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Expanding Notions
of the Past

Approaches and Forms

Marie Theres Stauffer

When an art historian in the early 1970s proposed creating

a series of texts on architecture, it is hardly surprising that the
historical dimension of building played a role. That aspect
probably also benefited from the fact that Stanislaus von Moos
founded archithese while living in Rome. The presence and
significance of the history in that environment need not be
especially emphasized. In the Rome of that time, however, other
significant factors were also present. Von Moos’s choice to live
in the Eternal City was connected with a research project on
Italian Renaissance architecture.! In the context of that project,
von Moos was part of a scholarly community whose members
maintained a lively exchange while conducting research at
various countries’ Italy-based study centers.? A not insignificant
number of scholars from that network later wrote articles

for archithese. Furthermore, Italian debates on architecture,
long conscious of history, had since the 1960s only increased
their reflections on the debates’ historical dimensions.

Beyond Italy, the significance of the history had increased in
international discourses on building as well. Von Moos was thus
positioning his series in a broader context and establishing
particular emphases by doing so. Accordingly, archithese quickly
stood out from other specialist journals as both independent-
minded and original for its emphasis on text and its broad horizon
of cultural history, as well as for the topics it addressed and its
formal design. This approach especially differed from the way
architecture was reported on in Swiss circles, to which von Moos
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attributed a lack of exacting criticism.3 His view was shared
by the architect Hans Reinhard, who, while president of
the Fédération Suisse des architectes indépendants / Verband
freierwerbender Schweizer Architekten (Swiss Federation of
Independent Architects, FSAI), was also involved in the founding
of archithese.* The avowedly pragmatic FSAI was prepared
to finance a decidedly theoretical debate in order to “once again
focus on architecture as a design problem and as a conveyor
of cultural meaning.”®

The comments that follow engage with the five essays from
various issues of archithese that precede this text. Special
attention is paid to historicity, which is treated from the
viewpoints of “Historicity and the Present,” “Rise and Reversal,”
“Cycles,” and “Constants (and Rifts).” In restricting the
present discussion to selected aspects, the intent was to better
confront the arguments of various authors against a backdrop
of separate themes and in their historical cultural context.

History and the Present; or, Old and New

Various contributions to archithese emphasize the question
of historicity by relating antithetical concepts to one
another—“old” and “new” or “historical” and “contemporary.”
These antitheses are made even more trenchant by pitting
“modern architecture” against “traditional construction”

or “inherited building fabric.”

In the essay “Phase Shift,” von Moos presents his own
reflections on the relatedness, interdependence, and relativity
of “old” and “new.” He uses examples of architectural objects
and urban planning phenomena that have enjoyed a certain
boom and appeared in various places and times. His title refers
to the fact that that which has only just emerged reaches a next
stage through enduring presence and lasting use. In such cases,
that which broke with conventions at the time it originated will
transition over the years into its own convention and eventually
into the phase of “being old(-fashioned).” That does not have
to be the case, however. From von Moos’s discussions one could
also conclude that the new preserves some of its unconventional
aspect if it collides with conservative attitudes and is therefore
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unable to establish itself. This outcome is revealed, for example,
in the disapproving attitude in the “New World” toward
architectural innovations: “In the meantime, the sentiments

of the ‘common man’ continue to cling to bourgeois ideas of
sensual gratification.”® By contrast, modernism is “affiliated
with the world of business, bureaucracy, and schools—as well as,
more recently, with ‘urban renewal”; under those circum-
stances, architectural modernism “remains a concern of the
intellectual elite; it appears to be unattractive to the majority

of people.”

Whether the original difference between the new and the
traditional is preserved, one must also consider the fact that,
over the years, architectural innovations “grow old” in the
sense that they become historical. An additional element comes
into play, too, as inadequate maintenance can cause innovative
buildings to look disproportionally “outdated,” as von Moos
observes of American cities of the 1970s, with their “skyscrapers,
freeways, and billboards.”® At the time they were built,
these constructions were symbols of a (seemingly) unlimited
progress based on an extremely liberal economic system that
benefited from far-reaching deregulation. In the United States,
construction projects are understood primarily as short-term
investments—and in that sense also as episodic signs of the
efficiency of the market economy. As much as possible, American
architects take advantage of the great design freedoms
offered by the task of creating a “monument to uniqueness,”
but hardly consider questions of durability. Once the “monument”
has become a “kind of gigantic scrap,” it has passed its
moment of relevance and is at risk of losing even its use value.
Two decades into the twenty-first century, this situation has
only grown worse, as demonstrated, for example, by the many
scaffolds placed over sidewalks in Manhattan to protect passersby
from falling facade elements!

Von Moos observes a somewhat inverted correspondence
in Switzerland, a country of the “old continent.” There, a discreet
but continual progression of architectural modernism is taking
place that affects even the worlds of the middle class: the “new”
is spreading in parallel, as it were, with the preserved traditions.
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As aresult of this “sidling” openness to “modern architecture,”
broader strata are open to accepting inspiration from the land
of unlimited opportunities, only to immediately clothe them

in a high “mediocrity” and implement them with “propriety.”
But that is not yet enough. In “Phase Shifts,” von Moos also
observes that the “highly industrialized” countries of the

“old continent” have the ability to make the new even newer:
architectural forms and construction methods developed in the
New World are assimilated in old Europe after a time—that is,
they are “phase shifted.”? Once borrowed, however, high-rises,
highways, and urban infrastructure become (technologically)
more “solid, modern, tasteful, and ‘clean.’ In a word: new.”!

Rise and Reversal

Certain preconditions must be met for building types and
methods of construction to be adopted in places that are

at considerable geographical distance. In the 1960s and 1970s,
these preconditions were essentially based on the fact that in the
twentieth century the United States had risen to become a world
power. This position of political supremacy was also tied to
advanced positions in many other sectors, including construction
technology. At the latest from the 1950s onward, the latter was

a point of reference for building construction in Switzerland and
communicated the mythos of the skyscrapers of Chicago and,
especially, New York. A broad swath of the Swiss public at the
time was impressed, both positively and negatively, by American
metropolises and their architectonic monuments. Against

the backdrop of this general attitude, which could acquire the
features of an idealization, von Moos’s reading is fresh—and
deconstructive in the literal sense. It attests both his fundamental
critical distance and his personal, on-site exploration, which
permitted him alook at and behind the scenes. In the 1970s,
when transatlantic flights were expensive, such experiences
were available to only a few Europeans, which is why many

knew the Manhattan skyline or the multilane viaducts of the U.S.
Interstate Highway System only from films and photographs.
AsRosemarie Bletter explains in her article “Shrunken
Metropolis,” such media put the looming residential and office
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towers of urban America in a particularly advantageous light.!?

In the United States, too, skyscrapers were avowedly objects
of self-glorification, as Bletter notes.!3 She addresses the most
outstanding examples built during the construction boom
of the 1920s in Manhattan with an eye toward a special kind
of decor. It consisted of these buildings being made accessible
to urban people a second time in the form of models or photo-
graphs: “Often these skyscrapers feature lavishly decorated
portals” or special decorative elements in the halls on which the
building in question is shown in miniature form.

Bletter hypothesizes that the miniature is supposed to offer
amore tangible picture of the high-rise, whose overall form
is difficult to take in because of its height, the tapering required
by the building code, and the building density of the local context.
She also notes among those architects who built skyscrapers
a certain discomfort resulting from the economic pressure
that demanded the optimization of profits and consequently
enormous building heights. In Bletter’s view, reproducing
the building as a model restored it to a human scale. One may
also assume that the architects wanted to illustrate their
work fully to passersby and users of the building to ensure
that their creative achievement was appreciated. Likewise,
the decoration of portals and lobbies must have served
the client’s interest in creating a status symbol. The additional
financial investment in “miniatures” was surely intended
to firmly establish the particular form of a building—whether
the Empire State Building or the Chrysler Building—in the
visual memory of New Yorkers and thereby give wing to
the mythos that had grown up around the tall towers with
respect to one’s own building,

If the mythical high-rises of Manhattan were about
excessive heights (initially) passed off as futuristic, the later
Swiss reception of this building type reveals a combination
of excessive height and reversal —though this combination was
not perceived as such. In postwar Europe, skyscrapers were
considered the building forms of the future.!®

Another kind of reversal in combination with a certain
excessive height concerns the value of historical architecture.
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Von Moos opens up both old and new to debate, whereas Bletter,
Jiurgen Paul, and Bruno Reichlin and Fabio Reinhart express in
their texts their appreciation for historical forms of architecture
and settlements. Recall that until the nineteenth century the
new was preferred. The only exceptions were buildings of high
symbolic capital and special meaning for society. Everything
else that had existed for along time and no longer conformed

to current taste or was worn out and defective was replaced
whenever possible. The existence at the beginning of the twenty-
first century of a broad consensus on the cultural meaning

and material value of historical buildings is a “modern” approach
and the result of a multistage process. What follows is a synthesis
of several important aspects of this development that were
significant with respect to the situation in the 1970s and hence
at the time the archithese contributions discussed here were
being written.

The first significant factor is the increasing centrality in
the second half of the twentieth century of historical architecture
and building traditions in debates among specialists but also
among a broader public with an interest in culture. This centrality
was connected to the loss of historical buildings in the context
of the postwar economic miracle and the associated building
boom. Interventions in the existing urban fabric that were
careless and of dubious quality occurred in many places
in industrially advanced Europe, peaking in the period around
1970 especially, as von Moos and Jiirgen Paul note in their
articles.!6 Criticism of this “destruction” also grew in parallel
with its spread.

The increased interest in the historical and the need to protect
itled to the founding of institutions such as the International
Council on Monuments and Sites (1965), which followed the
signing of the Venice Charter (1964). This and other initiatives
urged a differentiated approach to architectural heritage,
encouraged it to be understood as a witness of its time,
and established the foundations for protecting cultural sites
and individual structures. One other important factor was
that the buildings of architectural modernism were becoming
historical artifacts themselves. This was particularly true
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of the buildings and projects of the 1920s and 1930s but also

for those from the period immediately after the war. The emerging
historical distance took on an additional, concrete reality from
1965 to 1976 as the “great masters” of “modern architecture”—
Le Corbusier, Walter Gropius, Ludwig Mies van der Rohe, and
Alvar Aalto—passed away.

In some European countries of the 1970s, especially in West
Germany, the two decades of reconstruction following the
Second World War also had a major influence. In many places,
the approach had been to replace historical districts that had
been heavily or even just slightly damaged with superficially
“modern” buildings. Design and sociocultural dimensions were
neglected in favor of purely functional and economic consider-
ations. The result was formal impoverishment and monotony
on alarge scale and for those reasons rightly met with various
sorts of resistance.

In his essay on the Kornhaus in Freiburg im Breisgau,
which had been built at the end of the fifteenth century,

Paul discusses one aspect of the postwar approach to the historical
building fabric; namely, the reconstruction of historical
buildings that were destroyed in the war.!” As Paul shows in his
text, the historical dimension of lost (monumental) buildings
was closely intertwined with their symbolic value, so that
approaches to reconstruction also appealed to ethical standards.
These crystallized especially in the question of whether to
reconstruct the lost monument faithfully or “in the form of a

free recreation” based on “specific values of formal structure.”8

The practicality of faithful reconstruction depends on
adequate documentation of the historical building and whether
it can be adapted to the functional, technical, and legal
requirements of a later era. All of this led to a construction
process that was as complicated as it was expensive and never-
theless resulted in practice in a new building in terms of
materials. For that reason, faithful reconstructions are rare.

By contrast, the freely recreated landmark building can be
built at lower cost using current technologies. One significant
disadvantage of this approach, however, is that the reduction
to “specific values of formal structure” results in the loss of the
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very decoration that was an indispensable source of meaning
in the original historical context. For those reasons, the middle
road that is often taken is to cloak a “new” core in an “old” shell.
This creates a commercially optimized interior that remains
hidden beneath the old garb.

Projects from the early twenty-first century such as the
Berliner Schloss (Berlin Palace) make clear that the subject
haslost nothing of its currency. As in Freiburg, in the German
capital a historicizing shell was literally “glued” to a concrete
core, but there it does not even extend across all of the facades.
Superficial recreation thus results in an incoherent picture.
One of the problems posed by—more or less faithful —recon-
struction, combined with contemporary facades on the other
sides, is that the outcome lacks both architectural and conceptual
qualities. The juxtaposition of contrasting architectural forms
should ideally generate a tension that has aesthetic qualities.
With both the Kornhaus in Freiburg and the Berliner Schloss,
however, the resulting side-by-side architectural forms
are unconvincing for two reasons. First, the contrast does
not succeed on formal grounds; second, the old and new differ
in quality. The Berlin newspaper taz remarked on historical
value: “this architectural hybrid simulates for us a history that
we never had.”® The author was writing with the Berliner
Schloss in mind, but the words also apply to the example in
Freiburg. The (naive) will and (understandable) desire to repair
“ahistory that cannot be repaired” quickly become evident
in such projects.?? To find a persuasive solution is incomparably
more difficult.

