i d e a n d t h e y a c q u i r e a n u r b a n s c a l e . H e r e 

a g a i n t h e b u i l d i n g c r e a t e s a s u r r o g a t e t o w h a t h a s 

b e e n r e m o v e d . T h e s l a b s a r e g r a p h i c a l l y i n s c r i b e d 

i n t o t h e c o n c r e t e o f t h e c u r v e d f o r m s . O n t h e 

P r e s c o t t S t r e e t f a c a d e t h e s l a b s a r e a l s o r e v e a l e d 

a s t h e h o r i z o n t a l m e m b e r s of t h e b r i s e s o l e i l s g e t 

c l i p p e d to a l l o w f o r t h e p a s s a g e o f t h e r a m p . B y 

s e t t i n g u p t h e c o l u m n / t r e e f i e l d , b y p u s h i n g t h e 

l i c e s h a p e s a g a i n s t t h e a b u t t i n g b u i l d i n g s , a n d 

w i t h t h e f u l l s c a l e e x p o s u r e o f t h e f r e e f o r m s , 

L e C o r b u s i e r c a r r i e s o u t t h e i n t e n t i o n o f d e m ­

o n s t r a t i n g h i s a r c h i t e c t u r a l p r i n c i p l e s , b u t i n 

t h i s c a s e t u r n e d i n s i d e o u t i n o r d e r to d i s p l a y 

t h e m d i d a c t i c a l l y o n t h e e x t e r i o r . C o n t r a r y to t h e 

a s s e s s m e n t s o f G i e d i o n a n d H i t c h c o c k , t h e b u i l d ­

i n g s e e m s v e r y u r b a n i n i t s o u t l o o k . 

H o w e v e r , a s a r e s u l t o f t h i s i n v e s t m e n t i n 

t h e p u b l i c d i s p l a y o f t h e p r o m e n a d e , t h e i n s i d e 

d o e s s e e m to be h o l l o w e d o u t , a n d a s G i e d i o n s a y s , 

t u r n e d i n t o a w a r e h o u s e - l i k e s p a c e . W h e n t h e p a r ­

t i t i o n s h a v e b e e n p u s h e d o u t . w e a r e l e f t w i t h 

n o t h i n g i n s i d e t h e p l a n s . H i t c h c o c k r e t u r n e d to 

t h e d r a w i n g s t h a t L e C o r b u s i e r h a d c h o s e n f o r 

t h e Oeuvre Complete to a r g u e t h a t L e C o r h u s i e r ' s 

i n t e n t i o n s w e r e n o t t h e s a m e a s w h a t w a s finally 

b u i l t . 6 B u t i n t h e Oeuvre Complete, t h e m o s t o b v i ­

o u s a s p e c t o f t h e p l a n s s e l e c t e d b y L e C o r b u s i e r 

i s h o w e m p t y t h e y r e a l l y a r c . F u r t h e r m o r e . L e C o r ­

b u s i e r c h o s e n o t to i n c l u d e t h e f u l l b a s e m e n t p l a n . 

H e s e l e c t e d a s e q u e n c e o f five s t a r k p l a n s - t h e 

o n l y m a j o r i n a c c u r a c y i n t h e m b e i n g no t s o m u c h 

t h e u n f u l f i l l e d r e l a t i o n s h i p w i t h t h e c o n t e x t , o r 

t h e e m p t i n e s s o f t h e i n f e r i o r s , b u r t h e i n c l u s i o n o f 

a r a m p t h a t w a s n e v e r b u i l t a n d t h a t c o n n e c t s t h e 

t h i r d f l o o r g a l l e r y s p a c e t o t h e f o u r t h . 

W h e n l o o k i n g f r o m t h e i n s i d e o u t . t h e b u i l d 

i n g d o e s s e e m t o i g n o r e i t s s u r r o u n d i n g s . T h e r e -

a r e m a n y d e c i s i o n s i n t h e i n t e r i o r l a y o u t i n d i c a t 

i n g t h a t G i c d i o n ' s c r i t i c i s m s o f t h e i n a r t e n t i v e -

n e s s to t h e s i t e a n d t h e e m p t i n e s s o f t h e p l a n s 

a r e r e l a t e d . H o w e v e r , t h e b u i l d i n g i s n o t s o m u c h 

i n a t t e n t i v e to t h e c o n t e x t a s it i s b l i n d t o w a r d s i t . 

F o r o n e . t h e s h e a r w a l l t h a t h o l d s u p t h e r a m p o f 

t h e C a r p e n t e r C e n t e r b l o c k s t h e v i e w t h r o u g h t h e 

l a r g e a n d o p e n l o b b y w i n d o w . A n d a t t h e m o m e n t 

w h e n t h e v i e w e r i s o n a x i s w i t h t h e w i n d o w a n d 

t h e l o b b y , t h i s w a l l c u t s o f f t h e v i s u a l c o n n e c t i o n 

to t h e o u t s i d e . T h e m u l l i o n l e s s w i n d o w , t h r o u g h 

i t s c o r r e s p o n d e n c e w i t h t h i s d i r e c t v i e w , s e e m s a t 

o n c e t o d e m o n s t r a t e a n d d e n y e v e r y t h i n g t h a t h a s 

b e e n s a i d a b o u t t h e f r e e f a c a d e a n d t h e w i n d o w i n 

r e l a t i o n s h i p w i t h t h e f r e e p l a n . O n t h e o n e h a n d , 

t h e v i e w i s t h e r e a v a i l a b l e , a n d t h e i n s i d e a n d t h e 

o u t s i d e e x t e n d i n t o e a c h o t h e r . B u t w h e n o n e i s 

o n a x i s , l o o k i n g o u t s i d e f r o n t a l l y , t h e w a l l c r a w l s 

b y a n d c u t s o f f t h e v i e w . T h e l o b b y d o e s n o t g e t 

c l o s e d o f f o r c o n f i n e d , a n d e v e n f r o m t h i s w i n d o w , 

t h e v i e w t e n d s to o p e n u p to t h e s i d e s o f t h e s h e a r 

w a l l w h e n o n e a p p r o a c h e s t h e w i n d o w . T h e m a i n 

s t a i r f a c i n g Q u i n c y S t r e e t p r o v i d e s a n o t h e r e x a m ­

p l e o f w i l l f u l b l i n d n e s s . T h i s i s a v o l u m e t h a t c o u l d 

a f f o r d e x c e l l e n t v i e w s o f t h e c a m p u s a n d of C a m ­

b r i d g e , s i t u a t e d a s i t i s o n a d i a g o n a l w i t h t h e 

l . a m o n t y a r d . H o w e v e r , t h e f a c a d e o f t h e s t a i r c a s e 

i s filled i n w i t h g l a s s b l o c k s t h a t o n l y a l l o w t h e l i g h t 

to c o m e i n b u t no t t h e p r i v i l e g e d v i e w . O n e m o r e 

c o n f i r m a t i o n c a n h e f o u n d i n t h e w a y t h e t r e e s a n d 

s h r u b s a r e r e p e a t e d l y d r a w n i n p l a n i n o r d e r to 

b l o c k t h e w i n d o w w a l l s f r o m d i r e c t v i e w i n g to t h e 

o u t s i d e e v e n b e t w e e n t h e t w o s i d e s o l t h e b u i l d i n g . 

T h e s e b l i n d e r s a c t l o c a l l y to p r e v e n t t h e v i e w 

f r o m p e n e t r a t i n g d e e p i n t o t h e w o r k s h o p a n d 

s t u d i o s p a c e s . B u t L e C o r b u s i e r d e p l o y s t h i s b l i n d ­

n e s s a t a m o r e g e n e r a l l e v e l i n t h e w a y t h a t t h e 

d i a g o n a l b r i s e s o l e i l s d i s a l l o w a d i r e c t v i e w to t h e 

e x t e r i o r , p a r t i c u l a r l y i n t h e w o r k s h o p s a n d s t u -



d i o s . A n e m p h a t i c r e m a r k i n a s k e t c h b y L e C o r ­

b u s i e r o n t h e s p a t i a l p r o x i m i t y of t h e b r i s e - s o l e i l s 

to t h e c o l u m n s , m a y h e l p e x p l a i n t h i s . B e t w e e n 

t h e c o l u m n a n d t h e b r i s e - s o l e i l s , a s m a l l s p a c e i s 

d e f i n e d f o r v i e w i n g o u t s i d e , b u t a t t h a t p o i n t , w e 

a r e a l m o s t o u t s i d e t h e r o o m . F r o m t h e m i d d l e o f 

t h e p l a n , t h e v i e w i s r e d u c e d to m e a n i n g l e s s b a c k ­

g r o u n d , a n d i n m a n y i n s t a n c e s , t h e p r o x i m i t y to 

t h e n e i g h b o r i n g b u i l d i n g s a c t s a s a f o i l a s w e l l . 

W h e n a d i r e c t v i e w to t h e o u t s i d e b e c o m e s p o s s i ­

b l e , e i t h e r t h e b u i l d i n g ' s o w n w a l l s o r t h e w a l l s o f 

n e i g h b o r i n g b u i l d i n g s b l o c k t h e v i e w . O n l y a f t e r 

h a v i n g m o v e d a c r o s s t h e r o o m , t r a v e r s e d t h e l a s t 

r o w o f c o l u m n s , a n d R e a c h e d t h e d e l i n e a t e d s p a c e 

i n f r o n t o f t h e w i n d o w s , o n t h e e d g e o f t h e f r e e p l a n , 

d o e s o n e g e t to a n u n c r o p p e d v i e w of o u t s i d e f e a ­

t u r e s , a n d t h e n u s u a l l y o n l y by l o o k i n g s i d e w a y s . 

T h e c o n v e n t i o n a l a t t i t u d e t o w a r d s t h e p r e s ­

e n c e of t h e e x t e r i o r v i e w i n t h e f r e e p l a n s e e m s 

to a p p l y o n l y to t h e p e r i p h e r y o f t h e p l a n , to t h e 

z o n e d e f i n e d b y t h e s e p a r a t i o n b e t w e e n t h e c o l ­

u m n s a n d t h e e x t e r i o r w a l l . A f a m i l i a r i l l u s t r a t i o n 

o f t h e l i v e p o i n t s i n d i c a t e s a s i m i l a r d i s t i n c t i o n 

i n r e l a t i o n to t h e d e g r e e o f l i g h t i n g a s a r e s u l t 

o f t h e f e n c t r c e n l o n g u e u r . C o n v e n t i o n a l l y , a r c h i ­

t e c t u r a l h i s t o r i a n s h a v e e m p h a s i z e d t h e s p a c e 

b e t w e e n t h e g r i d o f c o l u m n s a n d t h e f a c a d e t h a t 

d i s p l a y s t h e p r o p e r t i e s o f t r a n s i t i o n b e t w e e n t h e 

t r e e p l a n a n d t h e l i c e l . i c a d e . T h i s s p a c e h a s b e e n 

e x p l a i n e d a s a r h e t o r i c a l s t r u c t u r a l c a n t i l e v e r to 

e x a g g e r a t e t h e s e p a r a t i o n b e t w e e n t h e c o l u m n 

a n d t h e w a l l . 

It i s t h i s m o v e m e n t f r o m t h e c o n f i n e d a n d 

f r e e s p a c e to t h e o p e n b u t c o n t a i n e d v i e w t h a t 

c h a r a c t e r i z e s t h e f r e e p l a n i n t h e l o b b y o f t h e C a r ­

p e n t e r C e n t e r a n d i n i t s e m p t y s p a c e s , t h e m a i n 

s t u d i o s a n d w o r k s h o p s . W h e n o n e i s w i t h i n t h e 

e m p t i n e s s o f t h e p l a n , it i s n e c e s s a r y n o t to o v e r ­

w h e l m t h e p l a n w i t h t h e e x t e r i o r v i e w s . T h e b u i l d ­

i n g h a s to b e c o n t i n u o u s , o p e n , b u t u n t o i t s e l f . 

W e c a n n o t f u l l y e x p l a i n t h e s e o b s e r v a t i o n s 

w i t h t h e c o n v e n t i o n a l w i s d o m a b o u t t h e f r e e p l a n 

a n d t h e p r o m e n a d e a r c h i t e c t u r a l t h a t i n s i s t s o n 

t h e o p e n n e s s of b o t h f a c a d e a n d p l a n i n o r d e r to 

h a v e d i r e c t c o n n e c t i o n b e t w e e n i n s i d e a n d o u t s i d e 

b u t w h i c h a l s o i n s i s t s o n v a r i a t i o n s i n v i e w s a n d 

t h e i r d i s c o n n e c t i o n . I n t h e C a r p e n t e r C e n t e r , v i e w s 

a r e s y s t e m a t i c a l l y a n d g r a d u a l l y t r a n s f o r m e d b y 

t h e v i e w e r * s m o v e m e n t . I t i s . f i n a l l y , a d i f f e r e n t 

k i n d o f m o v e m e n t f r o m t h e o n e a s s o c i a t e d w i t h 

t h e c o n v e n t i o n a l i n t e r p r e t a t i o n o f t h e p r o m e n a d e 

T H E R U L E O F M O V E M E N T 

L e C o r b u s i e r ' s p r o m e n a d e b u i l d s u p o n a l o n g t r a ­

d i t i o n o f t h o u g h t r e g a r d i n g m o v e m e n t i n m o d e r n 
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i n g s . 7 I n q u i r i e s i n t o t h i s s u b j e c t h a v e i n f o r m e d 

m o d e r n a r c h i t e c t u r e a t l e a s t s i n c e t h e P i c t u r e s q u e , 

p a r t i c u l a r l y i n t h e d e s i g n t h e o r i e s o f H u m p h r y 

R e p t o n , A u g u s t e C h o i s y . A u g u s t S c h m a r z o w . A d o l f 

L o o s , a n d L e C o r b u s i e r a n d t h r o u g h a n e x t e n d e d 

i n t e r a c t i o n b e t w e e n a r c h i t e c t s , m o d e r n a r t i s t s , 

a n d G e s t a l t p s y c h o l o g i s t s i n t h e 1 9 2 0 s a n d 1 9 3 0 s . 

E a c h o f t h e s e t h e o r i e s h a s a d v a n c e d s p e c i f i c c o m ­

p o s i t i o n a l s t r a t e g i e s , s u c h a s u n d u l a t i o n , s e r i a l i t y . 

a n d j u x t a p o s i t i o n . E n g a g i n g t h e m o v i n g s u b j e c t 

i n t h e d e f i n i t i o n o f t h e f o r m of a b u i l d i n g g e n e r ­

a l l y i m p l i e s t h a t t h e a r c h i t e c t , o r t h e b u i l d i n g , i s 

a w a r e o f t h e p r e s e n c e o f t h e o c c u p a n t a n d r e c i p ­

r o c a l l y , t h a t t h e v i e w e r b e c o m e s a w a r e o f t h e w a y 

t h a t h i s / h e r v i e w i n g h a b i t s a r e f o r m e d b y t h e s u r ­

r o u n d i n g s p a c e . 

W i t h i n e a c h t h e o r y , w h e n t h e s u b j e c t m o v e s , 

s / h e a c q u i r e s c e r t a i n s o c i a l a t t r i b u t e s . F o r e ^ H j 

p i e . a m b u l a t i o n i n t h e P i c t u r e s q u e a s s e r t s m u T 

v i d u a l f r e e d o m . F o r m o d e r n l i f e to b e a p p r e c i a t e d 

t o i t s f u l l e s t , t h e F u t u r i s t s a n d L e C o r b u s i e r h a d 

t o o b s e r v e t h e c i t y f r o m a f a s t c a r o r p l a n e . W i t h 

K e v i n L y n c h i n u r b a n r e n e w a l A m e r i c a , d a i l y c o m 

m u t i n g o n t h e h i g h w a y i m p l i e s s o c i a l m o b i l i t y . 

M o r e r e c e n t l y d i f f e r e n t k i n d s o f f o r m a l a g i t a t i o n 

s u c h a s f o r m l e s s n e s s , f o l d i n g , a n d c o m p u t a t i o n a l 

m a t e r i a l i s m h a v e b e e n j u s t i f i e d a s e n h a n c e d e x p e ­

r i e n c e s o f t h e i n f o r m a t i o n a g e . 

W i t h i n e a c h t h e o r y , t h e k i n e t i c r e l a t i o n s h i p 

b e t w e e n t h e v i e w e r a n d t h e b u i l d i n g c o u l d b e 

l o c a t e d o n a s p e c t r u m b e t w e e n t w o p o l e s . O n t h e 

o n e e n d , t h e b u i l d i n g i s u n d e r s t o o d a s a s e q u e n c e 

o f s t a t i c i m a g e s t h a t a r e c o n n e c t e d b y a m o v i n g 

v i e w e r ( e . g . . L o o s a n d L e C o r b u s i e r ) , a n d o n t h e 

o t h e r , t h e b u i l d i n g s " s u r f a c e s a r e w a r p e d a n d 

s t r e t c h e d i n o r d e r t o s i m u l a t e o r r e p r e s e n t m o t i o n 

f o r a s t a t i c v i e w e r ( e . g . f r o m B o r r o m o n i to B e n v a n 

B e r k e D . J 

n n t e r p r e t a f i o n s ot t h e p r o m e n a d e a r c h i t e c t 

t u r a l e h a v e m o v e d b e t w e e n t h o s e t w o p o l e s . P r o j ­

e c t s o f L e C o r b u s i e r ' s l i k e t h e P h i l i p s P a v i l i o n s 

a n d f o r m a l m o t i f s l i k e t h e c u r v e d w a l l , t h e s p i r a l 

s t a i r c a s e , a n d t h e d i a g o n a l r a m p h a v e b e e n t a k e n 

to i n s i n u a t e m o t i o n i n a p i c t o r i a l s e n s e o r f r o m 

a s t a t i c p o s i t i o n . B u t m o s t i n t e r p r e t a t i o n s o f t h e 

p r o m e n a d e i n t h e f r e e p l a n h a v e b e e n c l o s e r t o t h e 

f o r m e r , l e s s r e p r e s e n t a t i o n a l , p o l e . 

T h e p r o m e n a d e i s t h e e x p e r i e n t i a l c o r o l l a r y 

o f t h e f r e e p l a n . T h e m o s t b a s i c d e f i n i t i o n o f t h e 

f r e e p l a n i s t h e i d e a t h a t t h e b u i l d i n g ' s v e r t i c a l 

p a r t i t i o n s a r e d i s e n g a g e d f r o m i t s s t r u c t u r a l e l e ­

m e n t s a n d f r e e l y e m p l o y e d t o r e s p o n d to i n h a b i t a ­

t i o n . T h e i n h a b i t a t i o n a n d a r t i c u l a t i o n o f t h e f r e e 

p l a n i s g u i d e d b y c i r c u l a t i o n , b y m o v e m e n t , n o t 

o n l y i n s i d e t h e p l a n i t s e l f b u t b e t w e e n o n e f l o o r 

a n d o t h e r s , a n d i m p o r t a n t l y , b e t w e e n t h e p l a n a n d 

t h e e x t e r i o r n o w t h a t t h e i r r e l a t i o n s h i p h a s b e e n 

f r e e d f r o m t h e c o n s t r a i n t s o f t h e f a c a d e . 

T h e a c c e p t e d i n t e r p r e t a t i o n o f m o v e m e n t i n 

t h e f r e e p l a n i s g u i d e d b y L e C o r b u s i e r ' s o w n w r i t -

i n g s a b o u t t h e " p r o m e n a d e " i n s p i r e d i n p a r t , a s 

a n o t i o n , b y t h e m o r e i n t r o s p e c t i v e p r o m e n a d e s 

o f l e a n - l a c q u e s R o u s s e a u . I n h i s b o o k Talk* with 

Students, w r i t t e n i n 1 9 4 2 d u r i n g t h e S e c o n d W o r l d 

W a r a n d a d d r e s s e d t o t h e B e a u x A r t s s t u d e n t s . 
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Sequence ol ft imafjus, <t (thawing relationship between ramp 

a n d t h e n p u b l i s h e d a g a i n w i t h r e n e w e d c o m m i t 

m e n t t o i t s c o n t e n t i n 1 9 5 7 . L e C o r b u s i e r d e s c r i b e s 

r h e p r o m e n a d e i n t h e f o l l o w i n g m a n n e r : 

An architecture muAt be walked through arid tra 

versed. Il iA by no nutans that entirely graphic illu 

sion certain ACIWOIA of thought like UA to believe 

in. organized around Aome abAtruct point that pre 

tendA to he a man. a chimerical man with the eye 

of a fly and viAion AimultaneoiiAly circular. Such 

a man Aimply doeA not exist, and in consequence 

of this miAconception. the CIQAAICOI era baited 

rhe trap for the total deAtruction of architecture. 

InAtead. our man IIUA two eyes Aet in the front 

of hiA head, and he AtandA AIX feet above the 

ground and lookA ahead. TheAe biological fact A 

are enough to damn the whole batch of plariA that 

have the wheel revolving around a fictitiouA pivot. 

ThiiA. equipped with hiA own two eye A and looking 

/straight ahead, our man walkA about and changeA 

poAitionA. applieA himself to hiA pursuits, moving 

in the midst of a AUCceAAion of architectural reali­

ties. He re-experienceA the intense feeling that has 

come from that Aequence of movements. This is AO 

true that architecture ( an be pidged dead or living 

by the degree to which the rule of movement has 

been disregarded or brilliantly exploited* 

This description h a s b e e n c e n t r a l to r h e inter­
p r e t a t i o n o l t h e p r o m e n a d e a r c h i t e c t u r a l e a m o n g 

h i s t o r i a n s a n i l c r i t i c s . M u r e r e c e n t i n t e r p r e t e r s o l 

L e C o r b u s i e r ' s w o r k h a v e t r i e d to l o c u s o n u n d e r -

s r a n d i n g precisely w h a t t h i s " r u l e o f m o v e m e n t " 

i s . I t h a s b e e n d i s c u s s e d b y B r u n o R e i c h l i n . B e a t 

r i z C o l o m i n a . a n d Y v e s A l a i n B o i s w h o h a v e r e l i e d 

o n a r a n g e o f t h e o r i e s , f r o m t h e P i c t u r e s q u e , t o 

s p a c e - t i m e t h e o r i e s , to t h e i n t e r p r e t a t i o n o f v i s u -

a l i t y b y l a c q u e s L a c a n a n d to t h e a d v e n t o f c i n e m a 

a n d i t s i m p a c t o n L e C o r b u s i e r ' s a r c h i t e c t u r e . E v e n 

t h o u g h t h e y m a y d i f f e r o n t h e c u l t u r a l interpre­
tations o f t h e r u l e , r h e y d o c o n c u r t h a t i t e n t a i l s 

u n r a v e l i n g t h e b u i l d i n g to t h e m o v i n g s u b j e c t i n 

b i t s o r a s s l i l l f r a m e s t h a t u n f o l d o n e a f t e r t h e 

Other, Whether In Smooth t r a n s i t i o n s o r i n s u r 

p r i s i n g b r e a k s , created b y r h e f r e e - s t a n d i n g i r i l e 

r i o r p a r t i t i o n s a n d t h e i n t e r m i n g l i n g o f i n t e r i o r 

S p a c e s w i t h OUtSide v i e w s . R e c e n t l y . B e a t r i x C o l o ­

m i n a h a s p r o v i d e d t h e l o l l o w i n g i n t e r p r e t a t i o n : 

Modern eyeA move. ViAion in Le CorbiiAier'A archi 

tecture IA alwayA tied to movement: "You follow an 

itinerary." a promenade architecturale. The point 

oj view of modern architecture is never fixed, as in 

baroque architecture, or as in the model of viAion 

oj the camera ohAcuru. but alwayA in motion, as in 

film or in the City. Crowds. AhoppeiA in a department 

More, railroad traveleiA. and the inhabitant A oj I 0 

CnrbiiAierA houseA have in common with movie 

viewerA that they cannot f i x (arreAt) the image. 

Like the movie viewer that Benjamin deAcribeA they 

inhabit a Apace that L i neither an inAide nor an out 

Aide, public nor private. It iAa Apace that IA not made 

out of walls but ofimugeA.9 

T h e s p a c e s of L e C o r b u s i e r ' s h o u s e s a r e l e s s 

a b o u t e n c l o s u r e t h a n r h e e n t a n g l e m e n t of i n s i d e 

a n d o u t s i d e , l e s s a b o u t a t r a d i t i o n a l i n t e r i o r t h a n 

a b o u t f o l l o w i n g a n i t i n e r a r y ( n o m a t t e r h o w m a n y 

t i m e s r e d r a w n , n o matter h o w l i n e a r ) t h e Bflt Ifl 

s u r e resulting From t h e c o l l a g e o f f l e e t i n g i m a g e s 

assembled a s t h e r e a d e r m o v e s t h r o u g h too n u n h 

material, t o o m a n y i m a g e s , t o o m a n y s t i m u l i . ' 0 

T h i s i n t e r p r e t . i t i o n c o m b i n e s d i f f e r e n t c o n ­

c e p t i o n s a b o u t t h e v i e w , a s f l e e t i n g i m a g e , a s p h o 

t o g r a p h . a n d a s m o v i n g p i c t u r e , b u t i n a l l c a s e s , 

t h e b u i l d i n g i s c o n c e i v e d a s a n o r c h e s t r a t i o n o t 

v i e w s . W h e n o n e m o v e s , t h e s e v i e w s , w h i c h a r e p r e 

d o m i n a n t l y t u r n e d ro t h e o u t s i d e , a r e c o n n e c t e d 

t o g e t h e r i n t h e m i n d o f t h e v i e w e r . I n h i s o w n w r i t 

i n g s . L e C o r b u s i e r d o e s r e f e r to t h i s u n r a v e l i n g , 

b i n no t s o l e l y 10 t h a t . 

A n e v e n m o r e b a s i c a s s u m p t i o n u n d e r l i e s 

t h e s e i n t e r p r e t a t i o n s o f m o v e m e n t i n I.e C o r b u s ­

i e r . I t i s t h a i v i s u a l p e r c e p t i o n , a s a n i e i i l . i l p i n t e s s , 

e n t a i l s t h e i n t e r p r e t a t i o n o t t w o - d i m e n s i o n a l S t i m ­

u l i a s t h e y r e g i s t e r o n t h e r e t i n a . A f t e r u n d e r g o 

i n g a p e r c e p t u a l p r o c e s s t h a t t a k e s t h e t w o - d i m e n ­

s i o n a l i m a g e f r o m r h e r e t i n a to t h e b r a i n , w e c a n 

f i n a l l y i n t e r t h e t h i r d d i m e n s i o n b a c k o u t o t t h e 

v i s u a l c u e s . A s t h e v i e w e r c h a n g e s p o s i t i o n i n r e l a ­

t i o n to t h e o b j e c t b e i n g v i e w e d , t h e b r a i n c o n n e c t s 

1 he s e q u e n c e o f t w o - d i m e n s i o n a l i m a g e s a s .1 r o l l 

ling f i l m d o e s a n d i n t e r p r e t s t h e m . P e r c e p t u a l t he ­

orists h a v e e m p l o y e d t h e m e d i a o l p h o t o g r a p h y 

a n d c i n e m a a s m e t a p h o r s to e x p l i c a t e t h e d i f f e r 

e n l l e v e l s o f s e e i n g . A s o u r m e c h a n i c a l a n d e le t 

t r o n i c e q u i p m e n t b e c o m e s m o r e c o m p l i c a t e d s o . it 

w o u l d s e e m , a r e o u r m o d e l s f o r v i s i o n . " 

T h i s d i g r e s s i o n i n t o p e r c e p t u a l p s y c h o l o g y 

i s s i g n i f i c a n t f o r h i s t o r i c a l r e a s o n s . I n h i s 1 a n o n 

i c a i Space. Time, and Architecture. G i e d i o n h i m 

s e l f h a d p r o p o s e d t h a t c h a n g e s i n m o d e s of p e r c e p 

t i o n a r e e f f e c t e d by c h a n g e s i n t e c h n o l o g y a n d t h e 

i n t r o d u c t i o n o f n e w m e d i a . T e c h n o l o g i c a l c h a n g e s 

t h e r e f o r e a f f e c t b o t h t h e p r o d u c t i o n a n d t h e r e c e p -

1 i o n o l a r c h i t e c t u r e . H e i d e n t i f i e s f u t u r i s m a n d 

C u b i s m . i s I w o a t t e m p t s a t r e p r e s e n t i n g t h e s p a c e-

t i m e f u s i o n . 1 * ' F o l l o w i n g a l o n g h i s w e l l k n o w n e l u 

c i d a t i o n s of t h e r e l a t i o n s h i p b e t w e e n t e c h n o l o g y 

a n d p e r c e p t i o n , m o d e r n a r c h i t e c t s a n d a r t i s t s i n 

t h e t w e n t i e s a n d r h i r t i e s r u r n e d to G e s t a l t p s y ­

c h o l o g y i n o r d e r to s h a p e o r c o n f i r m t h e i r p o s i 

H o n s a b o u t c o m p o s i r i o n a n d p e r c e p t i o n o f f o r m . 

J 
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R e c i p r o c a l l y . G e s t a l t t h e o r i s t s l o o k e d e x t e n s i v e l y 

a t a b s t r a c t v i s u a l a r t i n o r d e r to s t u d y f i g u r e a n d 

g r o u n d , t h e i r r e l a t i o n a l e f f e c t s a n d t h e w h o l e / p a r t 

i n t e r a c t i n n s b e t w e e n l h e m . , 3 G e s l a l t t h e o r i e s h a v e 

p r i m a r i l y c o n c e n t r a t e d o n t w o - d i m e n s i o n a l i l l u s ­

t r a t i o n s a n d b o r r o w e d v i s u a l t h e o r y i n r e l a t i o n to 

p a i n t i n g . It w o u l d s e e m t h a t t h e d i s c u s s i o n s o f 

m o t i o n i n a r c h i t e c t u r e a r e i n d e b t e d to t h i s p i c t o ­

r i a l a s p e c t o f p e r c e p t i o n a s w e l l . L e C o r b u s i e r d o e s 

a p p e a r t o r e l y o n a s i m i l a r i n t e r p r e t a t i o n o f p e r 

c e p t i o n i n m o t i o n . C o l i n R o w e a n d R o b e r t S l u r z k y 

h a v e e x h a u s t i v e l y a n a l y z e d t h i s a s p e c t o f h i s w o r k , 

b u t i t i s n o t t h e o n l y w a y h i s w o r k r e l a t e s to t h e 

i d e a o f m o v e m e n t . " 

L e C o r b u s i e r ' s e a r l y w r i t i n g s o n p a i n t i n g a n d 

a r c h i t e c t u r e w i t h A m e d e e O z e n f a n t a t t e m p t e d to 

g r o u n d t h e p u r i s t t h e o r i e s o f p a i n t i n g a n d o f a r c h i ­

t e c t u r e i n s c i e n t i l i c e v i d e n c e f r o m s u c h p e r c e p ­

t u a l p s y c h o l o g i s t s a s H e r m a n n v o n H c l m h o l t z a n d 

C h a r l e s H e n r y . 1 5 T h e i r j o u r n a l . L'EApht Nouweuu, 

p u b l i s h e d s e v e r a l p a p e r s b y C h a r l e s H e n r y , d i r e c ­

t o r o f r h e L a b o r a t o r y o f P h y s i o l o g i c a l S e n s a t i o n s 

a t t h e S o r b o n n e . H e n r y s o u g h t to i d e n t i f y s c i e n ­

t i f i c j u s t i f i c a t i o n s f o r a e s t h e t i c p r e f e r e n c e s . H e 

d e v e l o p e d t h e " a e s t h e t i c p r o t r a c t o r . " a n i n s t r u ­

m e n t t h a t p r o d u c e d " r h y t h m i c a n g l e s " b a s e d o n 

s i m p l e n u m b e r p r o p o r t i o n s t h a t w e r e s u p p o s e d to 

y i e l d m o r e s a t i s f a c t o r y , t h e r e f o r e a e s t h e t i c , s e n s a ­

t i o n s i n t h e o b s e r v e r . 1 0 B o t h H e n r y a n d h i s a r t i s t -

r e a d e r s l i k e L e C o r b u s i e r w e r e a w a r e o f t h e c u l ­

t u r a l f a c t o r s i n v o l v e d i n t h e d e f i n i t i o n o f a e s t h e t i c 

p r e f e r e n c e s . b u 1 t h e y p l a c e d t h e i r i n q u i s i t i o n s a t 

a l e v e l t h a t t h e y b e l i e v e d p r e c e d e d t h e e s t a b l i s h ­

m e n t o f c u l t u r a l s i g n i f i c a t i o n , a t w h a t t h e y u n d e r ­

s t o o d to b e a u n i v e r s a l b a s e . L e C o r b u s i e r a n d 

O z e n f a n t o f t e n c a u t i o n e d t h e i r r e a d e r s t h a t t h e 

m a i n q u e s t w a s n o t f o r a n a b s o l u t e ( e v e n i f 

t h e r h e t o r i c o f t e n s l i p p e d i n t h a t d i r e c t i o n ) . " 

T h e s e " c o n s t a n t s " e m e r g e o u t o f c h a o s i n o r d e r to 

e s t a b l i s h " c l a s s i f i c a t i o n s f o u n d e d o n t h e a p p e a r 

a n c e s o f n a t u r e . " T h i s u n d e r l i e s t h e d i f f i c u l t p u r ­

s u i t o f c o n s t a n t s ( n o t a b s o l u t e s ) a n d t h e a p p a r e n t 

( n o t t h e a c t u a l ) . 