Cycles

Charles Jencks’s essay “Architecture Today and the Zeitgeist”
also addresses the theme of reversal, in the sense of a new
orientation around a historical approach; specifically, the cyclical
emergence of architectural forms in the language of classicism.?!
Jencks associates this periodic phenomenon with repressive
power structures, which deserve to be questioned critically.?2
The intent of this essay, however, is to emphasize the historical
and its significance, which is why it is more relevant here that the
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classical approach, in its reference to the architecture of antiquity,
represents a paradigm that has the concerted influence of a
centuries-old tradition.?? The cyclical emergence of classicism

is thus manifested on a powerful foundation. Modern architecture,
which was not only oriented toward the future in its ideas

but also broke with the past by introducing new forms and
construction methods, had an incomparably shorter tradition.
The relationship between (neo)classical and modern archi-
tecture also must be differentiated in another way: modern
architecture’s approaches to construction and design were above
all opposed to nineteenth-century historicism—and to the
question of style. Yet admiration for the outstanding monuments
of earlier eras was widespread among the great modernist
architects. One need think only of Mies van der Rohe’s interest

in the work of Karl Friedrich Schinkel or Le Corbusier’s grappling
with the Athenian Parthenon or Rome’s monumental historical
buildings.? The formal idiom of modernism, which countered
classical models with abstract forms, asymmetrical dispositions,
and refusal of historical decorative elements, can nevertheless
echo the earlier models on a structural or typological level.

These echoes are, however, downplayed in the look of the buildings
and are overshadowed on the discursive level by a rhetoric

that presents itself as vehemently futuristic.

Constants (and Rifts)
In his contribution to archithese, however, Jencks did not so
much address the architectural works of the modern era as the
ethical and moral stance of their authors. According to him,
itis typical that architects appeal to the zeitgeist and very
much bend to it; accordingly, one could speak of a “constant.”
As examples, Jencks mentions several of the great figures
of the modern movement who tried to come to arrangements
with the fascist dictators of the twentieth century or received
architectural commissions from them.2> That these attempts
often failed should be seen as a blessing of history; that
such efforts should be condemned is beyond question.
Jencks’s reproaches, however, are intended to discredit
modernism and its architects. The historian was not alone in
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that effort but rather was joining in a debate that became wide-
spread in the 1970s. First and foremost, it condemned a specific
architectural practice of the postwar period that must be
characterized as a vulgarized form of the International Style
and placed itself at the service of speculative architecture
without spatial quality. One of the prominent voices in the
debate was Robert Venturi, who, as early as 1966 in his Complexity
and Contradiction in Architecture, turned against “orthodox
Modern architecture,” by which he meant a superficial and
simplified version that was widespread in the United States—
although not just there.?6 This condition is often blamed on
the first generation of modern architects, and in North America
the focus was on those influential representatives who from the
late 1930s onward had taught at American universities. Another
factor, however, is that numerous large building projects of
the New Deal era and, especially, many examples of American
public housing were planned without trained architects; that is,
they were designed solely by investors and construction
companies.?” Apart from the flat roof and unframed windows
of the modern movement, the resulting buildings have no
connection to it whatsoever. That does not mean that modern
architecture should not be criticized, however, as it was in various
ways in the 1970s. Among the more reflective voices were those
who criticized the abstract formal language of modern archi-
tecture as inaccessible and elitist or found fault with its distance
from architectural traditions. Even proponents of the modern
movement understood that it could no longer be a universal
reference system on which a transformed world could rely.

If the growing esteem for the long history of architecture,
in both its outstanding and modest manifestations, corresponds
to the zeitgeist of the 1970s, another of Jencks’s contributions
in “Architecture Today and the Zeitgeist” was to historicize the use
of the zeitgeist as an argument. Jencks related themes from the
zeitgeist to “powers” of a specific era: those difficult to recognize
factors that emerge only indirectly, of which it is often said
that they inevitably determine events and the course of history.28

Also characteristic of the 1970s is Jencks’s categorical
distancing of himself from the concept of a singular “force”
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that can be historically determined, such as “the Marxist appeal
to inevitable laws of history” or Sigmund Freud’s concept of
adrive that underlies everything and is said to feed on the libido.
Jencks thus abandons the idea of one external force or of one
internal necessity to which human beings are completely
subjected and operates instead with the concept of the “system.”
By doing so, he switches from one constant powerful concept
to another. The idea of the system spread during the second
half of the twentieth century through the reception of publica-
tions by Karl Ludwig von Bertalanffy such as An Outline of
General Systems Theory (1950) and General System Theory:
Foundations, Development, Applications (1969), as well
as Claude Lévi-Strauss’s Anthropologie structurale (1958),
Arthur Koestler’s The Ghost in the Machine (1967), and Fred E.
Emery’s Systems Thinking (1969).2°

The concept of the system made it possible to introduce not
only complexity but heterogeneity. “The system” was accordingly
conceived as a structured set of (extremely) different elements
with certain relationships between them. For that reason,
Jencks’s concept also includes the idea of the “dissectibility”
of the system, a notion of particular interest to the broader idea
of historical development. According to this understanding,
a given zeitgeist is not simply “replaced” by another zeitgeist,
with the human being remaining its unconscious victim.
The idea of the system permits instead an analytical confron-
tation with structure, which can be disassembled so that
its individual aspects may be critically assessed. That means,
in turn, qualifying the entities thus reflected on, and on
that basis “putting the system back together” without its
dysfunctional parts.3°

Jencks’s discussions also contain aspects of the discourses
that emerged in the context of the revolts of the 1960s, such as
the calls for change and participation. Jencks takes the side here
of those demanding participation and intervention in the existing
structures. He thus finds himself at odds with his period’s more
radical positions, which viewed any constructive intervention
in the system as an improvement of a capitalist world order and
hence as a task requiring critical distance. The call for active
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intervention and participation also has an architectonic dimension;
it focuses especially on integrating users in order to break

up the architect-investor power relationship. Another point

of agreement between Jencks’s essay and the radical movements
of the 1960s lies in its combative, sometimes polemical tone

and preference for commentary and argument over balanced
and detailed discussion. At one point, however, Jencks trails

far behind issues that would have been current around 1970.

He counsels going “along with” and understanding an “inexorable”
fate and to that end makes an analogy to rape: when it is “inevitable,”
he writes, “lie back and enjoy it.” Such chauvinistic making light
of a serious crime, one that not only feminists of the period

but theorists such as Michel Foucault branded as a form of torture,
is not just reactionary but discrediting3!

Constancy and Permanency

The archithese article by Bruno Reichlin and Fabio Reinhart
shares with the other texts examined here the great weight
placed on the historical dimension. The title already points

to this: “History as a Part of Architectural Theory: Notes

on New Projects for Zurich, Bellinzona, Modena, and Muggio.”?2
However the distinctive quality of the discourse of these two
architects from Ticino is the theme of constancy. This factor
concerns the staying power of architectural traditions and their
historical-social meanings, which are constitutive not only

of approaches to historical preservation but also of new projects.
Within this framework, Italian razionalismo and, in a broader
sense, the modern movement represent a phase of history

that the two architects recognize as a specific tradition.

This attitude is expressed when Reichlin and Reinhart
explain their project for the Kratz district of Zurich, between
Paradeplatz and Biirkliplatz. In their plan for the district,
they focus on the historical context, specifically on traditions
that are local but linked to significant aspects of a more
universal history of architecture. Thus, they refer on the one
hand to Gottfried Semper’s nineteenth-century plans for the
Kratz district, plans that convey a classicistic approach
both on the formal level and in the construction type of the
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block perimeter. On the other hand, they refer to the modernism
of German-speaking Switzerland, which in their eyes also
has classicistic aspects.33 The broader horizon—“contesto in
assenza’—of the project in Zurich is ultimately formed by
typologically or functionally comparable realizations that are
part of the cultural memory of the history of architecture
and are mobilized by every architect in a personal way.

The attention the architects from Ticino pay to the context
of an architectural brief can be traced back to debates in Italy;
for example, over Vittorio Gregotti’s book I territorio dell’
architettura (The Territory of Architecture; 1962), which
discusses the relationship between the architectural inter-
vention and its urban surroundings, as well as that between
architecture and history.3* With reference to Giulio Carlo Argan,
Gregotti also took up the theme of typology; that is, of a kind
of constant structural basis underlying certain architectural
traditions and permanently shaping their disposition.3>

An even stronger basis for Reichlin’s and Reinhart’s approach
were the ideas of Aldo Rossi, with whom they collaborated at the
ETH Zurich and beyond. Rossihad pointed out as early as 1966 in
his book L'architettura della citta (The Architecture of the City)
that “established building types [play arole] in determining the
morphological structure of urban form as it develops in time.”36
Accordingly, Rossi based his projects on historical architectural
elements that are “abstracted from the vernacular, in the broad-
est possible sense.”®” This implies that the design also integrates
an inventory of the surrounding buildings with the idea of
inscribing an aspect of memory in the completed building that
is formally analogous to its context. In this way, the old lives
on in the new; temporary interventions nevertheless guarantee
the permanence of that which is established locally. With projects
such as the Gallaratese apartment block (1968-1976) or the San
Cataldo Cemetery in Modena (1971-1984), Rossi demonstrated
this mediation between historical traditions and the elementary
geometric forms of architectonic rationalism.

Historicity is for Reichlin and Reinhart thus a true point of
departure for both their theoretical reflections and their design
practice.?® To some extent, historicity is also the objective of their
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work, since, following a dictum of the German philosopher Hans
Heinz Holz that they cite in their text, their projects are appro-
priate to the present “to the extent [they] have absorbed the
past,” yet they can also be recognized as being of the present
because they both “absorb what we have not experienced
ourselves in existing forms ... and expand it.”39

Relations
The wealth of topics discussed here reflects the heterogeneity
of the discourses of the 1970s. These diverse debates must
be viewed not least as signs of the extent to which architecture
and its historiography were undergoing a process of upheaval
in those years. With regard to the central question of that era
concerning future approaches and architectural forms, which
was swallowed by the multifariousness and contradictoriness
of various proposals, awareness of the historical seems to
have been a kind of leitmotif.
The archithese of the 1970s presented an extremely informative
selection of contemporaneous themes with an astonishing
density. The fact that articles from these years can still be read,
discussed, and reflected on in ever-new ways shows that
the ideas and hypotheses presented in them have not exhausted
their importance for the historical and theoretical discourse
today. The “strange seventies” are, however, both a point
of contact and a point of repulsion for the important architects
of our time, in which the connection to history, too, is present
and significant in ever-new ways.
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La trahison perpétuelle des clercs’

The idea that man is an unconscious victim of
external forces, or internal necessities, is one of
the greatest intellectual orthodoxies of our time.
Ever since the waning of traditional religions,
men have been convincing themselves of one
inevitable necessity after another, until the point
has been reached where some of them have
actually started to become operative in detail.
Whether or not this desire to discover some
omnipotent, external force signifies an intellec-
tual rage for order and understanding or rather
a deep psychological drive to identify with a
superhuman force and avoid responsibility
is open to question: but its existence is beyond
dispute.

It can be seen in the Marxist appeal to
inevitable laws of history, in the Freudian appeal
to basic drives of the libido and most recently
in the appeal to underlying forces of technology
by Galbraith and McLuhan. It might seem
at first, with such a superabundance of prime
movers, that each one would largely serve to
undermine the idea that any one was primary
and therefore, perhaps, the whole idea of
inevitable fate itself.
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But quite the reverse has happened. What we
have received is one fundamentalist explanation
after another, with each supersession giving
added hope to the belief that something really
ultimate lies beneath the series of external
appearances. Thus history could be seen as
the gradual peeling back of layer after layer
of partially true explanations which promised
an absolute truth as their end. Recently, however,
this search for an ultimate prime mover has
reversed its direction and it now appears that
if there is any such thing as an overwhelming
fate it has to be considered as the concatenation
of many forces together into a system, but
it is even doubtful that this implies necessity.2
For even within a rigidly deterministic system
there always exists the possibility of transcen-
dence and this transcendence often has an
indeterminate element of chance. In any case,
we have continually made the mistake of
substituting a single force for the general system
and having given up beliefs in a transcendental
existence have located it behind and external
to us. Thus Karl Marx:

“When a society has discovered the natural
law that determines its own movement, even
then it can neither overleap the natural phases of
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Heutige Architektur
und ‘Zeitgeist’

Charles Jencks, London La trahison perpétuelle
des clercs'

Die |dee, der Mensch sei ein unbewusstes Opfer dusserer
Krafte oder innerar Notwendigkeiten, ist eine der beliebtesten
intellektuellen Maximen wnserer Zait. Seit dem Verblassen der
traditionellen Religionen suchte sich die Menschheit standig von
der Existenz dieser oder jener unausweichlicher Motwendigkeit zu
liberzeugen, bis der Punkt erreicht wurde, wo eine davon tatsachlich
bagann, bis in Einzelheiten hinein wirksam zu werden. Ob dieser
Wunsch, irgendeinen allmachtigen dusseren Kraftfaktor zu ent-
decken, gleichbedeutend sei mit intellektueller Sehnsucht nach
Ordnung und Einsicht, oder vielmehr einem tiefliegenden psycho-
logischen Bedirfnis entspreche, sich mit einer ubermenschlichen
Kraft zu identifizieren und Verantwortung zu wvermeiden, ist eine
offene Frage: Seine Existenz ist jedenfalls ausser Diskussion.