T h i s p u r s u i t w o u l d g u i d e L e C o r b u s i e r i n 

m a n y a s p e c t s o f h i s w o r k , w h e t h e r t h r o u g h t h e 

d e v e l o p m e n t o f t h e t r a c e e s r e g u l a t o i r e s , t h e m o d 

u l o r , i n t h e p o l y c h r o m i e . o r i n d e f e n d i n g p u r i s t 

s h a p e s . I n e a c h o f t h e s e a s p e c t s o f d e s i g n , w h e t h e r 

i t w a s t h e c o m p o s i t i o n a l o r g a n i z a t i o n o f t h e 

f a c a d e , t h e m e a s u r e m e n t s o f s p a c e s , g r a d a t i o n s 

o f c o l o r , o r r h e d e t e r m i n a t i o n o f f r e e f o r m s , L e 

C o r b u s i e r i d e n t i f i e d r u l e s d e r i v e d f r o m w h a t h e 

b e l i e v e d r e m a i n e d c o n s t a n t f o r a l l u s e r s . N e i t h e r 

t h e r u l e o f m o v e m e n t n o r t h e c o n s t a n t s a s s o c i ­

a t e d w i t h it w e r e e v e r e x p l i c i t l y s p e l l e d o u t . T h e y 

h a v e t o be d e r i v e d f r o m p a s s i n g r e f e r e n c e s a n d 

f r o m b u i l d i n g s l i k e t h e C a r p e n t e r C e n t e r , w h e r e 

h e s e e m e d to e m p l o y t h i s r u l e . 

A m o n g h i s o t h e r p u r s u i t s o f c o n s t a n t s , a p o s ­

s i b l e c o n n e c t i o n t o t h e r u l e o f m o v e m e n t c a n b e 

f o u n d i n h i s t h e o r y o f c o l o r . T h i s m a y b e a r a t h e r 

o b l i q u e w a y o f i n t e r p r e t i n g t h e i d e a of m o v e m e n t , 

b u t t h e P o l y c h r o m i e A r c h i t e c t u r a l d o e s e m b o d y , 

i n a l e s s i m p l i c i t m a n n e r , h i s v i e w s o f p e r c e p t i o n 

a n d t h e i n t e r p r e t a t i o n o f c o n s t a n t s a c r o s s s u b ­

j e c t s . I n t e r e s t i n g l y , i t i s a l s o a p l a c e w h e r e L e C o r ­

b u s i e r m o v e d a w a y f r o m r h e c o m p o s i t i o n a l a n d 

p a i n t e r l y a t t r i b u t e s o f c o l o r a n d f o c u s e d o n i t s 

p s y c h o l o g i c a l i m p a c t i n e v e r y d a y e n c o u n t e r s w i t h 

a m o v i n g s u b j e c t . A c c o r d i n g to A r t h u r R u e g g , L e 

C o r b u s i e r d e r i v e d h i s a p p r o a c h f r o m p h y s i o l o g i ­

c a l a s w e l l a s p s y c h o l o g i c a l e f f e c t s o f c o l o r s w h i c h 

c o u l d f u l l y u n f o l d i n t h e w h i t e s p a c e . V i c e v e r s a , 

h e a l s o t o o k i t s l e g i t i m i z a t i o n f r o m t h e l a w s o f 

p e r c e p t i o n a n d a s s o c i a t i o n t h a t a r e p r e s u m e d to 

b e c o n s t a n t , f r o m t h e u n c h a n g e a b l e " m e c a n i s m e 

d e I ' e m o t i o n . " " 1 H i s c o l o r c o n c e p t i n t h i s r e s p e c t 

d i f f e r s f r o m t h a t o f t h e D u t c h d e S t i j l m o v e m e n t 

o r f r o m G e r m a n p o s t - e x p r e s s i o n i s m . ' 0 

H e l m h o l t z . H e n r y , a n d o t h e r p s y c h o l o g i s t s 

w h o m L e C o r b u s i e r r e a d a r g u e d t h a t c o l o r 

e x h i b i t e d c e r t a i n p s y c h o l o g i c a l a n d p h y s i o l o g i c a l 

e f f e c t s t h a t w e r e c o n s t a n t a m o n g d i f f e r e n t v i e w ­

e r s . B l u e , f o r e x a m p l e , m a d e f o r m s r e c e d e w h e r e a s 

b r o w n s t a b i l i z e d t h e m . S i n c e P e s s a c . L e C o r b u s ­

i e r h a d b e e n e x p e r i m e n t i n g w i t h t h i s e m p l o y m e n t 

o f c o l o r s . H o w e v e r . R u e g g r e m i n d s u s t h a i L e C o r ­

b u s i e r s k i p p e d t h e s c i e n t i f i c a l l y - d e t e r m i n e d c o l o r 

s c h e m e s , s u c h a s t h e c l a s s i f i e d c o l o r c i r c l e o f O s t -

w a l d , a n d c o n n e c t e d d i r e c t l y t o t h e d a i l y e x p e ­

r i e n c e s o f p e o p l e w i t h c o l o r s d e p l o y e d p o l y c h r o -

m a t i c a l l y a r o u n d t h e m . I t w a s n o t t h e i n t r i n s i c 

q u a l i t i e s o f m a t e r i a l s t h a t h e w a s a f t e r . I n s t e a d 

h e w a n t e d to u n d e r s t a n d t h e i r e f f e c t s a n d t h e c o n ­

s t a n t s t h a t t h e y d i s p l a y e d i n t h e c h a o s o f d a i l y 

l i f e . M o r e o v e r , w h i l e h e d i s c u s s e d c o l o r a s a f a c t o r 

t h a t a f f e c t e d t h e c o m p o s i t i o n o f a r c h i t e c t u r e t o 

a s t a t i c v i e w e r ( i t r e c e d e s f r o m o n e p o s i t i o n a t 

o n e p o i n t i n t i m e ) , i t i s t h e f r e e p l a n t h a t r e m o v e d 

t h e b o u n d a r i e s b e t w e e n r o o m s a n d a l l o w e d t o r 

t h e d i f f e r e n t c o l o r s to i n t e r a c t i n d e p e n d e n t l y o f 

t h e f o r m s t h a t t h e y c o v e r e d . T h e f r e e p l a n m a k e s 

s u c h i d e a s a s t h e " R o s e R o o m . " o b s o l e t e . I t t h e r e 

f o r e e n c o u r a g e s u s i n g c o l o r s p o l y c h r o m a t i c a l l y . 

a g a i n s t e a c h o t h e r . T h e Polychromie Architec 

turale, L e C o r b u s i e r ' s s y s t e m a t i c a p p r o a c h to t h e 

d e p l o y m e n t o f c o l o r s , w a s e s t a b l i s h e d i n t h e 1 9 3 0 s 

f o r a p a i n t c o m p a n y . I t w a s t h e n l o o s e n e d u p i n t h e 

1 9 5 0 s s o t h a t d e c i s i o n s c o u l d b e b a s e d m o r e o n 

o b s e r v i n g t h e e f f e c t o f c o l o r s o n v i e w e r s . A c c o r d ­

i n g to R u e g g . t h i s h a p p e n e d a f t e r t h e c r e a t i o n o f a 

n e w c o l l e c t i o n o f c o l o r s i n 1 9 5 9 , a r o u n d t h e s a m e 

t i m e a s t h e C a r p e n t e r w a s b e i n g d e s i g n e d . 

W e c a n a l s o g o b a c k t o G e s t a l t p s y c h o l o g y 

to find a r u l e o f m o v e m e n t t h a t i s s i m i l a r to t h e 

o n e L e C o r b u s i e r m a y h a v e b e e n t r y i n g to a r t i c ­

u l a t e . A s e c o n d g e n e r a t i o n o f G e s t a l t p s y c h o l o ­

g i s t s r e l e a s e d t h e v i e w e r f r o m t h e c o n f i n e s o f t h e 

fixed l a b o r a t o r y c h a i r a n d f r o m t h e l i m i t e d r e s u l t s 

t h a t t h e y w o u l d g e t i n m a k i n g t h e v i e w e r l o o k a t 

p i c t u r e s s i m u l a t i n g m o t i o n . U l t i m a t e l y , t h e y p r o ­

p o s e d t h a t p e r c e p t i o n o f m o t i o n d i d n o t o c c u r b y 

c o n n e c t i n g d i f f e r e n t s t a t i c i m a g e s a n d c o m p a r i n g 

t h e m , b u t r a t h e r b y i d e n t i f y i n g w h a t w a s fixed 

a n d w h a t c h a n g e d w i t h m o v e m e n t . S o m e t h r e a d s 

o f s u c h a n a l t e r n a t i v e to t h e p i c t o r i a l m o d e l o f 

m o v e m e n t c o u l d b e t r a c e d b a c k to e a r l y G e s t a l t 

t h e o r i s t s , b u t t h e d e v e l o p m e n t o f a c o m p r e h e n s i v e 

t h e o r y o f v i s i o n b a s e d o n t h i s m o d e l t o o k p l a c e 

a f t e r t h e S e c o n d W o r l d W a r . l a m e s G i b s o n , a n 

A m e r i c a n p e r c e p t u a l p s y c h o l o g i s t w h o h a d s p e n t 

s o m e t i m e r e s e a r c h i n g h o w p i l o t s o r i e n t t h e m ­

s e l v e s i n t h e s c a r c e e n v i r o n m e n t o f t h e s k y . c a m e 

t o r e a l i z e t h a t n e i t h e r t h e r e s t r i c t e d e n v i r o n m e n t 

o f t h e l a b n o r t h e p i c t o r i a l a p p r o a c h to p e r c e p t i o n 

s u f f i c e t o e x p l a i n h o w w e s e e i n e v e r y d a y l i f e . ' 0 

H e s h i f t e d t h e e m p h a s i s a w a y f r o m r h e r e t i n a l 

i m a g e a s t h e e f f e c t i v e s t i m u l u s f o r v i s i o n , a w a y 

f r o m t h e i m a g e , t o w a r d s t h e t o t a l i t y o f t h e e n v i ­

r o n m e n t , w h a t h e c a l l e d a n " o p t i c a r r a y . " 2 ' A c c o r d ­

i n g to G i b s o n , w h e n w e m o v e w i t h i n t h i s a r r a y , w e 

m a k e s e n s e o f t h e w o r l d b y w a y o f r e l a t i n g o u r 

m o v e m e n t to w h a t h e c a l l e d " i n v a r i a n t p a t t e r n s 

i n t h e e n v i r o n m e n t . " c e r t a i n c o n s t a n t p r o p e r t i e s , 

a s o p p o s e d t o v a r i a n t p a t t e r n s , o r t h o s e t h a t m o v e 

a s w e m o v e . I n v a r i a n t s a r e p r o p e r t i e s o r p a t t e r n s 

t h a t r e m a i n c o n s t a n t w h e n t h e o b s e r v e r , t h e e n v i ­

r o n m e n t , o r b o t h c h a n g e t h e i r p o s i t i o n . R e c e n t 

e l a b o r a t i o n s o n G i b s o n ' s i d e a d i s c e r n t w o t y p e s 

o f i n v a r i a n t s : t r a n s f o r m a t i o n a l i n v a r i a n t s a r e p a t ­

t e r n s o f c h a n g e t h a t c a n r e v e a l w h a t i s h a p p e n i n g 

t o a n o b j e c t . F o r e x a m p l e , w h e n a n o b j e c t m o v e s 

a w a y f r o m t h e v i e w e r a t a r e g u l a r s p e e d , i t s a p p a r ­

e n t a r e a ( t h e s i z e o f t h e a n g l e a p p r e h e n d e d a t 

t h e e y e ) d i m i n i s h e s i n a p r e d i c t a b l e m a n n e r . T h e 

d e c r e a s e o f r h e a r e a i s p r o p o i t i o n a l to t h e s q u a r e 

o f t h e d i s t a n c e . W h e n e v e r t h i s r e l a t i o n s h i p i s p r e s ­

e n t i t m u s t m e a n t h a t t h e d i s t a n c e b e t w e e n t h e 

v i e w e r a n d t h e o b j e c t i s c h a n g i n g i n a r e g u l a r 

m a n n e r . G i b s o n a n d h i s f o l l o w e r s p l a c e d a s t r o n g 

e m p h a s i s o n t h e r o l e t h a t t e x t u r e s o f s u r f a c e s 

p l a y i n t h e o r i e n t a t i o n a n d g u i d a n c e o l t h e v i e w e r 

i n a s p a c e . S t r u c t u r a l i n v a r i a n t s , t h e s e c o n d k i n d , 

a r e a h i g h e r o r d e r o f p a t t e r n s t h a t r e m a i n c o n ­

s t a n t d e s p i t e c h a n g e s i n s i m u l a t i o n . F o r e x a m p l e , 

t h e h o r i z o n r a t i o , t h e r e l a t i o n s h i p b e t w e e n t h e 

h e i g h t o f t h e o b j e c t a n d i t s a p p a r e n t d i s t a n c e f r o m 

t h e h o r i z o n r e m a i n s c o n s t a n t , a l l o w i n g t h e v i e w e r 

t o l o c a t e t h e o b j e c t ' s r e a l p o s i t i o n a s e i t h e r o f 

t h e m m o v e s . 

G i b s o n ' s i d e a s q u i c k l y c a u g h t t h e a t t e n t i o n 

o f a r t i s t s a n d a r c h i t e c t s . H e p u b l i s h e d s o m e of h i s 

r e s e a r c h i n v i s u a l a r t s j o u r n a l s a n d w a s f r e q u e n t l y 

f e a t u r e d i n t h e G e o r g e B r a z i l l e r s e r i e s o n a r t e d i t e d 

b y G y o r g y K e p e s . H e w a s a l s o f r e q u e n t l y q u o t e d 

b y t h e l i k e s o f R u d o l f A r n h e i m ( w h o l e c t u r e d i n 

a n d a b o u t t h e C a r p e n t e r C e n t e r ) . N e l s o n G o o d m a n , 

a p h i l o s o p h e r a n d i n t e r l o c u t o r o f G i b s o n , w o u l d 

i n s i s t t h a t w e s h o u l d p a y c l o s e a t t e n t i o n to h o w a r t ­

i s t s c o n s t r u c t t h e i r o w n w o r l d s i n o r d e r t o u n d e r 



n -

x -

.• 

E C • 

• 
/ 

View of studio s p a t e Harvard Grad 

Visual Col lect ions. 

Above, left to right 
Zones Ol light m room 

View ol studio Photograph 
by Has lum Surk is . 



<-

' ' '> 

1 o 

4 
L - C • i S 

n 

Left 
Rump ot Le Corbusier's Villa Savoye. photograph by 
Hashim Sarltis. 

Top lo bottom: 
Detail Plan of Carpenter Center ramp Harvard Grad 
uate School of Design, l oeb Library. Sert Collection. 

Plan of bnse solell 
Harvard Graduate School 61 Design. Loeb Library, 
Sert Collection. 

Zoned plan of studio space. Photoshop on plan of 
level 3. south side ot Carpenter Center. I.e Corbusier 
a! Work, edited by Eduard Sekler and William Curds. 
(Cambridge, MA: Harvard University Press, 1974). 
figure 153, p.154, 



s t a n d b e t t e r h o w t h e p e r c e p t u a l w o r l d w o r k s . " 

I n b r i e f , t h i s " d i r e c t " approach t o p e r c e p ­

t i o n , w h a t i s a l s o r e f e r r e d t o a s t h e " e c o l o g i c a l 

a p p r o a c h , " s h i f t s t h e e m p h a s i s a w a y f r o m p i c t u r e s 

a n d t o w a r d s i n v a r i a n t s , c o n s t a n t s . It e l e v a t e s t h e 

r o l e o f s u c h a t t r i b u t e s a s r a t i o s , t e x t u r e s , a n d 

s p a t e s b e t w e e n o b j e c t s b e c a u s e nt t h e n a b i l i t y to 

g u i d e t h e m o v i n g s u b j e c t . I m p o r t a n t l y , a s G i b s o n 

o b s e r v e d , t h e r e l i a n c e o n t h e s e i n v a r i a n t a t t r i ­

b u t e s i n c r e a s e s i n a r a r e l i e d . e m p t y e n v i r o n m e n t . 