Er kann herausgelesen werden aus der marxistischan Be-
schworung unausweichlicher geschichtlicher Gesetze, aus der
Lehra Freuds von den fundamentalen Antriebskraften der Libido
und neverdings awch aus der Evozierung der unterschwelligen
Kraft der Technologie etwa bei Galbraith und McLuhan. Angesichits
ainer solchen Uberfulle an Erstbewegern konnte man in der Tat
annehmen, dass jeder einzelne von ihnen gendgen wirde, um die
Vorstellung, wonach uberhaupt eine dieser Antriebskrafte am An-
fang stand ins Wanken zu bringen und so moglicherweise die
ganze ldee vom unausweichlichen Schicksal dberhaupt.

Aber genau das Gegenteil geschah, Was uns beschert wurde,
ist eine fundamentalistische Erklarung nach der andern, und jede
Ablésung erhdhte die Hoffnung im Glauben, dass unter einer Reihe
von dusseren Erscheinungen etwas wirklich Letztgultiges verborgen
liegt. So konnte die Geschichte als schichtweises Herausschalen
von partiell wahren Erkldrungen werstanden werden, das im
Endeffekt — eine absolute Wahrheit zu enthillen versprach. In
jungerer Zeit anderte jedoch diese Suche nach einem letzten
Erstbeweger ihre Richtung, und es scheint jetzt, dass, wenn es
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uberhaupt sowas wie ein Uberwaltigendes Schicksal gibt, dieses als
die Verkettung verschiedenster Krifte zu einem System betrachtet
werden muss ®. Aber selbst flr ein starr deterministisches System
gibt es immer die Moglichkeit der Transzendenz, und diese Trans

zendenz hat oft ein unbestimmtes Zufallselement. Jedenfalls haben
wir bestindig den Fehler begangen, das allgemeine System durch
gine einzelne Kraft zu ersetzen; auch wenn wir den Glauben an eine
transzendente Existenz verloren haben, so blieben wir doch dabei,
diese Kraft hinter uns und ausserhalb von uns zu plazieren, So Karl
Marx:

& Auch wenn eine Gesellsc t dem MNaturgesetz ihrer Bewe
gung auf die Spur gekommen ist (..), kann sie naturgemdisse
Entwicklungsphasen weder Uberspringen noch wegdekretieren,
Aber sie kann die Geburtswehen abkurzen und mildern »?

Oder wie es spater Mcluhan formulierte: « Es gibt solange
absolut keine Unausweichlichkeit als die Bereitschaft vorha
ist, das, was laufend geschieht, nichtern zu verfolgen. »*

Mit anderen Worten: Das Schicksal ist solange nicht ganzlich
schicksalshaft, als wir bereit sind, uns dreinzuschicken und es zu
verstehen. Ein tschechisches Sprichwort druckt diesa Flgsamkeit
nach besser aus ann du der Vergewaltigung nicht ausweichen
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tfig. 1 Vehicle Assembly Building, Cape Kennedy, view of exterior.

An example of “technological determinism.” The fact that these objects
transcend individual determinants and appear to be determined by many
precise parameters gives them a certain moral, not to say religious,
authority, especially among architects.




{ fig. 2 Vehicle Assembly Building, Cape Kennedy, view of interior.
The VAB, “the largest building in the world,” is so large that it creates
its own weather conditions in its interior.




kannst, so lehne dich zurick und geniesse siel» Aber dieser
Fatalismus — Beispiele dazu werden wir kurz anhand einiger
moderner Architekten anfuhren — ist lediglich ein kraftloser
Determinismus. Er steht nicht einmal auf dem Niveau des strengen
Determinismus wie zum Beispiel des Islams, der lehrt, dass das
Unausweichliche nur deshalb unausweichlich ist, weil wir es nicht
kennen konnen, Dieser kraftlose Determinismus behauptet, dass
wir in Wirklichkeit machtlos seien, die Naturgesetze und die un-
ausweichlichen Kraftstrome zu dndermn, obwohl wir sie erkennen
kénnen. Folglich tridgt er dazu bei, unsaren Willen zu schwachen,
uns zu verschnen, mit dem, wovon wir denken, dass es uber unsern
Kriften steht, und endlich, im Fall der Vergewaltigung, uns in die
Stimmung zu versetzen, die es uns erlaubt, diese zu geniessen

Die Auswirkungen dieser Haltung auf die Zukunft sind oft
dermassen unglicklich, dass « sie verdient, in der brutalsten Weisa
zerschmettert zu werden », wie es Bertrand de Jouvenel einmal
formulierte *. Was tatsachlich geschieht ist folgendes: Wir leugnen,
dass das Wissen um eine Kraft uns in die Lage versetzt, irgendwas
gegen sie zu unternehmen; wir verwechsaeln einen wunerbittichan
Trend mit einem wunausweichlichen Trend und folglich ein «ist»
mit einem « sollte. » Um es in der Sprache der Zukunftprognosen zu
sagen; Wir akzeptieren die Vorzuge irgendeines evolutionaren
Trends selbst dann, wenn eine der Begleiterscheinungen darin
besteht, dass die « Reichen immer reicher und die Armen relativ
armer werden ». *

Welches war nun die Haltung von Intellektuellean und fuhren-
den Architekten gegeniber diesen dusseren Kraften oder Einflissen?
Sie war offensichtlich hochst verschieden: Zugleich kritisch und
passiv, moralisierend und ergeben. Noch immer gibt es eine sehr
lebendige Tradition in der modemen Architektur (und man kann
ihr Fortdauern in die Zukunft prophezeien), die sich auf den Zeit-
geist beruft. Man kénnte sogar sagen, dass es immer wieder den
Versuch gageben habe, die Gesellschaft zu verdngstigen und sie
Zu zwingen, gewisse vom Architekten gefirderte Stromungen zu
akzeptieren, indem diese als unausweichlich hingestellt werden.
Das ist gine allgemein ubliche Taktik. Um jedoch klarzustellen, dass
sich mein Angriff keineswegs gegen bestimmte Architekten oder
gar gegen die ganze moderne Bewegung richtet, sondern vielmehr
bloss gegen die Haltung eines kraftlosen Determinismus, 50 werde
ich hier eine Reihea von Architekten zitieren, mit denen ich in
anderan Zusammenhangen uberainstimme.

In den fruhen Zwanzigerjahren sagte Le Corbusier: € L'industrie
envalissante comme un feuve qui rouvle & sa destinde, nous
apporte les outils neufs adaptés & cette époque nouvelle animée
d'esprit nouveau. La loi d'économie gére impérativemeant nos actes
et nos conceptions ». lhm folgte kurz darauf Mies van der Rohe:
« Dag Individuum werliert an Bedeutung; sein Schicksal ist nicht
linger von Interesse fur uns, Die entscheidenden Leistungen in
allen Bereichen sind wnpersdnlich wnd ihre Urheber sind zumeist
unbekannt. Sie nehmen teif am Strom unserer Zeit zur Anonymitat. »
Beide Auffassungen werden zusammengefasst von Nikolaus Pevsner
in seiner 1936 verfassten Rechtfertigung des modernen Stils:
« Wie dem auch sei, der grosse schopferische Geist wird seinen
eigenen Weg auch in Zeiten von dbermachtiger koflektiver Energie
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its evolution, nor shuffle them out of the world
by a stroke of the pen. But this much it can do:
it can shorten and lessen the birth pangs.”3
Or as McLuhan later put it:"There is absolutely
no inevitability as long as there is a willingness
to contemplate what is happening.”4
In other words, fate is not altogether fatal
as long as we are willing to go along with and
understand it. A Czech proverb puts the acquies-
cence even better: “When rape is inevitable,
lie back and enjoy it.” In fact, this fatalism, and
the examples of it that will be quoted shortly
from modern architects, is merely weak deter-
minism. It doesn’t even have the virtue of strong
determinism such as is found in the religion of
Islam which argues that the inevitable is only
inevitable because we cannot know it. Rather,
weak determinism asserts that although we can
be aware of natural laws and inevitable trends
we are actually powerless to change them.
Thus it tends to undermine our will and reconcile
us to that which we think is beyond our power.
The effects of this attitude on the future are
often so unfortunate that, as Bertrand De
Jouvenel says, “it deserves to be battered in
the most brutal manner.”> What effectively
happens is that we deny that knowledge
of a force allows us to do anything about it;
we mistake an inexorable trend for an /nevitable
trend and thus implicitly mistake an “is” for
an “ought.” Or in terms of a former example,
we assume the positive virtues of some evolu-
tionary trend even when its correlation is that the
“rich get richer and the poor relatively poorer.”¢
What has been the attitude of intellectuals
and leading architects toward these external
forces or pressures? Obviously it has been
varied: both critical and passive, moral and
acquiescent. Yet there is a very strong tradition
in modern architecture, and one can predict its
continuance into the future, of appeals to the
Zeitgeist, or the underlying spirit of history.
One might even say there has been an attempt
to coerce or stampede society into accepting
certain trends which the architect favors, under
the guise of making them appear inevitable.
| would like to substantiate this statement, but
in order to avoid the misunderstanding that
| am attacking particular architects or the whole
modern movement, rather than an attitude
of weak determinism, | will cross quote from
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a number of architects, all of whom | agree
with in other contexts.

In the early twenties Le Corbusier said:
“Industry, overwhelming us like a flood which
rolls on toward its destined ends, has furnished
us with new tools adapted to this new epoch,
animated by the new spirit. Economic law
unavoidably governs our acts and thoughts.”
He was followed shortly by Mies van der Rohe's
“The individual is losing significance; his destiny
is no longer what interests us. The decisive
achievements in all fields are impersonal and
their authors are for the most part unknown.
They are part of the trend of our time toward
anonymity.” Both attitudes were summarized
by Nikolaus Pevsner in his justification of the
modern style in 1936: “However, the great
creative brain will find its own way even in times
of overpowering collective energy, even with
the medium of this new style of the twentieth
century, which, because it is a genuine style
as opposed to a passing fashion, is totalitarian.”
Although the last word was perhaps a slip of
the pen and was later changed to “universal,”
it is a significant slip, underlining the attitude of
"overpowering energy” or “overwhelming flood”
which is often connected with a particular style
or technological determinism. Indeed we find
a continuation of this tradition today in many
places. Because of what he terms “an unhaltable
trend to constantly accelerating change,” Reyner
Banham suggests to the architect that he “run
with technology and discard his whole cultural
load including the professional garments by
which he is recognized as an architect” or else
the “technological culture” will “go on without
him”7 or Buckminster Fuller uses the example
of the rigorously designed space technology,
to chide architects for not keeping up with the
Zeitgeist and lessening the birth pangs of history.
Common to all these prophecies is the appeal
to a mixture of both moral choice and amoral
inevitability: the conflation of an “ought” with
an “is,” or “will be.” This position then leads to
a form of pragmatism that says whatever exists,
or works, is alright, or successful.

This step to pragmatism is a natural conse-
quence of weak determinism, and its pitfalls
have long been pointed out—particularly
with respect to intellectuals in Julien Benda's
La Trahison des Clercs [The betrayal of the
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clerics] (1927) and Noam Chomsky's American
Power and the New Mandarins (1969). In fact
the pitfalls are so well known (Time Magazine
formulated them explicitly)8 that only one
example among many will suffice to illustrate
the problem. It concerns the way in which

“the new intellectual elite,” the pragmatists

of the coming “Post-Industrial Society,” discuss
the bombing of North Vietnam. Instead of
concerning themselves with whether it is moral
in principle to intervene in a foreign country
and bomb, or whether these principles apply

in this particular case, they are concerned with
whether or not it can be successful:

"l believe we can fairly say that unless it is
severely provoked or unless the war succeeds
fast, a democracy cannot choose war as an
instrument of policy.”

Chomsky comments:

“This is spoken in the tone of a true scientist
correcting a few of the variables that entered
into his computations—and, to be sure, Profes-
sor Pool is scornful of these "anti-intellectuals,’
such as Senator Fulbright, who do not compre-
hend "the vital importance of applied social
science for making the actions of our govern-
ment in foreign areas more rational and humane
than they have been.’ In contrast to the anti-
intellectuals, the applied social scientist under-
stands that it is perfectly proper to ‘rain death
from the skies upon an area where there was
no war,’ so long as we 'succeed fast."”?

The social scientists whom Chomsky is
referring to are the “New Mandarins,” or the
new class of intellectuals who tend to accept the
assumptions and ideology of the status quo and
then apply themselves to ameliorating its
conditions. Their weak determinism consists in
accepting the overall system, whatever it might
be, and then applying their very real expertise to
technological problems, to making the system
more efficient, or humane, or smooth-running.
Thus they are ready to make their peace with
whatever system happens to be extant—whether
it be a dictatorship, capitalism or Socialism—
claiming, in Daniel Bell's famous terms, “the end
of ideology” and the fact that social problems
are physical and technical rather than ideological.