C O N S T A N T S I N A C T I O N 

I n a n e m p t y b u i l d i n g , p i c t o r i a l c o m p o s i t i o n a l s t r a t 

e g i e s w o u l d be i m p o s s i b l e to e m p l o y . T h e C a r p e n ­

t e r C e n t e r ' s s p a c e s r e l y o n a s e r i e s of i n v a r i a n t s 

i n o r d e r to d e l i n e a t e t h e s p a c e s . A c c o u n t s o l t h e 

b u i l d i n g d e s i g n a g r e e o n t h e i m p o r t a n c e L e C o r -

b u s i e r g a v e i n t h i s p r o j e c t to m a t e r i a l s , t e x t u r e s , 

c o l o r s , a n d s u r f a c e t r e a t m e n t s . It w a s n e c e s s a r y 

f o r h i m to c a p t u r e a r o u g h a n d c o n t i n u o u s t e x t u r e 

f o r t h e c e i l i n g a n d to m a i n t a i n a r e g u l a r i t y to t h e 

f l o o r p a t t e r n s i n t h e s t u d i o s p a c e s , a s i f f o r t h e e y e 

to m e a s u r e a g a i n s t t h e m . W h e n e v e r h e e m p l o y s a 

s m o o t h s u r f a c e , w i t h t h e e x c e p t i o n o f t h e c o l u m n s , 

a g r a d a t e d t e x t u r e i s u s e d i n o r d e r to i n t r o d u c e c e r ­

tain r e f e r e n c e s i n t h i s s u r r o g a t e e n v i r o n m e n t . 

A s t r o n g e m p h a s i s i s a l s o p l a c e d o n b r i n g i n g 

t h e h o r i z o n l i n e i n t o e v e r y s p a c e , h e it i n t h e f o r m 

o f a r e t a i n i n g w a l l t h a t r u n s b e h i n d t h e p i l o t i s o n 

t h e s t r e e t l e v e l e n t r a n c e o r i n t h e f o r m of a s h e l f 

t h a t i s p l a c e d a l m o s t a t e y e l e v e l t o t i e t h e c u r v a 

t u r e o f t h e r o o m a n d i t s b r i s e - s o l e i l s t o g e t h e r . T h e 

c u r v a t u r e o f t h e s t u d i o w a l l s i s e x a g g e r a t e d b y t h e 

o n d u l a t o i r e s s o t h a t e v e n i n t h e a b s e n c e o f d i r e c t 

l i g h t , t h e y a p p e a r c u r v e d . 

I n a l l . h o w e v e r , it i s n o t s o m u c h t h e s p e c i f i c 

m a t e r i a l q u a l i t i e s o f t h i n g s b u t t h e i r r e l a t i o n a l 

q u a l i t i e s t h a t s e e m t o a f f e c t o u r p e r c e p t i o n i n 

m o t i o n . T e x t u r e s a r e n o t u n d e r s t o o d a s i n t r i n s i c 

q u a l i t i e s b u t a r e to b e e x p e r i e n c e d i n r e l a t i o n to 

e a c h o t h e r . 

I n k e e p i n g w i t h t h e c r i t i c i s m s p r e s e n t e d 

a g a i n s t i t . t h e C a r p e n t e r C e n t e r s e e m s to s e p a ­

r a t e a l m o s t g r a p h i c a l l y , t h e " p i c t o r i a l " m o d e l o l 

t h e p r o m e n a d e I t o r n a n o t h e r , " d i r e c t " o n e . T h i s i s 

p e r h a p s t h e a s p e c t o f t h e b u i l d i n g t h a t L e C o r b u s -

i e i w a s m o s t d i s s a t i s f i e d w i t h , a n d it s h o w s m o s t 

c l e a r l y i n t h e w a y t h a t h e r e p u b l i s h e d t h e p l a n s 

o l t h e b u i l d i n g by i n c l u d i n g t h e i n t e r i o r r a m p 

g o i n g f r o m t h e t h i r d to t h e l o u r t h l e v e l . T h i s r a m p 

w o u l d h a v e a c t e d a s a c o n t i n u a t i o n o l t h e e x t e r i o r 

r a m p a n d e s t a b l i s h e d a c o n t i n u i t y b e t w e e n t h e 

t w o m o d e l s . 

H o w e v e r , t h e c o n s t a n t s d o no t a l w a y s oper­
ate as c u e s , a s g u i d i n g l i g h t s i n t h e e m p t i n e s s 

o f t h e s t u d i o s . L e C o r b u s i e r a l s o u s e s t h e s e attri­
b u t e s o f h i s b u i l d i n g to d e l i b e r a t e l y c o n t u s e m o v e 

m e n t o r to f e i g n c e r t a i n c o u n t e r e f f e c t s . W e . i n ­

c o n s t a n t l y p r e s e n t e d w i t h m o d u l a r i z e d p a n e l i n g 

s y s t e m s i m p r i n t e d i n t h e c o n c r e t e a g a i n s t i r r e g u 

l a r p a t t e r n s i n t h e f l o o r . S h i n y s u r f a c e s a r e j u x t a ­

p o s e d a g a i n s t r o u g h o n e s . T h e o n d u l a t o i r e s n o t 

o n l y e m p h a s i z e t h e c u r v a t u r e , b u t g i v e n t h e i r 

i r r e g u l a r s p a c i n g , t h e y a l s o c o n t u s e i t s a p p a r e n t 

c u r v a t u r e , p a r t i c u l a r l y a s o n e m o v e s a l o n g t h e 

w a l l . I t i s a s i f by p l a y i n g o u t t h e s e a t t r i b u t e s o f 

t h e a r c h i t e c t u r e a g a i n s t e a c h o t h e r , h e i s r e m i n d ­

i n g t h e o c c u p a n t s o f t h e v i s u a l a r t s c e n t e r n o t to 

f u l l y t r u s t t h e i r e y e s . G i e d i o n i n s i s t e d i n h i s d i s 

c u s s i o n o f t h e V i s u a l A r t s p r o g r a m m e t h a t t h e p s y ­

c h o l o g y o f v i s i o n w a s m u c h m o r e i m p o r t a n t t h a n 

t h e o p t i c s , p a r t i c u l a r l y i n t h e e l e c t r o n i c a g e t h a t 

l i e w a s h e r a l d i n g . 

T H E P U R I F I C A T I O N 

O F A R C H I T E C T U R E B Y T H E V O I D 

M u c h i s y e t t o be s a i d a b o u t e m p t i n e s s i n a r c h i ­

t e c t u r e , a p h e n o m e n o n o n c e d e s c r i b e d b y L e C o r ­

b u s i e r a s t h e " p u r i f i c a t i o n o f a r c h i t e c t u r e b y t h e 

v o i d . " 2 3 It w o u l d be i m p o s s i b l e to e l a b o r a t e o n a l l 

a s p e c t s o f t h e r u l e o f m o v e m e n t i n L e C o r b u s i e r ' s 

a r c h i t e c t u r e by s t u d y i n g o n l y o n e b u i l d i n g . E v e n 

i f . a s S t a n A l l e n a s t u t e l y o b s e r v e s , t h e C a r p e n t e r 

C e n t e r i s a p l a n - w h e r e L e C o r b u s i e r ' s c o n c e p t s 

a r e c o n d e n s e d , w e w o u l d s t i l l n e e d to f o l l o w t h e 

w a y i n w h i c h t h e r u l e w a s e m p l o y e d m o r e d i a -

c h r o n k a l l y . 2 4 S t i l l , t h i s a l t e r n a t i v e p r o p o s e s t h a t 

i l t h e f r e e p l a n h a d b e e n i n i t i a t e d b y r e l e a s i n g t h e 

i n t e r i o r s p a c e f r o m t h e c o n s t r a i n t s o f s t r u c t u r e , 

t h i s f r e e d o m c o u l d o n l y b e f u l l y g a i n e d it t h o s e 

a s p e c t s o f a r c h i t e c t u r e , f o r m e r l y u n d e r s t o o d a s 

s e c o n d a r y a n d i s o l a t e d q u a l i t i e s o f f o r m , a r e e l e ­

v a t e d i n t o c o n s t a n t s t h a t o p e r a t e a c c o r d i n g to t h e 

r u l e s o l m o v e m e n t . 

T h e e f f e c t p r o d u c e d b y t h e e m p t i n e s s o l t h e 

C a r p e n t e r C e n t e r a n d t h e c h a l l e n g e s p r e s e n t e d t o 

i t s i n h a b i t a t i o n r e c a l l s o m e o f t h e t e c h n i q u e s o f 

e i g h t e e n t h a n d n i n e t e e n t h c e n t u r y P i c t u r e s q u e 

c o m p o s i t i o n , p a r t i c u l a r l y i n t h e w o r k of H u m p h r y 

R e p t o n . R e p t o n ' s d e s i g n s f o r c e d t h e v i e w e r to 

c h a n g e p o s i t i o n i n t h e l a n d s c a p e i n o r d e r to b e a b l e 

to d e t e r m i n e t h e a c t u a l m e a s u r e m e n t o f o b j e c t s . 

I I a n o b j e c t i s v i e w e d f r o m o n e p o s i t i o n , t h e 

d e l i b e r a t e d i s t o r t i o n s o f g r o u n d , r e f l e c t i o n s , a n d 

t a m p e r e d s i z e s o f c o m p a r a t i v e o b i e c t s a l l c o n t r i b ­

u t e to g i v i n g t h e v i e w e r a f a l s e m e a s u r e m e n t o f 

t h e o b j e c t b e i n g c o n t e m p l a t e d . I n R e p t o n ' s P i c ­

t u r e s q u e i t i s t h e d i f f e r e n c e b e t w e e n t h e a p p a r -

en t a n d t h e r e a l t h a t p r o m p t s t h e v i e w e r to m o v e . 

T h e v i e w e r s e a r c h e s f o r t r u e m e a s u r e m e n t . I m p o r ­

t a n t l y , t h e v i e w e r i s s t i l l m o v i n g f r o m o n e s t a t i c -

p o s i t i o n to a n o t h e r , r e l y i n g o n o n e c o m p o s e d p i c ­

t u r e a f t e r a n o t h e r b u t t r u s t i n g n o n e i n i t s e l f . 

L i k e t h e s u r v e y o r o f l a n d , t h e s t r o l l e r t r i a n g u l a t e s 

b e f o r e b e i n g a b l e t o f i x t h e o b j e c t o f h i s c o n t e m p l a ­

t i o n i n p l a c e a n d t r u e d i m e n s i o n a n d a g a i n s t t h e 

d e c e p t i o n s o f t h e l a n d s c a p e d e s i g n e r . 2 5 

L e C o r b u s i e r m a i n t a i n s t h e g a m e s of m e a ­

s u r e m e n t b u t d e p a r t s f r o m f i x e d p o i n t s a n d c o m ­

p o s i t i o n s . P e r h a p s h e r e w e c a n d e t e c t a m o r e f u n d a -
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A plnin npprars a hill,or a hilt a plain, 
aceorJing lo the poml <y virw 

m e n t a l c i n e m a t i c i n f l u e n c e o n h i s a r c h i t e c t u r e b u t 

o n e t h a t d o e s n o t r e l y o n " s t i l l s " o r t h e " I r e e z e - t r a m e " 

a p p r o a c h m a i n t a i n e d b y t h e a b o v e m e n t i o n e d c i n ­

e m a t i c i n t e r p r e t a t i o n s o f h i s w o r k . I n t h e " A m e r 

i c a n P r o l o g u e " to PrecUionA. L e C o r b u s i e r c h a l ­

l e n g e s a n y H o l l y w o o d d i r e c t o r t o c a p t u r e w h a t h e 

d e s c r i b e s a s a c i n e m a t i c m o m e n t : 

in an ordinary Amall rcMaurant. two or three CIIA-

tomerA are having coffee and talking. The table U 

Mill covered with glaAACA, with bottle*, with platvA, 

with the bottle of oil. the AaltAhaker, pepper mill. 

napkniA. napkin ring. etc. Look at the inevitable 

order that relate A thi'Ae objectA to each other: they 

have all been iiAed. they have been grasped in the 

hand of one or the other of the dinerA: the diAtanceA 

that Aeparate between them are the meoAure of life. 

H e g o e s o n to c r i t i c i z e t h e H o l l y w o o d c i n e ­

m a t i c a p p r o a c h b y s a y i n g . " T h e r e i s n ' t a f a l s e p o i n t , 

a h i a t u s , a d e c e i t . . . no f a l s e h a r m o n i e s , f a k e s , 

d o d g e s . " * I t i s t h r o u g h t h e s e m e c h a n i s m s o l f i l m ­

m a k i n g t h a t w e c a n t h i n k of t h e w o r k o f L e C o r b u s ­

i e r a s c i n e m a t i c , n o t b e c a u s e o f t h e g u i d e d v i e w ­

i n g a l o n g t h e r a m p t h a t c o n n e c t s b e t w e e n d i f f e r e n t 

s t a t i c v i e w s n o r f o r t h e r i b b o n w i n d o w s w h i c h 

f r a m e t h e p a n n i n g v i e w a s i f i t w e r e a f i l m , b u t 

b e c a u s e o f ^ e ^ n a ^ ^ i a ^ o n o f C 0 ^ t a t T K ^ T h j e m p ­

t i e r r h e s p S c T r a l w Sfflfi actHe'tfS cSftranfl. 

C o m m e n t i n g o n c e r t a i n a s s o c i a t i o n s be t w e e n 

f i l m a n d L e C o r b u s i e r ' s a r c h i t e c t u r e . A r n a u d F r a n ­

c o i s p r o p o s e s t h a t L e C o r b u s i e r r e l i e d p r e c i s e l y 

o n t h i s q u a l i t y o f e m p t i n e s s t o i n t r o d u c e a d i f f e r ­

e n t c i n e m a t i c v i s i o n i n t o a r c h i t e c t u r e . B e y o n d t h e 

c i n e m a t i c u n d e r s t a n d i n g o f a n a r c h i t e c t u r e t h a t 

c a n n o l b e p e r c e i v e d f u l l y f r o m o n e p o i n t o f v i e w ( a 

n o n - p e r s p e c t i v a l a r c h i t e c t u r e ) . F r a n c o i s p r o p o s e s 

t h a t " t h e m o r e t h e e l e m e n t s a r e s i t u a t e d o n p l a n e s 

t h a t a r e d i s t a n t f r o m o n e a n o t h e r , t h e m o r e t h e 

t e n s i o n b e t w e e n t h e m i n c r e a s e s . T h e o r c h e s t r a ­

t i o n o f c o n c o r d a n t a n d d i s c o r d a n t o b j e c t s i s t h e 

s o u r c e o f t h i s s p a c i n g . C i n e m a t o g r a p h i c p e r s p e c ­

t i v e i s a m e d i u m f o r e x p r e s s i n g t e n s i o n s b e t w e e n 

b e i n g s a n d o b j e c t s r a t h e r t h a n a u n i f i e d a n d s p a ­

t i a l , i p r i o r i . " 2 7 F r a n c o i s r e m i n d s u s t h a t M i c h a e l a n -

g e l o A n t o n i o n i h a d v e r y s k i l l f u l l y e x p l o i t e d t h i s 

q u a l i t y o f e m p t i n e s s i n h i s f i l m s . 

I t i s a s i f t h e r e p r e s e n t a t i o n a l m o d e l o f m o v e ­

m e n t t a k e s p l a c e o n t h e e x t e r i o r a n d a n o t h e r f o r m 

of e n g a g i n g m o v e m e n t i s r e s e r v e d f o r t h e i n s i d e 

o f r h e C a r p e n t e r C e n t e r . H e r e , w e a r c c o n f r o n t e d 

w i t h a n a r c h i t e c t u r e t h a t d o e s n o t e v e n a l l o w l o r 

t h e c o n v e n t i o n a l u n d e r s t a n d i n g o f t h e c i n e m a t i c 

i n a r c h i t e c t u r e t o t a k e p l a c e , f o r w h e n y o u e n t e r 

a s t u d i o s p a c e y o u e x p e r i e n c e i t a l l a t o n c e . T h e r e 

i s n o s e q u e n c e o f v i e w s . E v e n t u a l l y , h o w e v e r , y o u 

s t a r t s e e i n g i n a d i f f e r e n t w a y . T h e d r a w i n g s t h a t 

t r a v e l e d f r o m P a r i s t o B o s t o n d r a w n b y G u i l l e r m o 

l u l l i a n d e l a F u e n t e s . a n a p p r e n t i c e f a s c i n a t e d b y 

t h e f i l m s of M i c h a e l a n g e l o A n t o n i o n i a n d h i s r e p ­

r e s e n t a t i o n o f s p a t i a l e m p t i n e s s , r e n d e r t h e t e x ­

t u r e s o f t h e s u r f a c e s v e r y e x p r e s s i o n i s t i c a l l y a s i f 

t h e y w e r e t h e m a i n a t t r i b u t e o f t h e s p a c e a n d a s i f 

t h e y c o n t a i n e d a c o d e t o t h e a r c h i t e c t s o n s i t e a s 

i m p o r t a n t a s t h e s h a p e s a n d t h e i r d i m e n s i o n s . 2 8 

T h i s r e c a l l s t h e w a y t h e l o n e l y f i g u r e s m o v e i n 

e m p t y s p a c e s o f A n t o n i o n i ' s " R e d D e s e r t " a n d t h e 

w a y t h e c r i s p o u t l i n e s o f t h e i r c o l o r e d c o a t s r u b 

a g a i n s t t h e r u s t o f i n d u s t r y a n d t h e r o u g h t e x ­

t u r e s o f w e a t h e r e d w a l l s . 

U l t i m a t e l y , t h e r u l e o f m o v e m e n t d o e s n o t 

o n l y g o v e r n c i r c u l a t i o n , f i g u r a t i v e f o r m s , a n d 

r a m p s . I t o p e r a t e s i n t h e f r e e p l a n b e y o n d t h e 

g u i d e d p a t h o f t h e r a m p a n d t h e c o n f i n e d f r a m e 

o f t h e r i b b o n w i n d o w . I t e x t e n d s to t h e a r t i c u l a ­

t i o n o f t h e b u i l d i n g ' s s u r f a c e s a n d p l a n e s . T h e s e 

t w o a p p r o a c h e s t o v i s i o n i n m o t i o n , e v e n i n t h e 

C a r p e n t e r C e n t e r , n e e d n o t b e m u t u a l l y e x c l u s i v e . 

S e e m i n g l y o p p o s e d i d e a s a b o u t h o w w e c o n c e i v e 

o f a r c h i t e c t u r e , w h e t h e r a s a n i m a g e o r a s a n a r r a y , 

a s f u l l o r a s e m p t y , c o u l d b e r e c o n c i l e d o r a t l e a s t 

h e l d i n t e n s i o n w i t h e a c h o t h e r , e v e n i n t h e s a m e 

s p a c e s . 2 * T h i s p o s s i b i l i t y i s h e i g h t e n e d i n t h e C a r ­

p e n t e r C e n t e r g i v e n t h e o s t e n s i b l e r a m p , t h e p e c u l i a r 

r e l a t i o n s h i p w i t h t h e c o n t e x t , a n d t h e e m p t i n e s s . 

I t i s t h e p u r s u i t o f t h e l a t t e r , l e s s o b v i o u s , 

a p p r o a c h t h a t h a s d r i v e n t h i s i n q u i r y . W h e t h e r 

i n t h e C a r p e n t e r C e n t e r o r e l s e w h e r e i n L e C o r ­

b u s i e r ' s a n d o t h e r a r c h i t e c t u r e s , t h i s a p p r o a c h 

o f d e s c r i b i n g a n d d e s i g n i n g t h e r e l a t i o n s h i p 

b e t w e e n t h e b u i l d i n g a n d t h e v i e w e r e m p h a s i z e s 

d i f f e r e n t a t t r i b u t e s o f a r c h i t e c t u r e t h a n h a v e p r e ­

v i o u s l y b e e n d i s c u s s e d w h e n i t c a m e t o v i s i o n i n 

m o t i o n . W h i l e r e - i n v o k i n g c o n c e r n s a b o u t m a t e ­

r i a l s , f o r m a l c o m p o s i t i o n , a n d c o n s t r u c t i o n , t h i s 

a p p r o a c h m a k e s it p o s s i b l e to a d d r e s s m o v e m e n t 

w i t h o u t h a v i n g t o a g i t a t e t h e f o r m s o r t h e p a t h , 

w i t h o u t b e i n g f i g u r a l . a n d w i t h o u t b e i n g n a r r a t i v e . 

I n t h i s a p p r o a c h , a t t e n t i o n s h i f t s f r o m t h e o b j e c t 

to t h e b a c k g r o u n d , t h e f i e l d . ( A f t e r a l l , t h e f i e l d 

m a y v e r y w e l l b e e m p t i e d o f o b j e c t s . ) F o r e x a m p l e , 

t h e m a t e r i a l s o f c o n s t r u c t i o n a r e s e l e c t e d a n d c o m 

p o s e d i n a r e l a t i o n a l m a n n e r , b a s e d o n h o w t h e y 

b e h a v e i n m o t i o n , n o t a s p r o p e r t i e s o f t h e o b j e c t s 

o f o b s e r v a t i o n b u t a s b a c k g r o u n d . T h e c o m p o ­

s i t i o n a l l o g i c d o e s n o t m e r e l y a i m t o e n h a n c e 

m o v e m e n t , to h e i g h t e n t h e s e n s e o f m o t i o n . B y 

m a n i p u l a t i n g t h e c o n s t a n t s , o r t h e i n v a r i a n t s , t h e 

a r c h i t e c t i s a l s o a b l e t o f e i g n d i f f e r e n t s p e e d s a n d 

d i f f e r e n t p e r c e p t i o n s o f d e p t h a n d s i z e t h a n t h e 

a c t u a l o n e s . A r c h i t e c t u r e i s n o t s i m p l y a n o b j e c t 

t h a t f i l l s t h e v i s u a l h e l d . I n i t s d e c e p t i v e e m p t i 

n e s s . it s i m u l t a n e o u s l y p l a y s t h e r o l e o f a s u r r o ­

g a t e v i s u a l f i e l d a n d i t s f o i l . T h e b u i l d i n g p r o v i d e s 

a s e n s e o f d i m i n u t i o n i n d e p t h , a s u r r o g a t e h o r i ­

z o n , a n d p a t t e r n s a n d t e x t u r e s to m e a s u r e a g a i n s t , 

b u t it a l s o i n t e r r u p t s t h e i r f u n c t i o n a s i n v a r i a n t s . 

E v e n t h e d e l i m i t a t i o n o f t h e s p a c e , t h e f i e l d o f 

v i s i o n , c h a n g e s i n m o t i o n . S p a c e s a r e e n c l o s e d 

i n a s u g g e s t e d , i n c o m p l e t e m a n n e r a n d t h e g r a d i ­

e n t s o f e n c l o s u r e c h a n g e w i t h m o v e m e n t . Y e t i n 

s u c h a r a r i f i e d e n v i r o n m e n t , i t i s n o t t h e a r c h i 

t e c t u r e t h a t i s e v e n t f u l . I t d o e s n o t c a p t i v a t e t h e 

v i e w e r ' s a t t e n t i o n w i t h i t s o w n f o r m s a n d a p p a r 

e n t t r a n s f o r m a t i o n s b u t p u s h e s b a c k a n d a l l o w s 

t h e a c t i v i t i e s i n t h e s p a c e , t h a t a r e n e v e r t h e ­

l e s s g u i d e d b y t h e a r c h i t e c t u r e , to b e c o m e t h e 

e v e n t s . T h r o u g h t h i s a p p r o a c h , i t i s p o s s i b l e to 

t h i n k o f a n a r c h i t e c t u r e t h a t a n t i c i p a t e s e v e n t s 

r a t h e r t h a n c r e a t e s t h e m . 
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Belonging: Towards a 
Theory of Identification 

• 
NEIL L E A C H A r c h i t e c t u r e i s o f t e n l i n k e d t o q u e s t i o n s o f c u l t u r a l 

i d e n t i t y . F o r w h a t s e n s e w o u l d d i s c o u r s e s s u c h 

a s c r i t i c a l r e g i o n a l i s m o r g e n d e r a n d s p a c e m a k e 

u n l e s s t h e y a s s u m e d s o m e c o n n e c t i o n b e t w e e n 

i d e n t i t y a n d a r c h i t e c t u r a l s p a c e ? ' A n d y e t a r c h i t e c ­

t u r a l t h e o r i s t s h a v e s e l d o m b r o a c h e d t h e q u e s t i o n 

o f h o w p e o p l e a c t u a l l y i d e n t i f y w i t h t h e i r e n v i r o n ­

m e n t . I n s t e a d t h e y h a v e b e e n p r e o c c u p i e d a l m o s t 

e x c l u s i v e l y w i t h q u e s t i o n s o f f o r m , a s t h o u g h c u l ­

t u r a l i d e n t i t y i s s o m e h o w c o n s t i t u t e d b y f o r m 

a l o n e . I t i s c l e a r , h o w e v e r , t h a t i f t h e o r i s t s a r e t o 

l i n k a r c h i t e c t u r e to c u l t u r a l i d e n t i t y t h e y m u s t 

e x t e n d t h e i r a n a l y s e s b e y o n d a n y m e r e d i s c o u r s e 

o f f o r m t o e n g a g e w i t h s u b j e c t i v e p r o c e s s e s o f 

i d e n t i f i c a t i o n . T h i s h a s l o n g b e e n a c k n o w l e g e d b y 

c u l t u r a l t h e o r i s t s , w h o h a v e d e v e l o p e d a s o p h i s t i ­

c a t e d u n d e r s t a n d i n g o f t h e m e c h a n i s m s b y w h i c h 

c u l t u r e o p e r a t e s , f o r t h e m c u l t u r e i s c o n s t i t u t e d 

n o t b y a s y s t e m o f o b j e c t s a l o n e , b u t b y a d i s ­

c o u r s e t h a t i m b u e s t h e s e o b j e c t s w i t h m e a n i n g . 



M I N I N G A U T O N O M Y 

C u l t u r a l i d e n t i t y , t h e r e f o r e , e m e r g e s a s a c o m p l e x , 

r h i z o m a t i c f i e l d o f o p e r a t i o n s t h a t e n g a g e s w i t h 

- b u t i s n o t d e f i n e d b y - c u l t u r a l a r t i f a c t s s u c h 

a s a r c h i t e c t u r e . 

I t i s p e r h a p s b y f o l l o w i n g t h e n o t i o n o l t h e 

n a t i o n a s " n a r r a t i o n " - o f i d e n t i t y a s a k i n d o f 

d i s c o u r s e - p u t f o r w a r d b y c u l t u r a l t h e o r i s t l l o m i 

B h a h h a t h a t w e c a n g r a s p t h e i m p o r t a n c e o f u n d e r ­

s t a n d i n g f o r m a s b e i n g i n s c r i b e d w i r h i n a c u l t u r a l 

d i s c o u r s e . T h e n a t i o n , f o r B h a b h a . i s e n a c t e d a s a 

" c u l t u r a l e l a b o r a t i o n . " T o p e r c e i v e t h e n a t i o n i n t h i s 

w a y i n n a r r a t i v e t e r m s i s to h i g h l i g h t t h e d i s c u r ­

s i v e a n d c o n t e s t e d n a t u r e of i d e n t i t i e s : " T o s t u d y 

t h e n a t i o n t h r o u g h i t s n a r r a t i v e a d d r e s s d o e s n o t 

m e r e l y d r a w a t t e n t i o n t o i t s l a n g u a g e a n d r h e t o ­

r i c ; it a l s o a t t e m p t s to a l t e r t h e c o n c e p t u a l o b j e c t 

i t s e l f . I f t h e p r o b l e m a t i c ' c l o s u r e ' o f t e x t u a l i t y 

q u e s t i o n s t h e ' t o t a l i z a t i o n ' o f n a t i o n a l c u l t u r e , 

t h e n i t s p o s i t i v e v a l u e l i e s i n d i s p l a y i n g t h e w i d e 

d i s s e m i n a t i o n t h r o u g h w h i c h w e c o n s t r u c t t h e 

f i e l d o f m e a n i n g s a n d s y m b o l s a s s o c i a t e d w i t h 

n a t i o n a l l i f e . " 2 

O f c o u r s e , i t w o u l d be w r o n g to r e d u c e t h e 

n a t i o n to m e r e n a r r a t i o n , a s t h o u g h f o r m w e r e t o t a l l y 

u n i m p o r t a n t . R a t h e r w e h a v e to r e c o g n i s e t h e n a t i o n 

a s b e i n g d e f i n e d w i t h i n a d i a l e c t i c a l t e n s i o n . It i s 

a t e n s i o n , f o r B h a b h a , b e t w e e n t h e o b j e c t a n d i t s 

a c c o m p a n y i n g n a r r a t i v e : " s i g n i f y i n g t h e p e o p l e a s 

a n a p r i o r i h i s t o r i c a l p r e s e n c e , a p e d a g o g i c a l o b j e c t ; 

a n d t h e p e o p l e c o n s t r u c t e d i n t h e p e r f o r m a n c e o l 

n a r r a t i v e , i t s e n u n c t a t o r y p r e s e n t m a r k e d i n t h e 

r e p e t i t i o n a n d p u l s a t i o n o f t h e n a t i o n a l s i g n . " 3 I f . 

t h e n , t h e n a t i o n i s a k i n d o f n a r r a t i o n , it i s n e v e r a n 

a b s t r a c t n a r r a t i o n , b u t a c o n t e x t u a l i z e d n a r r a t i o n 

i n s c r i b e d a r o u n d c e r t a i n o b j e c t s . A n d it i s w i t h i n 

t h i s f i e l d of o b j e c t s t ha t h a v e b e c o m e t h e f o c u s o f 

n a r r a t i v e a t t e n t i o n tha t w e m u s t l o c a t e a r c h i t e c t u r e , 

a s a l a n g u a g e o f f o r m s no t o n l y e m b e d d e d w i t h i n 

v a r i o u s c u l t u r a l d i s c o u r s e s , hu t a l s o g i v e n m e a n i n g 

by t h o s e d i s c o u r s e s . 

T h i s b r i n g s u s c l o s e to P i e r r e B o u r d i e u ' s 

c o n c e p t o f h a b i t u s , a s a n o n - c o n s c i o u s s y s t e m o f 

d i s p o s i t i o n s t h a t d e r i v e f r o m t h e s u b j e c t ' s e c o ­

n o m i c , c u l t u r a l , a n d s y m b o l i c c a p i t a l . H a b i t u s , f o r 

B o u r d i e u i s a d y n a m i c f i e l d o f b e h a v i o r , o f p o s i 

H o n t a k i n g , w h e n i n d i v i d u a l s i n h e r i t t h e p a r a m e ­

t e r s o f a g i v e n s i t u a t i o n a n d m o d i f y t h e m i n t o a 

n e w s i t u a t i o n . A s D e r e k R o b b i n s e x p l a i n s : " T h e 

h a b i t u s o f e v e r y i n d i v i d u a l i n s c r i b e s t h e i n h e r i t e d 

p.ii . n u c l e i s MI m o d i f i c a t i o n , o l a d j u s t m e n t f r o m 

s i t u a t i o n to p o s i t i o n w h i c h p r o v i d e s t h e l e g a c y o f 

a n e w s i t u a t i o n . " 4 T h i s a p p r o a c h s u p p o s e s a n i n t e r 

a c t i o n b e t w e e n s o c i a l b e h a v i o r a n d a g i v e n o b j e c ­

t i f i e d c o n d i t i o n . It i s h e r e t h a t w e m a y l o c a t e t h e 

p o s i t i o n o f a r c h i t e c t u r e i n B o u r d i e u ' s d i s c o u r s e . 

A r c h i t e c t u r e , i n B o u r d i e u ' s t e r m s , c a n b e 

u n d e r s t o o d a s a t y p e o f " o b j e c t i v a t e d c u l t u r a l c a p ­

i t a l . " I t s v a l u e l i e s d o r m a n t a n d i n p e r m a n e n t 

p o t e n t i a l . I t h a s to b e r e a c t i v a t e d b y s o c i a l p rac­

t i c e s t h a t w i l l , a s i f w e r e , r e v i v e i t . I n t h i s r e s p e c t . 



Shimon At tie. Limenstrasse 131 Slide projection of police 
raid on former Jewish residents, 1920. Berlin. 1992. 



a r c h i t e c t u r e b e l o n g s t o n n e s a m e c a t e g o r y a s o t h e r 

c u l t u r a l o b j e c t s : 

Although object* - Mich aA books or pictures - can 

hi' said to hi' the rppoMtorit'A ofobjectivated cul­

tural capital, they have no value unless they are 

activatedAtrategically in thepreAent by thoAPseek­

ing to modify their incorporated cultural capital. 