The most extreme statement of this view
and its consequences for the future comes from
Buckminster Fuller:
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"It seems perfectly clear that when there is
enough to go around man will not fight anymore
than he now fights for air. When man is success-
ful in doing so much more with so much less
that he can take care of everybody at a higher
standard, then there will be no fundamental
cause for war ...

Within ten years it will be normal for man to
be successful—just as through all history it has
been the norm for more than 99 per cent to be
economic and physical failures. Politics will
become obsolete.”10

Aside from the naivety in assuming that
most, if not all, wars are caused by a scarcity of
material wealth, the most dubious part of Fuller’s
prediction consists in assuming that if man
gave up his political power and turned the whole
world over to administrators then all would be
well. At best we would have well-fed sycophants;
at worst we would live under the most success-
ful form of Totalitarianism ever known, where
no one was responsible for anything, where all
tensions could be blamed on the system and
where political action, or shaping collective
destiny, had been perverted into occasional
outbursts of violence. For, as shown in the study
of past government and revolutions, when men
hand over their political powers to a party or
government which is not directly responsive
to their will, they give up their fundamental right
to shape their destiny and alternate between
passive submission and violent aggression."!

In politics, as in an individual’s way of life, there
is no such thing as efficiency or specialization.
To say there is would be as absurd as saying that
an individual is a specialist at living.

Nonetheless, weak determinists and pragma-
tists assume this when they accept the present
situations of politics. They assume that whoever
holds political power at a given time is fated
to hold it and that, in any case, the political
problems will “wither away” as the increases
in production make plenty for everyone. It is
therefore not surprising that the advocates of
this view, let us call them “service intellectuals,”
will sell their services to whoever is in power.

For instance, when the Nazis came to power
in Germany in 1933, many modern architects
such as Gropius, Wassili Luckhardt and Mies
van der Rohe made many pragmatic attempts
to achieve conciliation.’2 Gropius justified
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finden, sogar mit dem Mittel dieses neuen Stils des 20, Jahrhunderts,
der, weil es sich um einen ursprunglichen Stil und nicht bloss um
gine modische Laune handelt, folfafitar ist. » Obgleich das letzte
Wort vielleicht ein Ausrutscher war und denn auch spater durch
« universal » ersetzt wurde, ist es doch ein bedeutsamer Ausrutscher,
weil 8s jene « Obermachtige Energie » oder jenen « Gberflutenden
Stram » unterstreicht, die so oft im Zusammenhang mit einem
besonderen Stil oder technologischem Determinismus zum Zeugen
aufgerufen werden. Tatsachlich finden wir heute bei vielen Autoren
gine Fortsetzung dieser Tradition., Wegen des « unaufhaltbaren
Trends zu immer schnellerem Wechsel », empfiehlt Reyner Banham
dem Architekten, « den Anschluss an die Technologie zu finden...
und sich seines ganzen kulturellen Ballastes zu entledigen, alle
Kleidungsstiicke, die ihn als Architekten kennzeichnen, miteinbe

griffen », sonst werde « eine technologische Kultur ohne ihn weiter-
gehen » *. Buckminster Fuller gebraucht das Beispiel der bis ins
letzte Detail geplanten Weltraumtechnologie, um die Architekien
dafir zu tadeln, dass sie mit dem Zeitgeist nicht Schritt halten und
50 die Geburtswehen der Geschichte nicht lindern helfen

All diesen Prophezeiungen gemeinsam ist der Appell an eine
Mischung von moralischer Entscheidung und amoralischer Unaus-
weichlichkeit: das Ineinanderfliessen von « sollte » und « ist » oder
g wird sein» Diese Einstellung fihrt leicht zu einer Form wvon
Pragmatismus, die besagt, dass alles, was existiert oder arbeitet,
in Ordnung oder erfolgreich sei. Dieser Schritt hin zum Pragmatismus
ist eine naturliche Konsequenz des kraftlosen Determinismus, und
seine Fallgruben sind schon lange aufgezeigt worden — im Hinblick
auf die Intellektuellen etwa in Julian Bendas L& trafison des clercs
(1927) und Noam Chomskys American Power and the new Man-
darins (1969). Die Fallgruben sind in der Tat so gut bekannt
(sogar das Time Magazin hat sie aufgezidhlt®), dass ein einziges
Beispiel unter vielen genugen soll, um das Problem zu illustrieren.
Es betrifft die Art und Weise, wie etwa die « neue intellektuelle
Elite », die Pragmatiker der kommenden « nachindustriellen Gesell
schaft » die Bombardierung Nordvietnams diskutieren. Statt sich
damit zu befassen, ob es grundsatzlich moralisch sei, in einem
fremden Land zu intervenieren und Bomben abzuwerfen, oder ob
diese Grundsatze im konkreten Fall Anwendung finden, fragen sie
sich, ob dies erfolgreich sein konne oder nicht:

o leh glaube, wir konnen gerechterweise sagen, dass eing
Demockratie, sofern sie nicht ernsthaft provoziert wird oder sofern
der Krieg nicht zu sofortigem Erfolg fihrt, den Krieg nicht als
politisches Instrument benutzen darf. »

Chomsky kommentiert:

« Dies wird gesagt im Tonfall des aufrechten Wissenschaftlers,
der einige wenige Variabeln korrigiert, die in seine Berechnungen
gingedrunagen sind — und, um sicher zu sein, blickt Professor Pool
voller Verachtung auf diese "Antiintellektuellen’, wie etwa Senator
Fulbright, welche "die vitale Bedeutung angewandter Sozialwissen
schaft im Hinblick darauf, die Handlungen unserer Regierung in
fremden Gebisten verninftiger und menschlicher zu gestalten als
s friher der Fall gewesen’, nicht begreifen. Im Gegensatz zu diesen
Antiintellektuellen versteht der angewandte Sozialwissenschaftler,
dass es vollkommen in Ordnung ist, 'vom Himmel herab auf ein

29




Gaebiet, wo kein Krieg herrschte, den Tod regnen zu lassen’, sofern
dies "zu sofortigem Erfolg fahrt'. »

Die Sozialwissenschaftler, auf die sich Chomsky bezieht, sind
die « New Mandarins », oder die neue Klasse von Intellektusllen,
welche geneigt sind, die Ideclogie des status quo zu akzeptieren
und sich der Verbesserung seiner Voraussetzungen widmen. |hr
kraftloser Determinismus besteht darin, dass sie das Gesamtsystem
akzeptieren, worin es auch immer besteht, und ihre sehr reale
Erfahrung mit technologischen Problemen dafir verwenden, das
System wirkungsvoller oder humaner oder reibungsloser zu ge-
stalten. Folglich sind sie bereit, Frieden zu schliessen mit jedwelchem
System, das zufalligerweise vorkommt — sei es eine Diktatur, sei es
Kapitalismus oder Sozialismus —, indem sie mit den berihmten
Worten von Daniel Bell «das Ende der Ideologie» sowie die
Tatsache proklamieren, dass soziale Probleme eher physisch und
technisch bedingt sind als ideologisch.

Die extremste Ausformung dieses Standpunktes und seiner
Konsequenzen fir die Zukunft stammt von Fuller:

« Es scheint vollkemmen klar zu sein, dass der Mensch, sobald
er genugend Platz zum spazieren hat, dafur nicht mehr kimpfen
wird als er jetzt fir die Luft kdmpft. Wenn die Menschen mit so viel
weniger so viel mehr erreichen, dass sie sich auf einem hoheren
Miveau um jedermann kimmern konnen, dann wird es keine
grundlegende Ursache mehr geben fir den Krieg...

In zehn Jahren wird es fur die Menschen normal sein, Erfalg
zu haben genauso wie es durch die ganze Geschichte hindurch
fur mehr als 99 % aller Menschen normal war, wintschaftliche und
physische Fehlschlage zu sein. Politik wird sich eribrigen, »

Abgesehen von der naiven Annahme, dass die meisten, wenn
nicht alle Kriege durch den Mangel an matereller Wohlfahrt
entstanden seien, liegt die zweifelhafteste Stelle won Fullers
Voraussage in der Vermutung, dass es zum allgemeinen Glick und
Frieden genidgen wirde, dass die Menschen auf die politische
Gewalt verzichten und die ganze Welt einigen Verwaltern anver-
trauen. Im besten Fall waren wir wohlgenihrte Hydrophanten, im
schlimmsten Fall lebten wir unter der erfolgreichsten Form wvon
Totalitarismus, die es je gegeben hat, in der niemand fur nichts
verantwortlich ist, wo alle Spannungen dem System zur Last gelegt
werden konnen und wo politische Aktion oder die Gestaltung
des kollektiven Schicksals pervertiert werden in gelegentliche
Gewaltausbriche. In der Tat zeigt das Studium vergangener
Herrschafisformen und Revolutionen, dass die Menschen ihr
Grundrecht auf Gestaltung ihres eigenen Schicksals aufgeben und
zwischen passiver Unterwerfung und heftiger Aggression ab-
waechseln, sobald sie ihre politische Gewalt einer Partei anvertrauen,
die threm Willen nicht unmittelbar entspricht. "' In der Paolitik gibt
es ebensowenig wie im privaten Leben des Individuums « Efficiencys
oder Spezialisierung. Die Behauptung, dies sei der Fall, wére ebenso
absurd wie zu sagen, dass ein Individuum ein Spezialist in der
Kunst des Lebens sei.

Trotzdem behaupten dies kraftiose Deterministen und Prag-
ratiker, wann sie die gegenwirtige Lage der Politik akzeptieren.
Sie behaupten, dass, wer immer zu einer bestimmten Zeit zu
falligerweise die politische Gewalt innehabe, schicksalshaft dazu
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lfig. 3 Ludwig Mies van der Rohe, Reichsbank, Berlin (elevation), 1933.
The combination of “modern” and classical architecture in connection
with the building of a national bank anticipates the analogous trends of
many modern architects in the 1950s.

bestimmt sei und dass, so oder so, alle politischen Probleme in
dem Masse dahinschwinden werden, als der Produktionszuwachs
Uberfluss fir jedermann schaffen wird. Es kann folglich nicht
uberraschen, dass die Befirworter diesas Standpunktes, die wir
« Dienstintellektuelle » nennen wollen, ihre Dienste jedem wver-
kaufen, der gerade an der Macht ist.

So konnten etwa, als 1933 die Mazis in Deutschland an
die Macht gelangten, manche modeme Architekten wie Gropius,
Wassili Luckhardt oder Mies van der Rohe verzweifelte pragma-
tische Versuche anstellen, um eine Versohnung zuwegezubringen.’
Gropius begann, moderne Architektur in nationalistischer Termino
logie zu rechtfertigen, d.h. in der Terminologie des « Deutschtums ».
Mies van der Rohe ging so weit, einen rassistischen Appell
des Architekten Schultze-Maumburg zu unterzeichnen, der genug
Faschist war, um wihrend seiner Vorlesungen Uber rassistische
Kunst opponierende Kunstler durch SA-Leute niederknuppeln zu
lassen. Wie Sibyl Moholy-Nagy schreibt: « Als er (Mies) im Juli
1833, nach der Machtubernahme Hitlers, den Auftrag fir die
Reichsbank annahm, war er ein Vemdter an uns allen und ein
Verriter an allem, wofur wir gekampft hatten. Er unterzeichnete zu
dieser Zeit einen patriotischen Aufruf Schultze-Namburgs, den
dieser als Kulurkommissar erlassen hatte, worin alle Kinstler,
Schriftsteller und Architekten Deutschlands aufgefordert wurden,
ihre Krifte vereint hinter den Nationalsozialismus zu stellen. Ich
wiirde sagen, dass Mies als einziger unter den leitenden Bauhaus
euten unterschrieb. Und er akzeptierte den Auftrag. Das war fur
uns ein schrecklicher Dolchstoss in den Ricken. » ™

Aber Mies war wohl schwerlich der einzige « Pionier der
modernen Bewegung », der mit der vorherrschenden Machtstruktur
seinen Privatfrieden schloss. Le Corbusier verbrachte einen Teil des
Jahres 1941 in Vichy damit, die Maronettenregierung zu tberreden,
ihm Arbeit zu geben. " Frank Lloyd Wright bereiste auf Einladung
der Sowjetregierung Russland zu einem Zeitpunkt, als eineinhalb
Millionen Bolschewiken den Sauberungswellen zum Opfer fielen.
Philip Johnson, der eine demagogische Gruppe nach der andern
unterstutzte, stattete in Danzig Hitler einen Besuch ab, kurze Zeit
nachdem dieser in Polen eingefallen war und so den Zweiten
Weltkrieg ausgeltst hatte. * Der Fall der modernen Architekten im
faschistischen Italien war sogar noch zwiespaltiger, teilweise waeil
Futuristen wie Marinetti von der Asthetik der Macht fasziniert
waren (er schrieb sogar ein futuristisches Pamphlet voller Lob fur
die « Asthetik des Krieges », nachdem 1934 Athiopien bombar
diert worden war), und weil Mussolinis Faschismus ein ausge-
sprochen rationalistisches und technizistisches Element barg (« er
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fig. 4 -
Guerrini,
Lapadula,
Romano,
Palazzo

della Civilta
Romana, EUR,
Rome, 1942.

lfig. 5 Kremlin Palace of Congresses, Moscow, 1961.
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tfig. 7 Minoru Yamasaki, Northwestern National Life Insurance,
Minneapolis, 1965.




lfig. 6 Oscar Niemeyer, Palace of the Highland (seat of the president), Brasilia, 1961.

sorgt dafir, dass die Zuge punktlich abfahren =), Pier Luigi Mervi
erbaute Flughangars und praktisch jeder « moderne» Architekt
von Rang, von Ponti bis Pagano und Terragni arbeitete in dieser
oder jener Weise fur das Regime. ™ Wie so oft in der Geschichte
schien es, dass der Architekt, gleich wie der Bankier und ganz im
Gegensatz zum Kiunstler, fir die herrschende Ordnung arbeiten
muss, wenn ér seinen Beruf ausuben will,

Die im faschistischen Auftrag erstellte Architektur (Abb, 4; 8)
st offensichtlich formale Parallelen mit dem spéteren halb
assischen Modernismus auf, wie er unter dahnlichen, wenn auch
as liberale sozialan Bedingungen geschaffen wurde. Man
konnte sogar von einem klassischen Repressionsstil sprechen, der
in Brasilia (Abb. 6), Moskau (Abb. 5) Minneapolis (Abb. 7) und

' ) anzutreffen ist, und der so gleichartig ist,
er einem den Gedanken nahelegen konnte, es bestehe ein
licher Zusammenhang zwischen Form und Inhalt, Ausdruck
und sozialer Ordnung auch wenn man weiss, dass solch deter
ministische Zusammenhange theoretisch falsch sind, ' Die Tendenz
des Klassizismus, sich mit Repression zu verbunden, und umgekehrt
erscheint beinah als ein unabanderliches Gesetz, oder doch
zumindest als eine Sache hoher Wahrscheinlichkeit. Jedenfalls
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lfig. 8 Albert Speer, Zeppelinfeld, entrance side, 1934.

haben sich i der Vierzigenahren manche Architekien mit simer
Sezislordnung eingelassen, gegen die sie in den Zwanzigerjahren
mehr oder weniger vereint gekampft hatten

Die Grunde, weshalb so viele derartige Zwischenfalle mit
Architekten workommen konnten, deren Verhalten sonst eher
kompromissios ist. bleiben solange unklar, als wir uns nicht daran
arinnemn, wig ausdrackliich @ unpol v-sig anoeblich sind. Thre
Verachtung oder ihr Abscheu geganu 3t Palitik macht &e nur
allzu willig fur die Annahme des politischen status quo W
auch nur um zu behaupten, dass er in Wirklichkait gar nicht existiera
und verschwunden sei. Sobald wir einmal diesen Fatalismus und
seineg naturliche Verwandischaft mit dem Pragmatismus realisiert
haben, werden verschiedene andere wahrscheinliche strukturelle
Zusammenhange klar. Wir sehen die Parallelen zwischen dem
Ausspruch von Mies: 4 Das Individueum verliert an Bedeutung; sein
Schicksal ist nicht langer von Interesse fur uns » und Goebbels
Sate: ¢ Das wesentlichste Prinaip unserer siegreichen erobeme
Bawegung heisst: Entthronung des Individuums o Odar wir mer
Philip Johnsons Verteidigung der o neuen

fig. 9—

The architects of
Lincoln Center for
the Performing Arts
in New York.

Left to right:
Wallace Harrison,
Philip Johnson,
Pietro Belluschi,
Eero Saarinen,

Max Abramovitz, and
Gordon Bunshaft.

tfig. 10  Plan drawing for Lincoln Center, New York, 1961. The fact that
neoclassicism recurs in twenty- to thirty-year cycles is common to public buildings. The fact that it is normally the
result of teamwork makes prediction relatively easy. Unfortunately, it must be said that each of the architects on the
team would have been able to produce a better complex as a whole than the one that resulted from collaboration.



modern architecture in nationalistic terms,
that is in terms of its “Germanness.” Mies
van der Rohe went so far as to sign a racist
appeal from Schultze-Naumburg, an architect
who was fascist enough to have dissenting
artists “bludgeoned” by stormtroopers when
he gave lectures on racist art. In fact as Sibyl
Moholy-Nagy has written:

“When he (Mies) accepted in July 1933, after
the coming to power of Hitler, the commission
for the Reichsbank he was a traitor to all of
us and a traitor to everything we had fought for.
He signed at that time a patriotic appeal which
Schultze-Naumburg had made as Commissar
to the artists, writers and architects of Germany
to put their forces behind National Socialism.
| would say that, of the leading group of the
Bauhaus people, Mies was the only one who
signed. And he accepted this commission.

This was a terrible stab in the back for us.”13

But Mies was hardly the only “pioneer of
modern design” who made his private peace
with the dominant power structure. Le Corbusier
spent part of the year 1941 in Vichy trying to
persuade the puppet regime to give him work.4
Frank Lloyd Wright toured Russia at the invita-
tion of the Soviet government at a time when
one and a half million Bolsheviks were falling
victim to the waves of purges. Philip Johnson,
who supported one demagogical group after
another, paid a visit to Hitler in Danzig just after
the latter had invaded Poland to start the Second
World War.'s The case of the modern architects
in Fascist Italy was even more conflicted,
in part because Futurists such as Marinetti were
fascinated by the aesthetic of power (he even
wrote a Futurist pamphlet full of praise for the
“aesthetic of war” after Ethiopia had been
bombarded in 1934), and because Mussolini’s
Fascism concealed a decidedly rationalist and
technicistic element (“he saw to it that the
trains run on time"). Pier Luigi Nervi built plane
hangars, and practically every “modern”
architect of significance, from Ponti to Pagano
and Terragni, worked for the regime in one way
or another.’® As so often in history, it seems that
the architect—just like the banker and very
much in contrast to the artist—must work for the

ruling order if he wants to practice his profession.

The architecture commissioned by the
Fascists (figs. 4, 8) has obvious formal parallels

Charles Jencks

to the later semiclassical modernism created
under similar albeit somewhat more liberal
social conditions. One could even speak of a
classical style of repression, which can be found
in Brasilia (fig. 6), Moscow (fig. b), Minneapolis
(fig. 7), and New York (figs. 10, 12), and which
is so similar that it could suggest a natural
connection between form and content, expres-
sion and social order—even if one knows that
such deterministic connections are wrong

in theory.'” The trend of classicism to ally with
repression, and vice versa, almost seems to

be an unalterable law or at least a matter of
high probability. In any case, some architects
got involved in a social order in the forties
against which they had fought, more or less
united, in the twenties.

The reasons why such incidents can occur
among architects, who are otherwise rather
uncompromising, remains obscure until we
remember how explicitly “apolitical” they say
they are. Their disdain or hatred for politics
makes them all too willing to accept the political
status quo—if only to pretend that it really
doesn’t exist and has withered away. Once
we have realized this fatalism as well as its
connection to pragmatism, several other struc-
tural connections become clear.

We see how Mies’s statement “the individual
is losing significance; his destiny is no longer
what interests us,” has parallels with Goebbels’
“It is the most essential principle of our victori-
ously conquering movement that the individual
has been dethroned.” Or how Philip Johnson's
defense of the “new craving for monumentality”
under the Nazis is parallel to the “new craving
for monumentality” in the United States thirty
years later (figs. 7, 10, 12).8 These parallels
can be drawn on social, psychological and
formal levels. In fact they allow us to identify
structural tendencies and thus in broad outline
to predict the future. Thus one could point to the
tendency for neo-classicism to recur, in America
for instance, every twenty-five years, and its
association with public building and communal
design, and then predict that the next large
revival will occur, significantly enough, around
1984 or so (see the self-conscious tradition).

But here we come to the core of determinism
and pragmatism, or the difference between
an inexorable and inevitable trend.
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In fact, it is a characteristic of all open or
biological systems to become unbalanced.
This is another way of saying that in all life
there is always a trend toward something or
other. The systematic pessimist about the future,
for example, can collect all the negative trends,
which he will have little trouble finding: the
population explosion, the pollution explosion
and the explosive growth of deadly weapons
to take a few instances. Indeed, if things keep
growing at their present rate, he can say that
sometime in the twenty-first century there will
not be any room to move in, everyone will
be living in one, dense city, everyone will be
wearing gas-masks when they leave their fallout
shelters and all those people between the ages
of twenty-five and thirty-four who are not
bureaucrats will be scientific hippies on a jag
of LSD doing Research and Development for one
large corporation, General, United Dynamics Inc.
All the present trends show this to be inevitable;
they are all growing at exponential rates. Thus
the pragmatic thing to do would be to jump on
all combined bandwagons at once—a recom-
mendation that we actually hear from some
architects such as Doxiadis.'® But, in fact, all
trends do not continue indefinitely; they always
reach a point of equilibrium either because
counter-action is taken, because the environ-
ment is saturated or because of a counter-trend.

Counter-action depends on our knowing
that a trend is inexorable, that if we do not
decide to do something rather emphatic about
it, it will continue into the future. Thus we may
say, contrary to Marx and in accord with Islam,
that the only social trends which are inevitable
are those which we don't know about, and
that the rest are inexorable and subject to our
changing them. Fortunately, not all negative
trends depend on our knowledge and desire
for counter-action to disappear, but rather reach
equilibrium because of an equal and opposite
trend. For instance, the exponential growth
of population, cities and pollution might be
countered by a similar growth in contraceptive
devices, decentralization, and exhaust con-
verters. Any sophisticated accounting of trends
will show how simple-minded it is to generate
hysteria over any single trend such as the
population explosion.2? There are always enough
balancing forces to make any particular
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long-term imbalance improbable. Hence the
characteristic S-curve of growth common to
so many social and natural phenomena.

The importance for prediction of the S-curve,
or Verhulst curve, cannot be overrated, as it
represents the most typical and basic kind of
force the forecaster tries to deal with. Essentially
it is concerned with the growth of a force across
time, or an imbalance or pressure within an
open system. Often, as in the case of population
growth, it is made up of many smaller growth
forces which are usually misunderstood or
neglected by initial assumptions. Thus many
demographers predicted a population limit at too
low a point because they did not assume large
break-throughs in medicine, food cultivation
and transport. Hence it is often safer to avoid
specifying exact breakthroughs in advance and
draw an hypothetical “envelope curve” over a
series of superimposed S-curves and project this
into the future. This method is used in predicting
future transport speeds without predicting exact
methods of vehicles to attain them.

However, the concept of the S-curve is
introduced here not just to explain its general
validity for prediction, but to emphasize the
point that at any time there are always some
imbalances in a system, which are felt as
pressures. This overpowering feeling is probably
as constant as the imbalances are perpetual.
Since all open systems will remain inherently
dynamic and unstable, it is quite likely that
certain pragmatists and weak determinists will
remain ready to exploit these changes without
regard for their moral consequences. Thus
one may postulate a perpetual “trahison des
clercs” as long as their ideology persists.

Put in an entirely different way, we could
say that there will always be “reasonable
intellectuals” who regard systems as closed
and deterministic, who say that given a trend X,
certain consequences Y must follow.

For instance, given our values of “liberty and
equality” in housing, it must follow that we
cannot achieve “fraternity.” The anthropologist
Edmund Leach has argued that the architect’s
desire to create “communities” based on kinship
(or fraternity) naturally conflicts with the social
values of democracy, liberty and equality.??

Thus it is eminently “reasonable” to argue as

he did, that one may have either alternative but

Charles Jencks



Lfig. 11 Luigi Moretti, Project for the Piazza Imperiale, EUR,
Rome, 1941 (First prize ex aequo).

nach Monumentalismus » bei den Nazis in den Verainigten Staaten
dreissig Jahre spéter seine Entsprechung gefunden hat (Abb. 7;
10; 12). Diese Parallelen kiénnen auf der sozialen, psychologischen
und formalen Ebene gezogen werden. Sie erlauben uns in der Tat,
strukturelle Tendenzen zu identifizieren und folglich in breiten
Umrissen die Zukunft vorauszusagen . So konnte beispialsweise
jemand die Tendenz des Neoklassizismus zu periodischer Wieder-
kehr, in Amerika etwa alle 25 Jahre, zum Anlass nehmen, die
nachste neoklassizistische Welle fir das Jahr 1984 — bezeichnender-
weise — vorauszusagen. Aber damit stossen wir auf den Kern von
Determinismus und Pragmatismus, oder auf den Unterschied
zwischen einer unerbittlichen und einer unausweichlichen Tendenz

Es ist in der Tat ein Merkmal aller offenen oder biologischen
Systeme, unausgeglichen zu werden. Das ist lediglich eine andera
Formulierung der Tatsache, dass in fedem Leben ein Trend zu
irgendetwas zu finden ist. Wenn jemand ein systematischer Zukunfts
pessimist ist, kann er alle negativen Tendenzen sammeln, die er
mit wenig Aufwand finden wird: Bevalkerungsexplosion, Umwelt-

WAL

verschmutzung, explosive Zunahme todlicher Waffen, usw... Wenn
g

tfig. 12 Lincoln Center for the Performing Arts, New York.




sich die Dinge im heutigen Tempo weiterentwickeln, so konnen
wir tatsachlich voraussagen, dass irgendwann im 21, Jahrhundert
kein Bewegungsraum mehr ubrig bleibt, dass jedermann in einer
ginzigen, dichtbesiedalten Stadt leben wird, dass jedermann
Gasmasken tragen wird, um seinen Bunker zu verlassen, und dass
alle Leute zwischen 25 und 34, die nicht zufallig der Blrokratie
angehoren, wissenschaftliche Hippies sein werden, die mit einem
L5D-Schwips Forschung und Entwicklung fiir eine einzige grosse
Gesellschaft mit Mamen General United Dynamics Inc. (mit Haupt
sitz uberall) betreiben werden. Alle gegenwartigen Tendenzen
zaigen, dass dies unausweichlich ist; sie schreiten in der Tat mit
schwindelerregendem Tempo woran. Folglich wiare das einzig
Vernunftige, sich allen siegreichen Lagern gleichzeitig anzuschliessen

eing Empfehlung, die wir geganwartig von gewissen Architekten
wig etwa Doxiadis zu horen bekommen. ™ Leider entwickeln sich
aber nicht alle Zeittendenzen ins Unendliche hinein; sie erreichen
immer @in Gleichgewicht: Entweder weil sine Gegenaktion unter-
nommean wurde, oder weil die Umgebung gesittigt ist oder eine
Gegentendenz entstanden ist.