All thoAe objectA on which cultural value haA ever 

been beAtowed lie perpetually dormant waiting to 

hi' revived, waiting for their6ld value to he UAed to 

cAtahliAh new value in a new market situation.'1 

In o t h e r w o r d s , w h a t B o u r c l i e u h i g h l i g h t s i s t h e 

n e e d For p r a x i s to u n l o c k t h e m e a n i n g of a n o b j e c t . 

T h i s c o m e s c l o s e to t h e W i t t g e n s t e i n i a n m o d e l 

w h e r e i n l i n g u i s t i c m e a n i n g is d e f i n e d by u s e . l u s t 

a s w o r d s c a n be u n d e r s t o o d by t h e m a n n e r in 

w h i c h t h e y a r e u s e d , s o b u i l d i n g s c a n be g r a s p e d 

by t h e m a n n e r in w h i c h t h e y a r e p e r c e i v e d - b y t h e 

n a r r a t i v e s of u s e in w h i c h t h e y a r e i n s c r i b e d . 

T h i s o p e n s u p a c r u c i a l p r o b l e m w i t h i n a n 

a r c h i t e c t u r a l 1 d i s c o u r s e that h a s t r a d i t i o n a l l y b e e n 

p r e m i s e d a l m o s t s o l e l y o n q u e s t i o n s of f o r m . It 

i s a s t h o u g h n a r r a t i v e s of u s e s t a n d l a r g e l y out­

s i d e a r c h i t e c t u r a l c o n c e r n s . A s a r e s u l t , t h e r e is 

no a c c e p t e d f r a m e w o r k fo r e x a m i n i n g h o w p e o p l e 

m a k e s e n s e o f p l a c e a n d i d e n t i f y w i t h it. W i t h o u t 

t h i s , t h e r e l a t i o n of a r c h i t e c t u r e to c u l t u r a l i d e n ­

t i ty c a n h a r d l y be a d d r e s s e d . In o r d e r for a r c h i ­

t e c t u r e to be u n d e r s t o o d in t e r m s ot c u l t u r a l 

i d e n t i t y , s o m e k i n d of i d e n t i f i c a t i o n w i t h a r c h i ­

t e c t u r e m u s t h a v e t a k e n p l a c e . B u t h o w d o e s t h i s 

i d e n t i f i c a t i o n occurs* 

T h i s a r t i c l e a t t e m p t s to a d d r e s s t h i s q u e s ­

t i o n hy s k e t c h i n g o u t a s c h e m a t i c f r a m e w o r k for 

a t e n t a t i v e t h e o r y of i d e n t i f i c a t i o n w i t h p l a c e 

by b r i n g i n g t o g e t h e r t h r e e d i s c r e t e t h e o r e t i c a l 

m o d e l s . S t a r t i n g w i t h a t h e o r y of h o w w e Ter r i ­

t o r i a l i z e a n d m a k e s e n s e of p l a c e t h r o u g h a pro­

c e s s ol n a r r a t i v i z a t i o n , it g o e s o n to i n v e s t (gate 

h o w a s e n s e of b e l o n g i n g to t h a t p l a c e is a c h i e v e d 

t h r o u g h p e r f o r m a t i v i t i e s . b e f o r e f i n a l l y s u g g e s t ­

i n g h o w e v e n t u a l i d e n t i f i c a t i o n w i t h a p a r t i c u l a r 

p l a c e i s f o r g e d t h r o u g h a s e r i e s of m i r r o r i n g s . 

N A R R A T I V I S A T I O N S 

In The Practice of Everyday Life. M i c h e l de C e r 

t e a u h a s d e v e l o p e d a t h e o r y of t e n i t o r i a l i z a t i o n 

t h r o u g h s p a t i a l t a c t i c s . T h r o u g h h a b i t u a l pro-

c e s s e s cil m o v e m e n t , by c o v e r i n g a n d r e c o v e r i n g 

t h e s a m e p a t h s a n d r o u t e s , w e c o m e to f a m i l i a r i z e 

o u r s e l v e s w i t h a t e r r i t o r y , a n d t h e r e b y f i n d m e a n 

i n g i n tha t t e r r i t o r y . 6 

D e C e r t e a u d r a w s t h e d i s t i n c t i o n b e t w e e n 

" p l a c e " ( l i e u ) a n d " s p a c e " ( e s p a c e ) . S o m e w h a t c o n ­

f u s i n g l y , h e i n v e r t s t h e i r u s u a l r e l a t i o n s h i p s o 

t h a t s p a c e b e c o m e s a c o n t e x t u a l i z a t i o n o l p l a c e . 

i a k 

Spdee occurA OA the effect produced by the opera-

tiouA that orient it. situate it. tcmporalize it. and 

make it function in a polyvalent unity of conflic-

tual programA or contractual proximities. In thiA 

view, in relation to place. Apace it like the word 

when it iA Apoken. that iA. when it U caught in a 

proximity of an actualization. tranAformed into a 

term dependent upon many different conventioriA. 

situated UA an act of a preAent {or of a time), and 

modified by the transformatioiiA cauAed by succes­

sive contexts . . . space is a practiced place. Thus 

the street geometrically defined by urban planning 

is transformed into a Apace by walkers: 

T h e p r o b l e m ol s p a c e i s . for de C e r t e a u . 

u l t i m a t e l y a p r o b l e m of r e p r e s e n t a t i o n . W i t h 

M a u r i c e M e r l e a u P o n r y he d r a w s t h e d i s t i n c t i o n 

b e t w e e n g e n u i e l I ii .il s p a c e a n d , in l 111 o p o l o g i c . i l 

s p a c e , f a m o u s l y o b s e r v i n g t h e i m p o s s i b i l i t y of 

g r a s p i n g t h e c o n c e p t of s p a c e a s a m a p . w i t h h i s 

d e s c r i p t i o n of N e w Y o r k a s s e e n f r o m t h e top of 

t h e W o r l d T r a d e C e n t e r . D e C e r t e a u i s c l o s e to 

11 f i l l a l a m e s o n ' s c o n c e r n l o r c o g n i t i v e m a p p i n g 

in h i s q u e s t for v a r i o u s t a c t i c s tha t o v e r c o m e 

t h i s p r o b l e m . " H e n c e h e f o r m u l a t e s a " r h e t o r i c 

of s p a c e " tha t a m o u n t s to a n i n d i v i d u a l i z e d p ro 

c e s s o f s p a t i . i l d e m a r c a t i o n , b a s e d o n a l i n g u i s t i c 

m o d e l ot n a r r a t i v i t y . " T h e o p a c i t y of t h e body." d e 

C e r t e a u n o t e s , " i n m o v e m e n t , g e s t i c u l a t i n g , w a l k 

i n g , t a k i n g i t s p l e a s u r e , i s w h a t i n d e f i n i t e l y o rga ­

n i s e s a h e r e i n r e l a t i o n to a n a b r o a d , a ' f a m i l i a r 

ity* i n r e l a t i o n to a ' l o r e i g n n e s s ' . A s p a t i a l s t o r y is 

in i ts m i n i m a l d e g r e e a s p o k e n l a n g u a g e , t h a t i s . 

a l i n g u i s t i c s y s t e m tha t d i s t r i b u t e s p l a c e s i n s o f a r 

a s it i s a r t i c u l a t e d hy a n ' e n u n c i a r o r y l o c a l i z a t i o n ' , 

by a n a c t of p r a c t i c i n g it."* T h e c i t y t u r n s i n t o a 

t h e a t r e o l .111 u r n s , n a r r a t i v e s ol s p a i e. p e d e s t r i a n 

s p e e c h - a c t s : "It i s a p r o c e s s of a p p r o p r i a t i o n of 

t h e t o p o l o g i c a l s y s t e m o n t h e par t of t h e p e d e s 

I r i a n ( just a s t h e s p e a k e r a p p r o p r i a t e s a n d t a k e s 

o n t h e l a n g u a g e ) ; it i s a s p a t i a l a c t i n g out of a 

pi.ic o ( j u s ) a s t h e s p e e c h - a c t i s a n a c o u s t i c a c t i n g 

o u t ot l a n g u a g e ) . " 1 0 It i s a b o u t t o u r s a n d not m a p s . 

If a n y m a p is a c h i e v e d , it i s not s o m e a b s t r a c t 

m a p . but a n i n d i v i d u a l i z e d " c o g n i t i v e m a p " to u s e 

| a m e s o n ' s t e r m In o the i w o r d s iI is b o r n o l a S t r a t e 

g i c e n g a g e m e n t w i t h t h e c i ty , a n d d o e s not reside-

in t h e c i t y i tse l f a s a c o l l e c t i o n of b u i l d i n g s . 

T o w a l k , " n o t e s de C e r t e a u . " i s to l a c k a p l a c e . 

It i s t h e i n d e f i n i t e p r o c e s s of b e i n g a b s e n t a n d in 

s e a r c h of a p r o p e r . " ' ' A s I a n B u c h a n o n o b s e r v e s , 

t h i s s u g g e s t s t h e r e l i a n c e of d e C e r t e a u o n L a c a n . ' ? 

F o r it i s t h e t r a u m a t i c m i r r o r - s t a g e - a n d t h e 

s e e m i n g l y p a r a d o x i c a l a t t e m p t to o v e r c o m e tha t 

a l i e n a t i o n t h r o u g h r e p e t i t i o n , a s d e m o n s t r a t e d in 

F r e u d ' s e x a m p l e of rhe c h i l d p l a y i n g t h e fo r t -da 

g a m e - tha t e s t a b l i s h e s L a c a n ' s p r i m o r d i a l p l a c e 

in de C e r t e a u ' s w o r k . S p a c e m u s t be t h e o r i z e d by 

m e a n s of r h e m i r r o r - s t a g e , a n d s p a t i a l p r a c t i c e s 

a r e n o n e o t h e r t h a n r e p e t i t i v e g e s t u r e s a i m e d 

a t o v e r c o m i n g t h e a l i e n a t i o n of a l l c o n c e p t u a l , 

a b s t r a c t s p a c e . A s de C e r t e a u c o m m e n t s : " In t h e in i 
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t i a t o r y g a m e , j u s t a s in t h e " joyful ac t i v i t y" of t h e 

c h i l d w h o . s t a n d i n g be fore a m i r r o r , s e e s i tse l f a s 

o n e (it i s s h e o r he. s e e n a s a w h o l e ) but a n o t h e r 

( tha t , a n i m a g e w i t h w h i c h t h e c h i l d i d e n t i f i e s 

i t se l f ) , w h a t c o u n t s is t h e p r o c e s s of t h i s ' s p a t i a l 

c a p t a t i o n ' t h a t i n s c r i b e s t h e p a s s a g e t o w a r d t h e 

o t h e r a s t h e l aw of b e i n g a n d t h e l aw of p l a c e . T o 

p r a c t i c e s p a c e is t h u s to r e p e a t t h e j o y f u l a n d s i l e n t 

e x p e r i e n c e of c h i l d h o o d ; it i s . i n a p l a c e , to be o t h e r 

a n d to m o v e t o w a r d the o t h e r . " 1 3 W h a t de C e r t e a u 

a r t i c u l a t e s , t h e n , i s a m o d e l for h o w w e m a k e s e n s e 

of s p a c e t h r o u g h w a l k i n g p r a c t i c e s , a n d r e p e a t 

t h o s e p r a c t i c e s a s a w a y of o v e r c o m i n g a l i e n a t i o n . 

B y b a s i n g h i s m o d e l of s p a t i a l a p p r o p r i a t i o n 

o n l i n g u i s t i c s , de C e r t e a u e m p h a s i z e s t h e n a r r a ­

t i v e a s p e c t to s p a t i a l s t o r i e s . S p a t i a l t a c t i c s o f f e r 

w a y s of m a k i n g c o n n e c t i o n s , a n d f i n d i n g m e a n ­

i n g i n o t h e r w i s e a b s t r a c t p l a c e s . B u t d e C e r t e a u 

s a y s l i t t l e a b o u t t h e a c t u a l i d e n t i f i c a t i o n w i t h 

11 K I S . ' sp .u i s . b r i n y miii i • i I M I I el t i n I . is .1 l l iecn is l 

w i t h o t h e r n e s s t h a n w i t h a s s i m i l a t i o n . ' 4 If, t h e n , 

w e w i s h to e x t e n d d e C e r t e a u ' s t h e o r y fo r m a k i n g 

s e n s e of p l a c e i n t o o n e w h i c h e s t a b l i s h e s a m o d e 

of i d e n t i f i c a t i o n , w e m u s t a l s o c o n s i d e r h o w t h e s e 

s p a t i a l t a c t i c s h e l p to f o r g e a s e n s e of i d e n t i t y . 

B E L O N G I N G 

H e r e w e s h o u l d t u r n to t h e w o r k of l u d i f h B u t l e r , 

w h o h a s e l a b o r a t e d a v i s i o n o f i d e n t i t y t h a t i s 

b a s e d o n t h e n o t i o n of " p e r f o r m a t i v i t y . " B u t l e r 

is a t h e o r i s t of l e s b i a n p o l i t i c s , a n d h e r c o n c e r n s 

a r e To f o r m u l a t e a n o t i o n of i d e n t i t y tha t i s n o t 

c o n s t r a i n e d by t r a d i t i o n a l h e t e r o s e x u a l m o d e l s 

a n d to o f f e r a r a d i c a l c r i t i q u e of e s s e n t i a l i z i n g 

m o d e s o f ' t h i n k i n g . A c c o r d i n g to B u t l e r , o u r a c t i o n s 

a n d b e h a v i o r c o n s t i t u t e o u r i d e n t i t y , a n d not o u r 

b i o l o g i c a l b o d i e s . G e n d e r , s h e a r g u e s , i s n o t a n 

o n t o l o g i c a l c o n d i t i o n , but it i s p e r f o r m a t i v e l y 

p r o d u c e d . I t i s " a c o n s t r u c t i o n t h a t c o n c e a l s i t s 

g e n e s i s , t h e t a c i t c o l l e c t i v e a g r e e m e n t to p e r f o r m , 

p r o d u c e a n d s u s t a i n d i s c r e t e a n d p o l a r g e n d e r s 

a s c u l t u r a l f i c t i o n s is o b s c u r e d by the c r e d i b i l i t y 

of t h o s e p r o d u c t i o n s . " 1 5 B y e x t e n s i o n - w i t h o u t 

w i s h i n g to c o l l a p s e s e x u a l i t y , c l a s s , r a c e a n d e th ­

n i c i t y i n t o t h e s a m e c a t e g o r y - a l l f o r m s of i d e n ­

t i ty c a n be i n t e r p r e t e d a s d e p e n d e n t u p o n p c r f o r 

m a t i v e c o n s t r u c t s . ' 6 

W e m a y r e a r t i c u l a t e o u r i d e n t i t i e s a n d r e i n ­

v e n t o u r s e l v e s t h r o u g h o u r p e r f o r m a t i v i t i e s . H e r e 

it i s i m p o r t a n t to n o t e t h a t i d e n t i t y i s t h e e f f e c t 

of p e r f o r m a n c e , a n d n o t v i c e v e r s a . P e r t o r m a t i v 

i ty a c h i e v e s i t s a i m s not t h r o u g h a s i n g u l a r per fo r ­

m a n c e - for p e r f o r m a t i v i t y c a n n e v e r be r e d u c e d 

to p e r f o r m a n c e - but t h r o u g h t h e a c c u m u l a t i v e 

i t e r a t i o n of c e r t a i n p r a c t i c e s . F o r p e r f o r m a t i v i t y 

is g r o u n d e d i n a f o r m of c i t a t i o n a l i t y - of i n v o ­

c a t i o n a n d r e p l i c a t i o n . A s J u d i t h B u t l e r e x p l a i n s : 

' P e r f o r m a t i v i t y i s t h u s not a s i n g u l a r ' a c t ' , for i t i s 

a l w a y s a r e i t e r a t i o n of a n o r m o r se t of n o r m s , a n d 

to t h e e x t e n t t h a t it a c q u i r e s a n a c t - l i k e s t a t u s i n 

t h e p r e s e n t , it c o n c e a l s a n d d i s s i m u l a t e s t h e c o n 

v e n t i o n s of w h i c h it i s a r e p e t i t i o n . " ' 7 

T h i s h a s o b v i o u s r a m i f i c a t i o n s fo r a t h e o r y 

of i d e n t i f i c a t i o n w i t h a r c h i t e c t u r e . B u t l e r ' s i n c i ­

s i v e c o m m e n t s o n g e n d e r i d e n t i t y b e i n g d e f i n e d 

n o t i n b i o l o g i c a l t e r m s , bu t in p e r f o r m a t i v e t e r m s 

a s a n i d e n t i t y t h a t i s " a c t e d o u t " c a n be p r o f i t a b l y 

t r a n s p o s e d to t h e r e a l m of i d e n t i f i c a t i o n w i t h 

p l a c e . T h i s m a k e s p o s s i b i l e . o f a d i s c o u r s e of 

p e r f o r m a t i v i t y a n d ' b e l o n g i n g ' a s V i k k i B e l l h a s 

s h o w n . ' 8 " T h e r e p e t i t i o n . " s h e n o t e s , " s o m e t i m e s 

r i t u a l i s t i c r e p e t i t i o n , o f t h e s e n o r m a l i z e d c o d e s 

m a k e s m a t e r i a l t h e b e l o n g i n g s t h e y p u r p o r t to 

s i m p l y d e s c r i b e . " " 1 It s u g g e s t s a w a y i n w h i c h 

c o m m u n i t i e s m i g h t c o l o n i z e v a r i o u s t e r r i t o r i e s 

t h r o u g h t h e l i t e r a l p e r f o r m a n c e s - t h e a c t i o n s , 

r i t u a l i s t i c b e h a v i o r a n d s o o n - t h a t a r e a c t e d 

o u t w i t h i n a g i v e n a r c h i t e c t u r a l s t a g e . a n d t h r o u g h 

t h o s e p e r f o r m a n c e s a c h i e v e a c e r t a i n a t t a c h m e n t 

to p l a c e . 