Was die erste Alternative anbetrifft, so hangt sie haargenau
von unseram Wissen davon ab, dass eine Tendenz unerbittlich ist
und dass sie, wenn wir nicht etwas Entschlossenes dagegen
unternehmen, in die Zukunft hinein fortdavern wird, Wir kénnten
also sagen, im Gegensatz zu Marx und in Ubereinstimmung mit
dem lIslam, dass nur digjenigen sozialen Tendenzen unaus-
weichlich sind, die wir nicht kennen, und dass alle Gbrigen lediglich
unerbittlich und unserer Bereitschaft, sie zu andern, unterworfen
sind. Glicklicherweise sind nicht alle negativen Tendenzen von
unserem Wissen daruber abhangig, wie eine Gegenaktion erfolgreich
durchzufihren sei, sondern erreichen sozusagen automatisch ein
Gleichgewicht; ganz einfach, weil ein gleichstarker und entgegen
gesetzter Trend wirksam ist, So konnte zum Beispiel die Bevolke-
rungsexplosion, die Verstadterung und Luftverschmutzung durch
einen ebenso explosiven Zuwachs an empfangnisverhutenden
Mitteln, durch Dezentralisation und Abgasumwandler neutralisiert
werden, Jede vermnmunftige Zusammenstellung von Tendenzen kann
zeigen, wie einfiltig es ist, wegen eines einzelnen Trends wie etwa
der Bevilkerungsexplosion * Hysterie zu erzeugen. Es gibt immer
genugand auwsgleichende Krafte, um jede langfristige Unausge
glichenheit unwahrscheinlich zu machen. Von daher stammt die
charakteristische S-Kurve des Wachstums, die so vielen sozialen
und natdrlichen Phianomenen eigen ist

Die Bedeutung der S-Kurve (oder Verhulst-Kurve) for die
Zukunftsvoraussage kann gar nicht Uberschéatzt werden, da sie die
typischste und grundlegendste Art von Kraft darstellt, mit welcher
der Prognostiker arbeitet. Sie befasst sich wesentlich mit dem
Wachstum einer Kraft im Ablauf der Zeit, oder mit dem Ungleichge-
wicht oder dem Druck in einem offenen System. Wie gerade der
Fall des Bevolkerungswachstums zeigt, wird sie oftmals aus vielen
kleinen Wachstumskraften zusammengesetzt, die gewohnlich wegen
anfanglicher Vermutungen missverstanden oder wernachlassigt
werden. So sagten viele Demographen eine Bevolkerungsgrenze
varaus, die viel zu tief lag, weil sie die grossen Durchbriche in
Medizin, Ernahrung und Transport nicht voraussahen. Darum ist
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Lfig. 13 This S-curve (Verhulst curve) shows the growing speed of means
of transportation over time. Frequently, exponential growth results from the
sum of many individual growth trends that cannot be predicted. As a result,
it often happens that the summarizing S-curve is placed too low.

YEAR LBl

es oft sicherer, exakte Fortschrittsprognosen zu vermeiden und
gine hypothetische, die Einzeltendenzen zusammenfassende Kurve
iiber eine Reihe von (bereinandergelegten S-Kurven zu zeichnen
und diese in die Zukunft zu projizieren. Diese Methode wird denn
auch tatsichlich gebraucht, um zukunftige Transportgeschwindig-
keiten vorauszusagen, ohne dass man sich genau auf die Art des
Vehikels festlegt.

Trotzdem wird die S-Kurve hier nicht vorgestellt, um lediglich
itre allgemeine Gultigkeit fur Voraussagen zu erldutern, sondemn
vielmehr um herverzuheben, dass jederzeit irgendwo in einem
Systemn Ungleichgewichte vorhanden sind, die als Druck empfunden
werden. Dieses ubermachtige Gefihl ist wahrscheinlich ebenso
bestandia wie die Ungleichgewichte selbst. Solange alle offenen
Systeme von Natur aus dynamisch und unstabil sind, wird es sehr
wahrscheinlich immer eine gewisse Zahl Pragmatiker und kraftloser
Deterministen geben, die bereit sind, diesen bestindigen Wechsel
ohne Ricksicht auf moralische Konsequenzen auszubeuten. Folg
lich kann man eine bestandige «trahison des clercs » postulieren,
solange deren ldeclogie fortdauert.

Von einem villig anderen Standpunkt aus konnten wir sagen,
dass es immer «verndnftige Intellektuelle » geben wird, die die
Systeme als geschlossen und determiniert betrachten, die behaup-
ten, dass bei einem gegebenen Trend X gewisse Konsequenzen Y
folgen miissen. So misste man z.B. folgern, dass in Anbetracht der
gegebenen Werte wie « Freiheit und Gleichheit » im Wohnungsbau
konsequenterweise die « Bruderlichkeit» nicht realisiert werden
kann. Der Anthropologe Edmund Leach hat aufgezeigt, dass der
Wunsch des Architekten, gemeinschaftliche, auf Verwandtschaft
(oder Bruderlichkeit) aufbauvende Lebensraume zu schaffen,
naturlicherweise mit den sozialen Werten der Demokratie (eben
Freiheit und Gleichheit) in Konflikt gerdt.™ Deshalb ist es in hervor-
ranender Weise « verninftig », mit Leach zu argumentieren, dass
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lfig. 14 The Flying Bedstead developed by Rolls Royce Inc.
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1fig. 15 Rocket Belt developed by Bell Aerosystems.
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beitet, die unabhangig von jeder Oberflache sich bewegen kinnen
(Abb. 14; 15). Diese Fahrzeuge werden, wie Galbraith voraus-
sagen wurde, von den wirklich grossten Gesellschaften mit der
notigen Investitionskraft fir Spezialistenwissen und Produktions
kosten entwickelt. Uberdies unterstutzt das militdnsche Establish-
ment das Projekt, da solche Fahrzeuge von offenbarem Interesse
fir den Guerillakrieg sind (Abb. 16). Wenn wir hierauf die ubliche
Faustregel anwenden, derzufolge das, « was heute wenige besitzen,
morgen Allgemeingut ist», dann kann man unter Einberechnung
einer genugenden zeitlichen Verzogerung zwischen Erfindung wnd

“I Guess It Really 1s Time To Do Something
About This™

e MO

1fig. 17 Surface-free vehicles have the obvious consequence that men
can move anywhere independent of streets. This will entail legislation
to control traffic and protect the private sphere.



not both. The problem with such thinking is

that it does not allow for the fact that all systems
can be dissected and restructured—or, in a
word, transcended. The fatalism in this case
consists in regarding all systems as wholistic
rather than dissectible.

Dissectibility

Consider the tendency for all systems to form
tightly interrelated wholes: in most societies,
for instance, there has been a tight relationship
between marriage, sexual pleasure and repro-
duction. In the large majority of cases, one
could not have any part of the system without
the whole. Now, however, because of changing
values and increased technological control,
it is possible to have sex without reproduction,
marriage without reproduction and reproduction
without sex or marriage. There are so many
means at our disposal (including divorce and
contraceptive devices),?2 that we can dissect the
related parts of the system and have those parts
we desire in any new combination we want—
freed of the necessity of having them as a whole.
This single example of dissectibility holds true for
all wholistic systems, at least in principle; and its
implications for the future are radically different
from those put forward by most predictors.
For it assumes that while there is a tendency for
most systems to move inexorably in certain
directions as interrelated wholes, it is always
possible to dissect their positive from their
negative consequences and, given sufficient
effort, suppress the negative ones. To return to
a former example, it was theoretically possible
when the automobile came into use to foresee
some of its negative consequences such as
noise, congestion, and pollution. If these conse-
quences had been predicted and if society had
been willing to pay a certain price, we would not
now be confronted with more costly alternatives.

The same ambivalence of forces confronts
us at every moment. For instance, there have
been under development for the last ten years
various forms of vehicle which move inde-
pendently of any surface, route, or road (figs. 14,
15). These vehicles are being developed,
as Galbraith would predict, by the very largest
corporations which can invest the necessary
capital in specialist knowledge and production
costs. Furthermore, they are being supported
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by the military establishment as they have very
obvious consequences for use in limited guerilla
warfare (fig. 16). If we apply the normal rule of
thumb that “what the few have today, the many
will have tomorrow” plus a sufficient time-lag
between invention and mass-production of thirty
years—then we can see that by about 1990 we
could have on a large scale the consequences
that plague our airports even today (fig. 17).
We have to dissect very consciously the obvious
positive and negative consequences which
these surface-free vehicles imply. On the posi-
tive side, they imply that men will be able to
move over any surface they wish including ice,
water and land and thus be able to cross all
boundaries, which have hitherto divided vehicles
into specialized types. This will have the effect
of cutting some transit times in half, removing
interchange points such as ports and stations
and lessening such geographic obstacles
as have previously constrained location. In short
the trade routes will shift, along with political
boundaries which are certified by natural
obstacles. For instance, the political problems
arising from the Suez or Panama Canal will
have to move on to other constraints when
hovercraft shipping becomes feasible. Cities
will become more decentralized and location,
due to economic factors, will take on a more
even spread. As for the obvious negative con-
sequences, they include the loss of visual and
acoustic privacy, the invasion of secluded areas
and the various forms of pollution with which
we are already too well acquainted.

It is clear from this and other examples that
to a large extent we are implicated with, and
dependent on, very questionable forces and
ideas. A large part of the hardware which we shall
use in the future was used first in Vietnam, was
developed for warfare by the largest monopolies
in the world. Many of the ideas adopted here,
such as the postindustrial society, come from
those fatalists we have just criticized. The object
of dissectibility is to take those consequences and
ideas which we favor, cut away those we dislike
and project forward the new combinations. This
method avoids the either/or fatalism of accepting
or rejecting wholistic systems the way they are
presented to us. As a method, it is close to that
natural evolution on which it depends; but as
it demands the presence of human value and
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intervention, it should be distinguished from the
former concept as the idea of “critical evolution.”
Critical evolution accepts—as the dualistic
terminology already suggests—the tendency of
inexorable trends to form a baseline for social
coexistence; at the same time, however, it
denies the fatality of these trends and confronts
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Massenproduktion von etwa 30 Jahren unschwer vorausahnen,
dass wir etwa um 1980 herum in grossem Ausmasse diejenigen
konsequenzen zu spuren bekommen werden, die heute schon
unsere Flughdfen heimsuchen (Abb. 17). Wir missen sehr sorg-
faltig die offensichtlichen positiven wnd negativen Folgen ausain-
anderhalten, die solche oberflachenunabhingige Fahrzeuge mit
sich bringen. Auf der positiven Seite steht, dass die Menschen in
der Lage sain werden, sich Uber jeder Qberfliche, sei es Eis, Wasser
oder Land, zu bewegen, und dass demnach alle Grenzen uber-
schritten werden, die bisher eine Spezialisierung der Fahrzeuge
notig machten. Das wird zur Folge haben, dass gewisse Fahrzeiten
halbiert, dass die traditionellen QOrte fur Fahrzeugtypenwechsel wia
etwa Hafen oder Bahnhof verschwinden und dass schliesslich
geographische Hindernisse, die bis anhin eine Besiedlung gehemmt
haben, sich vermindern werden. Kurz: Die Handelsstrassen werden
ebenso wverschwinden wie jene politischen Grenzen, die durch
naturliche Hindernisse bestimmt wurden. So werden sich zum
Beispiel die politischen Probleme, die heute mit dem Suez- oder
Panamakanal zusammenhangen, andere kritische Punkte suchen
mussen, sobald Luftkissenschiffahrt moglich sein wird. Die Stadte
werden dezentralisierter und die von wirtschaftlichen Faktoren
bestimmte Besiedlung wird eine weitere Streuung erfahren. Was
die offensichtlichen negativen Konsequenzen anbetrifft, so handelt
&5 sich dabei vor allem um den Verlust an optischer und akustischer
Ruhe, um die Invasion abgeschlossener Gebiete und die verschiede-
nen Formen von Umweltverschmutzung, mit denen wir mittler-
weile nur allzu vertraut gewaorden sind.

Dieses Beispiel kann zeigen, dass wir in sehr hohem Ausmasse
"'n[-"lnl.:-l_.:DL]L,ll und abhangig sind von Kraften und ldeen, die

fragwurdig sind. Ein grosser Teil der & hardware » die wir in Zukunft
gebrauchen werden, wurde zuerst in Vietnam ausprobiert, wurde
also von den weltgrossten Monopolgesellschaften entwickelt.
Viele der ldeen, die ich hier fir die Voraussage benutzt habe,
stammen von jenen Fatalisten, die ich soeben kritisiert habe. Der
Sinn der Zerlegbarkeit besteht darin, die von uns bevorzugten
Idee und Folgen zu fordern, die missliebigen Folgen zu unterdricken
und neue Kombinationen zu entwerfen. Diese Methode umgeht den
Entweder/Oder-Fatalismus, der immer ein System als Ganzes
akzeptiert oder verwirft — so wie sie uns vor Augen gefihrt werden.
Als Methode steht sie jener natlrlichen Evolution nahe, von welcher
sie zugleich abhidngig ist. Doch da sie die Anwesenheit menschli-
cher Werte und menschlichen Willens verlangt, sollte sie unter
schieden werden von der fruheren deterministischen Varstellung
als die |dee der « kritischen Evolution ».

Die krtische Evolution akzeptiert wie bereits die duali-
stische Terminoclogie andeutet — die Meigung unerbittlicher Ten
denzen, eine Basislinie fur das gesellschaftliche Zusammenleben zu
bilden; gleichzeitig aber leugnet sie die Fatalitat dieser Tendenzen
und konfrontiert sie mit den gesellschaftlichen Wianschen, Sie
geht nach der ublichen wissenschaftlichen analytischen Methode
vor, indem sie ein unmanipulierbares Ganzes in manipulierbare
Einzelteile zerlegt, aber sie uberschreitet anschliessend die rein
wissenschaftliche Grundlage, um neue Kombinationen zu errichten,
und zwar aufgrund subjektiver und kultureller Werte.
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In Freiburg im Breisgau, on the north side of
the Munsterplatz, which had been completely
destroyed during the war, the last remaining gap
was closed with the reconstruction of the Altes
Kornhaus [Old Granary] (fig. 1) in 1970-71.

The building that had stood there until its utter
destruction in 1944 had been built in 1497

as a municipal dance hall and granary. Despite
several conversions of the interior, most recently
into a concert hall, that had also caused changes
to the exterior—on the ground floor and the
sides—it had preserved its late Gothic form with
a stepped gable and elaborate cross windows
and was one of the outstanding historical
architectural landmarks of old Freiburg (fig. 2).

After its complete destruction, its reconstruc-
tion was heatedly debated for years, for reasons
of architectural principle and economics. A series
of new uses of diverse cultural character were
discussed until finally a private group of compa-
nies took the problem of its use and funding
out of the hands of the city, the building’s owner.

An architectural competition was announced
to design a historically faithful reconstruction
of the two gabled facades. The design, which
was carried out with subsidies from the pre-
servation authorities, fulfills this task but has
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nothing else in common with the historical
building’s technique and interior subdivision.
Behind the gabled facades stands a six-story
skeleton construction whose two main floors
under the gable of the facade contain three
interior floors and extends to three-fourths of
the roof height. The roof slope up to that height
is a concrete shell above which lies a small,
doubled remnant of a roof truss that has been
flattened on top and contains the ducts.
The gabled facades, which were previously
made of undressed stone with frames of hewn
stone, were constructed from bricks, entirely
independently of the structure of the skeleton.
The stonemasonry is colored cast stone; the
former corner ashlar was simulated with thin
slabs. The form of the lower floors was slightly
altered to accommodate three floors: the center
arch on the ground floor was tripled in front and
back. The side facades are modern in design with
exposed concrete and washed-concrete infill.
The building, which receives natural light
through elongated triangular openings that
follow the vanishing lines from the cellars to
the ceiling, is used commercially by restaurants,
cafés, night bars, smaller shops and boutiques,
and a few offices.
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tfig. 1 Freiburg im Breisgau: the Altes Kornhaus tfig. 2 The Altes Kornhaus (1497) before its
[Old Granary] as reconstructed in 1970-71. destruction in 1944.



In den Jahren 197071 wurde an der im
Kriege vollig zerstarten Nordseite des Munster-
platzes in Freiburg im Breisgau die letzte Lucke
durch den Wiederaufbau des xalten Kornhau-
sess geschlossen (Abb. 1). Der Bau, der bis zu
seiner villigen Vernichtung 1944 an der Stelle
gestanden hatte, war 1497 als stadtisches Tanz-
haus und Kornspeicher errichtet worden. Trotz
mehrmaliger innerer Umbauten, zuletzt als Kon-
zertsaal, die auch im Aeusseren — im Erdge
schoss und an den Seiten — gewisse Verande
rungen mit sich brachten, hatte es mit den stei-
len Treppengiebeln und reich profilierten Fen-
sterkreuzen seine spatgotische Form bewahrt
und gehdrte 2zu den herausragenden historischen
Baudenkmalern des alten Freiburg (Abb. 2).

Sein Wiederaufbau war angesichts der to-
talen Zerstirung eine Ober die Jahre heftig um-
strittene Frage, aus prinzipiell architektonischen
Grunden und wirtschaftlichen Erwagungen. Im-
mer naue Nutzungen verschiedenen kulturellen
Charakters wurden diskutiert, bis schliesslich
eing private Firmengruppe dem Besitzer, der
Stadt, das Problem der Nutzung und Finanzie-
rung abnahm.

Mit der Auflage der historisch getreuen
Wiederherstellung der beiden Giebelfassaden
wurde ein Architektenwettbewerb ausgeschrie-
ben. Der mit Zuschissen der Denkmalpflege
ausgefuhrte Entwurf erfullt diese Auflage, hat
aber sonst in Technik und Innenaufteilung mit
dem historischen Bau nichts mehr gemeinsam

Hinter den Giebelfronten steht eine sachs-
geschossige Betonskelettkonstruktion, die in
den beiden Hauptgeschossen unter dem Giebel
satz der Fassade drei innere Stockwerke unter
bringt und bis in drei Viertel der Dachhdhe
reicht. Die Dachschrage besteht bis zu dieser
Hohe aus einer Betonschale, Uber der ein klei-
ner doppelter und oben abgeplatteter Restdach

La reconstruction du «Korn- ten armé

hauss & Fribourg-en-Brisgau

parmat
commarciale maximum de 'espace.

stuhl liegt, der die Versorgungsleitungen ent
halt. Die Giebelfronten, friher aus Bruchstein
mit Hausteinrahmungen, wurden von dem Be-
tonskelett konstruktiv ganz unabhangig aus Zie-
gel erstellt. Die Steinmetzarbeiten sind in ge-
farbter Steinguss ausgefuhrt, die einstigen
Eckquader durch dinne Platten nur vorge
tduscht. Die Masse der Untergeschosse wurden
zur Unterbringung dreier Stockwerke leicht ver-
andert, der mittlere Erdgeschossbogen vorn und
hinten verdreifacht. Die Seitenfronten sind mo-
dern gestaltet in Sichtbeton mit Waschbeton
ausfachung.

Das Haus ist von den uber die Fluchtlinien
ausgedehnten Kellern bis ins Dach hinein, die
ses durch langgezogene dreiecksformig ausge
schnittena Oeffnungen belichtet, kommerziell
genutzt von Restaurants, Cafés, Nachtbars, klei-
neran Geschaften und Boutiquen, sowie eini-
gen Buros.

Obwohl der Wiederaufbau des Freiburger
Kornhauses also ain wirtschaftliches Unterneh
men ist, bei dem jeder Quadratzentimeter ren
ditebringend gefillt wurde, ist seine eigentliche
Aufgabe nicht dies, sondern es ist die, der Stadt
ein historisches Bauwerk wiederzugeben. Ist
dieses neus dalte Kornhauss noch oder wieder
ein historisches Bauwerk? Uaber den bauge
schichtlichen Authentizitatswert zu streiten ist
mussig. Als Aufgabe ist das Kornhaus ein histo-
risches Bauwerk, als Erfillung der Aufgabe aber
gleichzeitig ein Bau des 20. Jahrhunderts. Es
gehdrt in das unubersehbare Heer von histori
schen Baudenkmailern, die nach den Zerstérun
gen des letzten Krieges wiederaufgebaut wur-
den. Mach den mitunter heftigen Debatten der
ersten Machkriegsjahre uber ihre Wiederher
stellung haben wir uns inzwischen an sie ge
wohnt und aufgehdrt, viel dber sie und die Mo-
tivationen, die sie hat wiedererstehen lassen,

riguas), Lauteur discute loas difié
rents modiéles culturels et principes

una exploitation

la comn-

Le greniar & blé de Fribourg-en-
Brisgau, qui datait de 1497, fut
complétement démaoli en 1944, 11 fut
reconstruit en 1970/71, aprés de
longues controverses, Le nouval édi-
fice restitua presgque textuallemant
les deux fagades principales, der
ridra lasquelles un squelette on bé
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dans la théorie de la rénovation ur-
baine an Allemagne Fédérale. Jus
gue & toute reconstruction avait wi
sé non & une restitution carchéolo
gigues de I"étal d’avant-guerre, mais
& la recréation dans son ensembla
de l'image da la villa, tout an trai-
tant les détails de maniéra Tcmo-
dernes [(cf. par exemple Thomas
Mann et son idée de croman histo

style gui déterminérant
ceplion de la reconstruction urbaina
an Républigue Féderale depuis la
deuxidéme guerre mondiale Cas
miéthodes de reconstruction ne ré-
flétent pas seulement dillérents
points de vue anvers la problama de
la consarvation des monuments; il
s'agit la d'un important aspect de
I'histoire de architecture depuis
1945,




Although the reconstruction of the Kornhaus
in Freiburg is a business venture in which every
square centimeter has been filled to bring
in profit, its purpose is to return to the city a
historical building. But is this new “Altes Korn-
haus” still, or once again, a historical building?
It is futile to quarrel over the value of authentici-
ty regarding building history. The Kornhaus is a
historical building in its brief; to fulfill that brief,
however, it is also a twentieth-century building.
It belongs to that immense army of historical
architectural landmarks that were rebuilt after
the destruction of the last war. After the at times
vehement debates of the early postwar years
about whether to reconstruct them, we have in
the meantime grown used to them and stopped
thinking much about them and the motivations
that led to their reconstruction. We always view
them—both the single building and the restored
historical image of the city, with its reconstruct-
ed cathedral and reused baroque facade, the
Renaissance portal inserted into a new building,
or the relocated half-timbered building—with
very different eyes, sometimes as authentic
documents of history, sometimes as a reflection
of something lost, in isolation or as part of an
urban-planning context, but always primarily
as a historical object. They all have in common
that they have not been removed as a worthless
ruin but rather restored. As a result, even when
their form has regained so very precisely the
old image, as sociological products they are
twentieth-century architecture. Even when we
can scarcely see them as our era’s legitimate
contribution to the history of architecture, these
reconstructed images of history are just as
important as an expression of our time—of its
self-image and its relationship to the present
and to history—as is modern architecture.

The new Kornhaus is the late consequence
of the general historical concept of the recon-
struction of Freiburg’s center. There are, however,
fundamental differences between the one and
the other in the concern with and criteria for
historical architecture that reflect a crucial
change in the relationship to history and the
historical object in now nearly thirty years of post-
war history. This example was chosen in order
to make several observations on that subject.