C e n t r a l to t h i s l a t t e r n o t i o n is t h e i d e a tha t 

j u s t a s c o m m u n i t i e s a r e i m a g i n e d c o m m u n i t i e s , 

s o t h e s p a c e s o f c o m m u n i t i e s - t h e t e r r i t o r i e s t h a t 

t h e y h a v e c l a i m e d a s t h e i r o w n - a r e a l s o i m a g ­

i n e d . " I m a g i n i n g a c o m m u n i t y . " a s A n n e - M a r i e 

F o r r i e r o b s e r v e s , " i s bo th t h a t w h i c h is c r e a t e d 

a s a c o m m o n h i s t o r y , e x p e r i e n c e o r c u l t u r e of a 

g r o u p - a g r o u p ' s b e l o n g i n g s - a n d a b o u t h o w 

t h e i m a g i n e d c o m m u n i t y i s a t t a c h e d to p l a c e s -

t h e l o c a t i o n of c u l t u r e . " 2 0 F o r t i e r h a s e x a m i n e d 

h o w t h r o u g h r i t u a l i z e d r e p e t i t i o n of s y m b o l i c 

a c t s , o f t e n c o n d u c t e d w i t h i n a n o v e r t l y r e l i g i o u s 

c o n t e x t , t h e s e i m a g i n e d c o m m u n i t i e s c a n " m a k e 

m a t e r i a l t h e b e l o n g i n g s t h e y p u r p o r t to d e s c r i b e . " 2 ' 

C r u c i a l l y t h e s e a c t s a r e p e r f o r m e d w i t h i n s p e c i f i c 

a r c h i t e c t u r a l s p a c e s . 

W h a t t h e n h a p p e n s t h r o u g h t h e s e s t y l i z e d 

s p a t i a l p r a c t i c e s is t h a t s p a c e s a r e d e m a r c a t e d 

by c e r t a i n g r o u p s by a k i n d of s p a t i a l a p p r o p r i a ­

tion. T h r o u g h t h e r e p e t i t i o n of t h o s e r i t u a l s , t h e s e 

s p a c e s a r e re m e m b e r e d , w i t h p a r t i c i p a n t s r e i n 

s c r i b i n g t h e m s e l v e s i n t o t h e s p a c e , e v o k i n g c o r p o ­

r e a l m e m o r i e s of p r e v i o u s e n a c t m e n t s . T h e r i t u a l s 

a r e n a t u r a l i z e d t h r o u g h t h e s e c o r p o r e a l m e m o r y 

a c t s , a n d t h e s p a c e s in w h i c h t h e y a r e e n a c t e d 

b e c o m e s p a c e s of b e l o n g i n g : 

Belonging* refer to both 'po**e**ion* and app 

artenance. That it, practice* of group identity 

are about manufacturing cultural and hi*torical 

belonging* which mark out terrain* of commonal­

ity that delineate the politic* and*ocial dynamic* 

of 'fitting in. 

T h e c o n c e p t of ' b e l o n g i n g ' a s a p r o d u c t o l 

p e r f o r m a t i v i t y e n a b l e s u s to g o b e y o n d t h e l i m i t a -

t i o n s of s i m p l e n a r r a t i v e . It p r i v i l e g e s t h e i d e a not 

of r e a d i n g t h e e n v i r o n m e n t , a s t h o u g h i ts m e a n i n g 

w e r e s i m p l y t h e r e a n d w a i t i n g to be d e c i p h e r e d , 

b u t r a t h e r of g i v i n g m e a n i n g to t h e e n v i r o n m e n t 

by c o l l e c t i v e o r i n d i v i d u a l b e h a v i o u r . B e l o n g i n g 

to p l a c e c a n t h e r e f o r e be u n d e r s t o o d a s a n a s p e c t 

of t e r r i t o r i a l i z a t i o n . a n d o u t of t h a t b e l o n g i n g 

a s e n s e of i d e n t i t y m i g h t be f o r g e d . T h e a t t r a c ­

t i o n of F o r t i e r ' s a p p l i c a t i o n of p e r f o r m a t i v i t y to 

p l a c e i s tha t it r e s i s t s m o r e s t a t i c n o t i o n s of d w e l l ­

i n g e m a n a t i n g f r o m H e i d e g g e r i a n d i s c o u r s e t h a t 

s e e m s o i l l a t e a s e w i t h a s o c i e t y of m o v e m e n t 

a n d t r a v e l . W h a t F o r t i e r p r o p o s e s i s n o t s o m e d i s ­

c o u r s e of f i x e d ' r o o t s ' , bu t r a t h e r a m o r e t r a n s i ­

t o r y a n d f l u i d d i s c o u r s e of t e r r i t o r i a l i z a t i o n i n t h e 

D e l e u z i a n s e n s e , w h i c h p r o v i d e s a c o m p l e x a n d 

e v e r r e n e g o t i a b l e m o d e l of s p a t i a l " b e l o n g i n g s . " 

F o r t i e r ' s m o d e l i s e s s e n t i a l l y a r h i z o m i c o n e of 

n o m a d i c t e r r i t o r i a l i z a t i o n s a n d d e t e r r i t o r i a l i z a -

t i o n s . For t e r r i t o r i a l i z a t i o n b e l o n g s to t h e s a m e 

I Hi', 11 ;is d e t e r r i t o r i a l i z a t ion . D i e v e r y p r o v i s i o n a l 

i ty of t e r r i t o r i a l i z a t i o n s c o l l u d e s w i t h t h e e p h e m -

e r a l i t y of a n y s e n s e of b e l o n g i n g , l u s t a s t e r r i t o ­

r i a l i z a t i o n s a r e a l w a y s s h i f t i n g , i d e n t i f i c a t i o n s 

r e m a i n f l e e t i n g a n d t r a n s i t o r y , w h i l e l e a v i n g 

b e h i n d t r a c e s of t h e i r p a s s a g e . A s B e l l c o m m e n t s : 

" T h e r h i z o m e h a s b e e n a n i m p o r t a n t a n a l o g y h e r e , 

c o n v e y i n g a s it d o e s a n i m a g e of m o v e m e n t t h a t 

c a n c o m e to t e m p o r a r y r e s t in n e w p l a c e s w h i l e 

m a i n t a i n i n g o n g o i n g c o n n e c t i o n s e l s e w h e r e . " 2 3 

B u t l e r ' s d i s c o u r s e e x t e n d s P i e r r e B o u r d i e u ' s 

d e b a t e a b o u t h a b i t u s . S h e a d d s t h e p o s s i b i l i t y of 

p o l i t i c a l a g e n c y , a n d o f s u b v e r t i n g r e c e i v e d n o r m s . 

T h r o u g h i t s r e p e t i t i v e c i t a t i o n a l n a t u r e , t h a t per ­

f o r m a t i v i t y h a s t h e p o w e r to q u e s t i o n a n d s u b v e r t 

that w h i c h it c i t e s . F o r m i m i c r y , a s H o m i B h a b h a 

h a s i l l u s t r a t e d , i s i n v e s t e d w i t h t h e p o t e n t i a l to 

d e s t a b i l i z e a n d u n d e r m i n e , a s in t h e c a s e of pol i t ­

i c a l s a t i r e . P e r f o r m a t i v i t y , in t h i s s e n s e , i s n o t 

s o m e u n c r i t i c a l a n d u l t i m a t e l y n i h i l i s t i c a c c e p ­

t a n c e of t h e g i v e n , but r a t h e r a m o d e of o p e r a t i o n 

c h a r g e d w i t h a c e r t a i n p o l i t i c a l e f f i c a c y . M o r e o v e r , 

w h e i e . i s B o u r d i e u s t r e s s e s t h e p r o d u c t i o n ol tin-

s u b j e c t t h r o u g h c u l t u r e , fo r B u t l e r , s o c i a l s t r u c ­

t u r e s h a v e t h e m s e l v e s b e e n p e r f o r m e d . H e n c e per ­

f o r m a t i v i t y o f f e r s a n o b v i o u s m o d e of c h a l l e n g i n g 

t h o s e s t r u c t u r e s . In a n a g e c o l o n i z e d by " f i c t i o n a l 

w o r l d s " (as M a r c A u g e h a s d e s c r i b e d o u r p r e s e n t 

e r a ) . B u t l e r l o c a t e s p e r f o r m a t i v i t y at t h e h e a r t o f 

o u r c u l t u r a l i d e n t i t y t o d a y . 2 4 

Yet if w e a r e to u n d e r s t a n d b e l o n g i n g a s a 

p r o d u c t of p e r f o r m a t i v i t y , w e m u s t s t i l l c o n s t r u c t 

a n a r g u m e n t to e x p l a i n e x a c t l y h o w t h i s c o m e s in to 

o p e r a t i o n . T h e a r g u m e n t a b o v e m e r e l y a s s u m e s 

tha t a s e n s e of b e l o n g i n g w i l l e m e r g e a s a c o n s e ­

q u e n c e of p r o g r e s s i v e t e r r i t o r i a l i z a t i o n . w i t h o u t 

f u l l y a c c o u n t i n g for t h i s p r o c e s s of i d e n t i f i c a t i o n . 

Opposite 
Michelangelo Mef IS I Caravagg io (1573-1610). 
Narcissus. Ga i le r ia N a z k m t o de A r t e An t i ca , Rome. 



NOMT 

lorn 1 cupied w n h t h e s e ques 
both d e C c r t e a u a n d B u t l e r 

• i s . I h e y do ii<n l o l l o w U S h i l l 

^ ^ ^ ^ ^ H g h in t h e i r work. A c c o r d i n g 

a n a l y t i c t h e o r y , i d e n t i f i c a t i o n i s a l w a y s 

^ ^ ^ ^ H y s a q u e s t i o n of r e c o g n i z i n g -

i/ing - t h e self in t h e o t h e r . T h e r e 

'• d j f c u s s i o n of t h i s w i t h i n a rc h i tec -

^^^Hv i th in t h e c o n t e x l of H i m t h e o r y . 

^ ^ ^ H B S o u t l i n e d a s e r i e s of m i r r o r i n g s 

^ ^ ^ ^ k the c i n e m a t h a t c o n s t i t u t e t h e 

^^^Kat ion . 2 0 T h e s e m i r r o r i n g s d e p e n d 

i s i o n i t s e l l . V i s u m o p e r a t e s 

o u b l e - m o v e m e n t . b e i n g bo th p r o j e c t i v e 

j e c t ive. A s o n e c a s t s one*s e y e p r o j e c t ive ly , 

ves a n d a b s o r b s i n t r o j e c t i v e l y w h a t h a s 

lunated. C o n s c i o u s n e s s t h e r e f o r e serves, 
s t e r m i n o l o g y , a s a " r e c o r d i n g s u r f a c e ! 

• two cone/> in the auditorium: one ending 

teen and Atarting both in the projection 

in the Apectator'A vuion insofar OA it U 

e. and one Marting from the Acreen and 

I' in the Ape c tat or t. perception inAofaraA 

ojective (on the retina, a Aecond Acreen). 

ay that 7 Aee' the film. I mean thereby a 

tixture of two contrary currenu: the film 

I receive, and it iA OIAO what I releaAc... 

g it. I am the projector, receiving it. I am 

•n; in both theAe figureA together. I am the 

which pointA and yet recordA.11 

iat h a p p e n s , t h e n , in t h e p r o c e s s o f v i e w -

series o f mirror-effects. " A m I not m y s e l f 

it m y s e l f l o o k i n g a t t h e f i l m ? " a s k s M e t z . 2 8 

jit, the s p e c t a t o r i s bo th a b s e n t from t h e 

s p e r c e i v e d , bu t s o too p r e s e n t t h e r e ' a s 

-.'"At every m o m e n t , " M e t z n o t e s . "1 a m i n 

by my look 's caress.29" M u l t i p l e s e r i e s of 

i d e n t i f i c a t i o n s t a k e p l a c e i n v i e w i n g a f i l m , 

a t i o n s t h a t are c o n n e c t e d w i t h the m i r r o r 

i g i n a l s i t e of p r i m a r y i d e n t i f i c a t i o n . 

• i d e n t i f i c a t i o n to t a k e p l a c e w i t h a s p e ­

c i f i c a r c h i t e c t u r a l s p a c e , w e s h o u l d l o o k for a n 

e q u i v a l e n t p r o c e s s of m i r r o r i n g s . T h i s p r o c e s s 

w o u l d d e p e n d o n t h e i n t r o j e c t i o n of t h e e x t e r n a l 

w o r l d i n t o t h e s e l f , a n d t h e p r o j e c t i o n of t h e s e l f 

o n to t h e e x t e r n a l w o r l d , s o r h a t t h p r n i s a n e q u i v a ­

l e n c e - t h e o n e r e f l e c t s th 

t i o n m a y t a k e p l a c e . A 

T h e s e n s e of i n ^ H 

of t h e e x t e r n a l w o r l ^ ^ H 

w i t h i n a n a r c In tec i o r a l c l i e w o r k of B e n 

t i n d o f c a m e r a j a m i n . w h o p r e s e n t s t h e m i n d a s n k i n d of c a m e r a 

o b s c u r a . a p h o t o s e n s i t i v e plat ' t a i n 

i n t e r i o r s a r e e t c h e d in m o m e n t s of i l l u m i n a t i o n . 

B u t t h i s o c c u r s o n l y a t c e r t a i n m o m e n t s , w h e n a 

p a r t i c u l a r l y m e m o r a b l e e v e n t s e r v e s a s a k i n d of 

f l a s h b u l b , f l a r i n g u p l i k e m a g n e s i u m p o w d e r t o 

i m p r i n t t h a t i n t e r i o r o n t h e m i n d : 

Anyone can obAerve that the duration for which 

we are expoAed to impreAAionA haA no bearing 

on their fate in memory. Nothing preventA UA keep­

ing roomA in which we have Apent twenty-four 

hourA orleAA clearly in our memory, and forgetting 

otherA in which we have paAAed monthA. It iA not, 

therefore, due to inAufficient expoAure if no image 

appearA on the plate of remembrance. More fre­

quent, perhapA, are the caAeA when the half-light 

of habit denieA the plate the neceAAary light for 

yearA, until one day from an alien Aource it flaAheA 

OA if from burning magnesium powder, and now a 

AnapAhot tranAfixeA the room A image on the plate. 

Nor iA thiA very myAteriouA. Aince Auch momentA 

of Audden illumination are at the Aame time 

momentA-when we are beAide ourAelveA. and while 

our waking, habitual, everyday Aelf U involved 

actively or paAAively in what iA happening, our 

deeper Aelf reAtA in another place and iA touched 

by the Ahock, OA iA the little heap of magneAium 

powder by the flame of the match.3" 

W e s h o u l d p e r h a p s e x t e n d B e n j a m i n ' s s u g g e s ­

t i v e m o d e l of t h e c a m e r a to t h a t of t h e c a m c o r d e r , 

for s p a t i a l e x p e r i e n c e s a r e s e l d o m s t a t i c . T h e pho­

t o g r a p h g i v e s w a y to t h e v i d e o m o v i e a s t h e p r i m a r y 

t n s a c r u c i a l 

t i o n t h a t i n v 

e x p e r i e n c e s a r e 

T h e s e c o n 

of v i s i o n i s p r o j e c t i v 

a s p e c t of t h e p r o c e s s 

o l v e s a t w o - f o l d m e c h a n i s m o f g r a f t i n g s y m b o l i c ! 

m e a n i n g on to a n o b j e c t a n d t h e n r e a d i n g o n e s e l f « 

i n t o t h a t o b j e c t , a n d s e e i n g o n e ' s v a l u e s r e f l e c t e d 

in it. T h e e n v i r o n m e n t m u s t t h e r e f o r e s e r v e a s a 

k i n d o f s c r e e n on to w h i c h we p ro jec t o u r o w n m e a n 

i n g , a n d in to w h i c h w e w o u l d r e a d o u r s e l v e s . A s 

w a s o b s e r v e d by R o b e r t V i s c h e r i n t h e c o n t e x t o f 

e m p a t h y t h e o r y , we n e e d to p r o j e c t s o m e t h i n g of 

o u r s e l v e s o n t o t h e o t h e r i n o r d e r to r e c o g n i z e — o r 

m i s - r e c o g n i z e - o u r s e l v e s in t h e o t h e r : 

At thiA point, however, our feeling riAeA up and 

takeA the intellect at itA word: yeA, we mL&A red-

blooded life, and preciAely becauAe we miAA it, we 

imagine the dead form OA living. We haveAeen how 

the perception of a pleaAing form evokeA a pleaAur-

able AenAation and how Auch an image Aymboli-

cally relateA to the idea of our own bodieA - or 

converAely. how the imagination AeekA to experi­

ence itAelf through the image. We thuA have the 

wonderful ability to project and incorporate our 

own phyAical form into an objective form, in much 

the Aame way OA wild fowlerA gain acceAA to their 

quarry by concealing themAelveA in a blind. What 

can that form be other than the form of a content 

identical with itAelf? It iA therefore our own per-

Aonality that we project into /r.3' 

T h i s p r o j e c t i o n of p e r s o n a l i t ^ ' Q r i n t e n t i o n -

• i l i ty o n t o a n ob jec t i s o n e t h a t i s o v e r l o o k e d by 

m u c h m a i n s t r e a m a r c h i t e c t u r a l c o m m e n t a r y . T h e 

i n v e s t m e n t of m e a n i n g not o n h e x p l a i n s t h e ere 

a t i v e p o t e n t i a l of s e e i n g o n e s e l f i n t h e O t h e r i n 

m o m e n t s of i d e n t i f i c a t i o n , bu t it a l s o e x p l a i n s 

t h e p r o b l e m a t i c f o u n d a t i o n o f a n y d i s c o u r s e ol 

a u t h e n t i c i t y t h a t " p r o j e c t s " a u t h e n t i c i t y o n t o o n 

o b | e c t . ' : In t h e h e r m e n e u t i i m o m e n t o n e t e n d s 

to r e a d t h a t p r o j e c t i o n a s t h o u g h it w e r e a p rop­

e r t y of t h e o b j e c t . A n d yet i n r e a l i t y , i n t e n t i o n -
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a l i f y , a u t h e n t i c i t y , a n d a l l k i n d s of c o n t e n t a r e 

m e r e l y p r o j e c t i o n s . B u i l d i n g s , a c c o r d i n g to F r e d -

r i c l a m e s o n . do not h a v e a n y i n h e r e n t m e a n i n g . 

T h e y a r e e s s e n t i a l l y i n e r t , a n d a r e m e r e l y i n v e s t e d 

w i t h m e a n i n g . 1 1 

W a l t e r B e n j a m i n , however , a d d s a c r u c i a l g l o s s 

to t h e s e p r o c e s s e s of i n t r o j e c t i o n a n d p r o j e c t i o n : 

ISiiildiiu).\ are appropriated in a twofold manner: 

hy tue and by perception - or rather, by touch and 

Mqht. Such appropriation cannot be understood in 

terniA of the attentive concentration of a touriAt 

before a famouA building. On the tactile Aide there 

tt no counterpart to contemplation on the optical 

Aide. Tactile appropriation iA uccompliAhed not AO 

much by attention OA by habit. AA regards archi­

tecture, habit determincA to a large extent even 

optical reception. The latter, too. occurA much U>AA 

through rapt attention than by noticing the object 

in incidental faAhion. ThiA mode of appropriation, 

developed with reference to architecture, in cer­

tain circumAtanceA acquireA canonical value. The 

taAkA which face the human apparatuA of percep­

tion at the turning paintA of hiAtory cannot be 

Aolved by optical meatiA, that iA, by contempla­

tion, alone. They are moAtered gradually by habit, 

under the guidance of tactile appropriation.** 

I n B e n j a m i n ' s t e r m s , b u i l d i n g s a r e a p p r o p r i ­

a t e d . T h e y a r e i n t r o j e c t e d - a b s o r b e d w i t h i n t h e 

p s y c h e not j u s t t h r o u g h v i s i o n , b u t a l s o t h r o u g h 

t o u c h . W e m a y e x t e n d t h i s to i n c l u d e t h e f u l l r e g i s ­

t e r o f s e n s e s . M o r e o v e r , for B e n j a m i n , t h e s e a p p r o 

pi l a t m n s a r e r e i n f o n eel hy h a b i t . H e r e m e m o i y 

p l a y s a c r u c i a l r o l e . O v e r a p e r i o d o f t i m e , t h e s o n 

o r y i m p u l s e s I t tAvcrHfe l r ' m a r k : t r W o f t h e i r 

w h i l e t h e p r o j e c t i o n of t h e se l f o n t o t h e e x t e r n a l 

w o r l d l e a d s to a s e c o n d t y p e of r e f l e c t i o n - t h e 

r e c o g n i t i o n of t h e s e l l in t h e o t h e r . I n e i t h e r c a s e , 

a t y p e of m i r r o r i n g r e s u l t s l e a d i n g to a f u s i n g 

b e t w e e n s e l f a n d o t h e r . H e r e w e c a n r e c o g n i z e a 

s e c o n d o r d e r of m i r r u r i n g s , fo r m i r r o n n g s o c c u r 

not o n l y i n t h e e n g a g e m e n t b e t w e e n t h e s e l f a n d 

t h e e n v i r o n m e n t , bu t a l s o b e t w e e n tha t e n g a g e ­

m e n t a n d m e m o r i e s of p r e v i o u s e n g a g e m e n t s . A n 

o r i g i n a r y e x p e r i e n c e i s r e p e a t e d in a l l s i m i l a r 

e x p e r i e n c e s . A n d t h a t p r o c e s s of r e p e t i t i o n r e i n ­

f o r c e s of t h e o r i g i n a l m o m e n t of i d e n t i f i c a t i o n . I n 

t h i s s e n s e h a b i t - a s a r i t u a l i s t i c r e p l i c a t i o n of 

c e r t a i n e x p e r i e n c e s - c o n s o l i d a t e s t h e p r o c e s s o f 

i d e n t i f i c a t i o n . 

T h e s e e m i n g l y s t a t i c m o d e l of i d e n t i f i c a t i o n 

f o r g e d t h r o u g h a r e f l e c t i o n - a s t h o u g h i n a m i r r o r 

- a p p e a r s a t f i r s t s i g h t to c o n t r a s t m a r k e d l y w i t h 

t h e m o r e d y n a m i c n o t i o n of i d e n t i t y b a s e d o n per-

f o r m a t i v i t y . A n d y e t , i l we p e r c e i v e t h e f o r m e r 

a s b e i n g g r o u n d e d in i n t e n t i n n . i l i t y , w e s h o u l d 

r e c o g n i z e t h e a c t i v e d i m e n s i o n to t h e g a z e i t s e l f . 

F o r p e r f o r m a t i v i t y i s n o t m e r e l y a q u e s t i o n of 

p h y s i c a l p e r f o r m a n c e . It e x t e n d s a l s o to m o d e s of 

p e r c e p t i o n , s u c h a s t h e g a z e . B u t l e r h a s a l r e a d y 

a d d r e s s e d h o w t h e g a z e s h o u l d be s e e n a s t h e s i t e 

of p e r f o r m a t i v i t y in t h e c o n t e x t of r a c e : 

/ do think that there U a performativity to the gaze 

that LA not Aimply the trariApoAition of a textual 

model onto a viAual one; that when we Aee Rodney 

King, when we Aee that video we are UIAO reading 

and we are UIAO coiiAtituting, and that the reading 

iA a certain conjuring and a certain conAtruction. 

How do wedeAcribe that? It AeemA to me that that 

IA a modality of performativity. that it iA radical 

ttyiKffl8fflfflntiTT)fcftf''ff^a"°"' f ' j a r r ' l p °f V L ^ u a l reading practice 
.> tluil <,(>.'.s into the viewing «/ the video t\ part of 

i m p u l s e s ; t h e y c o n s t i ­

t u t e o u r b a c k g r o u n d h o r i z o n of e x p e r i e n c e . In t h i s 

s e n s e , i d e n t i f i c a t i o n i s a s a n o n t o l o g i c a l c o n d i t i o n 

c o n s o l i d a t e d t h r o u g h m e m o r y . W e c o u l d t h e r e ­

fo re r e f l e c t u p o n t h e m o d e l of t h e o n e i r i c h o u s e 

o f f e r e d u p by G a s t o n B a c h e l a r d in The PoeticA of 

Spaced It i s p r e c i s e l y t h e o d o r of d r y i n g r a i s i n s -

p a r a l l e l l i n g L e f e b v r e ' s e q u a l l y e v o c a t i v e d e s c r i p ­

t i o n of t h e s o u n d of s i n g i n g e c h o i n g t h r o u g h t h e 

c l o i s t e r s - t h a t p o i n t s to t h e P r o u s t i a n w a y i n 

w h i c h t h e o n e i r i c h o u s e is a t y p e of i n t r o j e c t i o n of 

p r e v i o u s e x p e r i e n c e s . 3 " 

I d e n t i f i c a t i o n w i t h a p a r t i c u l a r p l a c e m a y 

t h e r e f o r e b e p e r c e i v e d a s a m i r r o r i n g b e t w e e n t h e 

s u b j e c t a n d t h e e n v i r o n m e n t o v e r t i m e . H e r e w e 

m i g h t u n d e r s t a n d t h e s u b j e c t , in M e t z ' s t e r m s , 

c a n be b o t h s c r e e n a n d p r o j e c t o r , for i n m o m e n t s 

of i d e n t i f i c a t i o n w e s e e o u r s e l v e s i n o b j e c t s w i t h 

w h i c h w e h a v e b e c o m e f a m i l i a r . A t t h e s a m e t i m e , 

w e h a v e i n t r o j e c t e d t h e m i n t o o u r s e l v e s . T h a t reg­

i s t e r i n g of i m p u l s e s l e a d s to o n e t y p e of r e f l e c t i o n 

- t h e r e c o g n i t i o n of t h e o t h e r in t h e se l f . M e a n -

what I would underAtand CLA the performativity of 

what it iA 'to race Aomethinq' or to be 'raced' by it. 

So I AuppoAe that I'm intereAted in the modalitteA 

of performativity that take it out of itA purely 

textualiAt context.31 

T h i s c a n be e x t e n d e d to t h e g a z e a s t h e p o t e n 

t i a l s i t e of a n i d e n t i f i c a t i o n w i t h p l a c e , s i n c e a n y 

a c t of v i e w i n g m a y be c h a r g e d w i t h a c o n s c i o u s 

m o m e n t of p o l i t i c i z e d r e a d i n g . V i s u a l a t t a c h m e n t s 

m i g h t t h e r e f o r e be r e a d a s c o n t a i n i n g a n a c t i v e , 

p e r f o r m a t i v e m o m e n t . W h a t a p p l i e s to t h e g a z e 

m a y e q u a l l y a p p l y to t h e o t h e r s e n s e s . W h a t w e 

f i n d . t h e n , i s t h a t i d e n t i f i c a t i o n b a s e d o n a pro ­

c e s s of m i r r o r i n g is bu t a v a r i a t i o n o n t h e a c t i v e 

i d e n t i f i c a t i o n w i t h p l a c e e m b o d i e d i n r i t u a l i s t i c 

p a t t e r n s o f b e h a v i o r . T h r o u g h t h e r e p e t i t i v e per -

f o r m a t i v i t i e s of t h e s e v a r i o u s m o d e s of p e r c e p ­

t i o n , a m i r r o r i n g c a n be e n a c t e d a n d a s e n s e of 

i d e n t i f i c a t i o n w i t h p l a c e c a n be d e v e l o p e d a n d 

r e i n f o r c e d t h r o u g h h a b i t . 

C O N C L U S I O N 

I d e n t i t y , F r e u d o n c e r e m a r k e d , i s l i k e 

o f l o s t l o v e s a n d f o r m e r i d e n t i f i c a t i i 

t h e s e i d e n t i f i c a t i o n s , w e c o u l d i n c l u 

t u r a l o n e s . T h r o u g h a c o m p l e x p r o c e s 

s e n s e of p l a c e , d e v e l o p i n g a f e e l i n g o 

a n d e v e n t u a l l y i d e n t i f y i n g w i t h t h a t pi 

t i ty m a y he f o r g e d a g a i n s t a n a r c h i t e 

d r o p . A s i n d i v i d u a l s i d e n t i f y w i t h a n ei 

s o t h e i r i d e n t i t y c o m e s to be c o n s t i t u 

t h a t e n v i r o n m e n t . T h i s r e l a t e s not o n l 

u a l i d e n t i t y , but a l s o to g r o u p i d e n t i t i c 

A r c h i t e c t u r e t h e r e f o r e o f f e r s ; 

m e c h a n i s m for i n s c r i b i n g t h e s e l f in 

r o n m e n t . It m a y f a c i l i t a t e a f o r m of id( 

a n d h e l p e n g e n d e r a s e n s e of b e l o n 

t h i s p o i n t of v i e w , a r c h i t e c t u r e p l a y s a 

i m p o r t a n t s o c i a l ro le . T h e s i g n i f i c a n t 

e v e r - b e y o n d t h e n a t u r e of o u r at 

e n v i r o n m e n t - i s o u r e n g a g e m e n t wi t 

r o n m e n t . I d e n t i f i c a t i o n i s a p r o d u c t 

s c i o u s n e s s by w h i c h w e r e l a t e to o u 

i n g s . a n d n o t a p r o p e r t y of t h e s u 

t h e m s e l v e s . N o r d o e s m a t t e r - i n B u i 

- e x i s t o u t s i d e of d i s c o u r s e . A s M a r 

o b s e r v e s , f o l l o w i n g B u t l e r : " M a t t e r d o e 

in a n d of i tse l f , o u t s i d e o r b e y o n d d i s 

i s r a t h e r r e p e a t e d l y p r o d u c e d r h r o u g l 

t i v i ty . w h i c h " b r i n g s i n t o b e i n g o r e 

w h i c h i t n a m e s . " 3 8 T h i s a p p r o a c h b r i n 

to B h a b h a ' s a n d B o u r d i e u s o b s e r v a t i 

w a y s i n w h i c h c u l t u r e o p e r a t e s . I t a l 

u n d e r s t a n d a r c h i t e c t u r e a s a s y s t e m 

s i t u a t e d w i t h i n a c u l t u r a l d i s c o u r s e , c 

m e a n i n g f r o m tha t d i s c o u r s e . 

A l l t h i s h e l p s u s to r e a s s e s s t h e r 

b e t w e e n a r c h i t e c t u r e a n d c u l t u r a l i d e n t i 

s a g e is c l e a r : we s h o u l d f o c u s not o n l y • 

t u r a l f o r m s t h e m s e l v e s - for w e w o u l i 

to d i s m i s s t h e s e f o r m s a s i r r e l e v a n t -

t h e n a r r a t i v e a n d p e r f o r m a t i v e d i s c o u r s 

t h e m t h e i r m e a n i n g . ™ W i t h t i m e t h e s 

t u r e s of a r c h i t e c t u r a l f o r m s t e n d to l o s e i 

n e n c e . a n d s l i p in to b e c o m i n g par t of a n 

a n d m a r g i n a l b a c k g r o u n d l a n d s c a p e . If 

a p e r f o r m a t i v e c o n s t r u c t - if it i s a c t 

s o m e k i n d of f i l m s c r i p t - t h e n a r c h i t 

be u n d e r s t o o d a s a k i n d of f i l m s e t . E 

a f i l m s e t tha t it d e r i v e s m e a n i n g frorr 

t i e s t h a t have t a k e n p l a c e there . M o m o r i i 

ar.-d ai t i v i t i i ' s h a u n t a r c h i t e c t u r e l i k e a 
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