The reconstruction of Freiburg'’s old town
is based on then-municipal director of building
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Schlippe’s development plan of 1946, which
countered the optimistic programs motivated
by the impetus in the early days for a radical
new order and total rebuilding of the cities on
the basis of tabula rasa and principles of modern
urban planning and modern architecture oriented
around economics and technology with a
compromise solution seeking to restore the old
order.! Schlippe’s plan for Freiburg represents
with rare consistency (plans for nearly all blocks
of the destroyed old town had, by that time, been
carefully laid out) the attitude and objectives
of the conservative side in the embittered conflict
then being fought over the question of the
reconstruction of historical cities in which both
sides postulated their programs as an ethical
mission: on the one hand, the requirement of the
present and the necessity of vital self-confidence
and historical honesty; on the other hand,
the obligation to the everlasting, timelessly valid
values of the past as a cultural mission.
Schlippe’s plan for Freiburg set itself the task
of restoring the character of the medieval look
of the city by preserving the elements that were
perceived as essential: preserving the planned
layout of this Zahringer town, which was
recognized as an urban-planning work of art,
with its lines of streets and facades; preserving
a limited and uniform overall height subordinated
to the dominance of the cathedral; restoring
the small-scale structure of individual homes of
burghers; retaining the local housing type on the
eave side: steep roof, executed with appropriate
masonry technique, coherent surface form,
and large windows; restoration of the partially
destroyed important architectural landmarks;
and reuse of historical architectural parts that
had been preserved (figs. 3, 4).
Our concern here is not an architectural or
urban-planning assessment of this program,
or of that which was offered as an alternative
at the time, but rather the question of which
principle of the theory of history and art it
reveals. A reconstruction like that of Freiburg
rejects the reproduction of the city that was
destroyed. It was instead intended as a revival
of a familiar architectural structure in which one
saw not only an artistic value but the expression
of a way of life; namely, that of the historical
city as the visible and experienceable form of
an unbroken historical and national continuity.
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The reconstruction was thus justified as the
fulfillment of an ethical requirement not to undo
the destruction of historicity caused by the
catastrophe of the war—as had been done in
Warsaw—but to repair the torn historical thread.
It was supposed to restore the unity of historicity
and contemporaneity in the ideal image of a
historical city that can also function as a modern
city, as an architectonic image of a compressed
historicity, as a historical novel, so to speak, built
in a language that freely connects to the past—
comparable to, say, Thomas Mann's Doktor
Faustus; and the spirit of the educated bourgeoi-
sie a la Mann is in fact what was expressed here.
Reading the apologies for this and similar
reconstruction programs, one encounters a
wealth of biological and musical analogies in
which the destroyed city is compared to a
multicellular creature whose injuries are healed
not by rebuilding the individual destroyed part
as a dead backdrop, not by aping faded melodies,
but by taking up the old rhythm again, so that
the old harmony will resound again, by growing
new tissue over the old bone. This vitalist
metaphor reveals the antirational philosophy
of life with romantic features that runs through
the entire nineteenth century as an antithesis
to positivism, materialism, and faith in progress
and lives on unbroken in twentieth-century
architecture alongside and opposed to function-
alism and the aesthetic of technology. And the
image of lebensraum that is recreated in this
reconstruction—a medieval city of artisans and
the bourgeoisie centered around the church—
corresponds to this movement's ideal image of
a middle-class society opposed to the metropolis,
industrialization, and technology (fig. 5).
Artistically, after all, this image of the city
is a reformation of certain aesthetic categories
of experience of a modern reception of historical
urban planning and architectural history: scale,
restricting dimensions and compartmentaliza-
tion, irregular lines, limited individuality within
a larger order, a self-contained structure of open
spaces, and an organic ethics of materials. \What
is revealed here is the urban planning ideal of
the aesthetic of empathy of Camillo Sitte and his
followers and the principles of the traditionalist
architecture movement in the manner of Theodor
Fischer and Schultze-Naumburg, with their fierce
rejection of functionalist urban planning, the
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technological aesthetic, and the high-rise. With
an awareness of an unbroken artistic tradition
based on timeless values, this urban-planning
synthesis of old and new is the model of a social
utopia of the identity of history and present,

that counters the relentless demands of the
modern metropolis of capitalism. That this model
could not get far, because it contradicts the
social and economic preconditions and was
therefore soon overrun by architectural develop-
ments, is demonstrated by what the city of
Freiburg ultimately became with the increasing
alteration of Schlippe’s plan and is only too clear
just as in all the other reconstructed cities.

The artistic program of Freiburg’s reconstruc-
tion plan distinguishes, in sternly moral terms,
between recreating and copying, between the
repeatable and unrepeatable aspects of histori-
cal form. The artistic object is thereby divided
into two formal spheres: an overall form and
an individual form. This corresponds to a specific
level of the theory of historical preservation
as found, for example, in the statements of Paul
Clemens. Very much in contrast to Dehio’s
positivist stance, Clemens postulates a symbolic
value of the historical object that goes beyond
its physical existence as an individual document
of history. Clemens, who, as we know, lived to
experience the destruction of the Second World
War, also belongs to the theoretical advocates
of a historical reconstruction in the form of a free
recreation of specific values of formal structure.

The crucial problem with this concept,
from the viewpoint of historical preservation,
is defining the hypothetical line between the
universal form of the symbolic value that is
elevated over the decline of history and the
individual form tied to a time. Famously, this line
was drawn anew and differently over and over
in debates of often moral and ideological vehe-
mence, from the Prinzipalmarkt in Munster to
the cathedral in Wurzburg, from the Goethehaus
in Frankfurt to the Marktplatz in Hildesheim.
Several factors play a role in this, having to do
with the understanding of style—that is, the
aesthetic closeness to or distance from specific
historical styles—with the problems of the theory
of materials, and with the individual emotional
value of the historical object. The most essential
criterion was the distinction between architec-
tonic form and decorative form. Despite its claim
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nachzudenken. Wir betrachten sie. das einzelne
Bauwerk wie das wiederhergestelite historische
Stadtbild, den wiederaufgebauten Dom und die
wiederverwendete Barockfassade, das in einen
Meubau sinberogens Renaissanceportal wie das
varsetzie Fachwearkhaus mit gang verschiedenan
Augen, teils als authentische Dokumente der
Geschichte, teils als Reflex von etwas Verlore-
nem, als Einzelnes oder als Teil eines stadte
paulichen Zusammenhanges, doch immer pri
rmar als historisches Objekt. Gemeinsam haban
sie aber alla, dass sie nicht als wertlose Ruinen
beseitigl. sondern wiederbhergestallt. worden
sind. Und dadurch sind sie, auch wenn sie in
threr Farm das alte Bild noch so genau z2uruck-
erhalten haben. als soziologische Produkte Ars
chitektur des 20. Jahrhunderts, auch wenn wir
sie kaum als legitimen Beitrag unserer Epoche
zur Geschichte der Baukunst bhetrachten, sind
diesa wiederhergestallten Bilder der Geschich-
te als Ausdruck unserer Zeit, ihres Selbstver
standnisses, thres Verhaltnisses zur Gegen
wartl und zur Geschichte ebenso wichtig wie die
moderna Architektur

Das neus Kornhaus 51 dig spate Konse-
quenz des historischen Gesamtkonseples des
Wiederaulfbaus
Anliegan und in den Kriterien der V
stellung histarischer Architektur, bestehen zwi
schen diesam wund jenem aber grundlagonde
Unterschiede. die einen wesentlichen ‘Wandal
= Varhaltnisses zur Geschichte und dem hi
storischen Objekt in den fast 30 Jahren der
MNachkriggszeit widerspiegeln. For einige Beob
achtungen dariber wurde dieses Beispiel ge-
wahlit

Dam Wiederaufbau der Freiburger Altstadt
liegt der Bebauungsplan des damaligen Ober
baudirektors Schlippe von 1946 zugrunde, der
den vom Impetus der ersten Stunde getragenen
optimistischen Programmen, die auf der Basis
der labula rasa eine radikale Neuordnung und
ginen totalen Neubau der Stadte nach den an
wirtschaftlicher und technischer Funktion orien
tierten Prinzipien des modernen Stadiebaus und
der modernen Architekiur forderten, eine re-
staurative Kompromisslosung entgegenstelite.!
Der Schlippesche Plan fir Freiburg reprasen
tiert in seltenar Konsequenz (varsorglich wur
den damals schon die Entwirfe fur fast alle
Baublécke der zerstirten Altstadt festgelegt)

die Haltung und Ziele der konservativen Seite
in dem érbitterten Streit, der um die Frage des
Wiederaufbaus der historischen Stadte ausge-
fochten wurde und in dem beide Seiten ihre
Programme als ethische Aufgabe postulierten:
hier die Forderung der Gegenwart, das Gebot
von vitalem Selbsthewusstsain und geschichtli
cher Ehrlichkeit, dort die 'l.-’errlfllr:hlung an dia
unverganglichen und zeitlos gulligen Werte dar
Vergangenheit als Kulturelle Aufgabe

Der Schiippesche Plan fur Freiburg setzte
sich die Aufgabe der Wiederherstellung des
mittelalterlichen  Stadtbildcharakters  durch
Wahrung seiner als wesentlich empfundenen
Elemente: also Wahrung des als stidtebauli-
ches Kunstwerk erkannten planmassigen Grund
risses der Zahringer Stadt mit seingn Strassen
linien und Baufluchten, Wahrung einer sich der
Dominanz das Munsters untarordnenden  be-
schrankten und einheitlichen Gesamthohe, Wie-
derherstellung der kleinteilligen Struktur indivi
duellar Bargarhauser, Beibehaltung des lokalen
traufseitigen Haustypus mit Steildach, Ausfih
rung In werkgerechier Mauertechnik mit ge-
schlozsenar Oberflachenform und hochfarmati
gen Fenstern, Wiederherstellung der teilzerstor-
ten hedeutenden Baudenkmaler und Wiederver-
wendung erhaliener historischer Bauteile {(Abb
3.4)

Es soll hier nicht auf eine architektonische
oder stadtebauliche Bewertung dieses Program
mos oder dessen, was als Alternative dazu da-
mals angaboten war, ankommen, sondern auf
die Frage nach dem geschichistheoretischen
und kilnstlerischen Leithild, das sich hier zeigt
Ein Wiederaufbau wie der Freiburgs lehnte die
Reproduktion der zerstarten Stadt ab. Er war
vialmehr als Wiederbelebung einer vertrauten
architektonischen Struktur gameint. fn der man
nicht nur einen kanstlerischen Waert, sondern
darbberhinaus den Ausdruck einer Labansform
zah, namlich die dar historischen Stadt als
sichtbare und erlabbara Form einer bruchlosen
historisch-nationalen Kontinuitat, Der Wieder-
aufbau rechifertigt sich somit als Erflllung e
nar athischen Forderung, nicht die Zerstdrung
dar - tatsachlichen historischen Substapz, wie
man &5 in Warschau tat, sondern die Zerstorung
der Geschichtlichkeit durch die Katastrophe des
Krieges ruckgingig zu machen, den abgerisse
nan historischen Faden wieder zu knopfen. Er
soll die Einhait von Geschichtlichkeit und Ge-
genwartigkeit wiaederherstellen im ldealbild ei-
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lfig. 3 Joseph Schlippe, development plan for Freiburg im Breisgau (1946).

tfig. 4 Typical street facade based on Schlippe’s plan.
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1fig. 5 Freiburg im Breisgau: the center of town after reconstruction. Lower right: cathedral.



der Einfihlungsasthetik Camillo Sittes und sei
nar Machfolger und die Prinzipien der traditio
nalistischen Architekturstrdmung in der Rich
tung Theodor Fischer und Schulze-Maumburgs
mit ihrer scharfen Absage an den funktionalisti
schen Stadtebau, die technische Assthetik und
das Hochhaus, Im Bewusstsein einer ungebro
chenen kunstleriachen Tradition auf der Grond
lage reitloser Werte ist diese stadtebauliche
Synthasa von Alt und Meu das Modell einer ge
selischaftlichen, Utopia der ldentitar von Ge
schichte und Gegenwart, die sich gegen die un
arbittlichen Forderungen der modernan Gross
stadt des Kapitalismus stelll. Dass dieses Mo-
dell nicht weit kammen konnte, weil es den ge-
sellschaftlichen und wirtschaftlichen Voraus
satrungen widersprach, und daher van der bau
lichen Entwickiung bald (berrannt wurde, zeigt
das “heutige Stadtbild von Freiburg, wie es
schlissslich in runehmender Veranderung des
Schlippe-Planes wurde, so0 wie das aller ubri
gen wiederaufgebauten Stadte Gherdeutlich.

Das kiunstlarische Programm des Fraibur
ger Wiederaufbauplanes trifft eine strang mo-
ralisch formulierts Unterscheidung zwischen
Machschaflen wund Kopieren, zwischen dem
Wiadarholparen und Unwiederholbaren in der
historischen Form. Das kinstlerische Objekt
wird dabei in 2wei formale Bergiche geateilt: in
aina Gesamtform und in eine Individualform
Dies entspricht einer bestimmten Stufe dar
Dankmalpflegatheorie, wie s 2. B. in den
Aeussarungen Paul Clemens zu finden Ist. Ganz
irn. Gegensatz zur positivistischen Haltung De-
hios postulierte Clemen einen Symbolwert des
historischen Objekts, der uber seine physische
Existanz als individuelles Dokument der Ge
schichte hinausgeht. Clemen, der bekanntlich
die Zerstorungen des sweiten Weltkrieges noch
miterlebt hat, gehort auch zu den theoretischan
Anwalten eines historischen Wiederaufbaus in
der Form eines freien MNachschaffens spezifi
scher formaler Strukturwerte,

Das  entscheidende Problem dieses Kon
zepls vom Gesichitspunk! der Denkmalpflege ist
die Definition der hypothetischen Grenze zwi
schen der Allgemeinform des Ober den Verfall
der Geschichte erhobenen Symbolwertes und
der an die Zeait gebundenen Individualform
Diese- Grenze wurda bekanntlich in heftigen
Auseinandersatzungen von oft moralischer und
waltanschaulicher Wucht von Fall zu Fall, vom
Prinzipalmarkt  in Munster zum Worzburger
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lfig. 6 Munich, Heiliggeistkirche,
after being damaged in the war.

Dom, vom Goethehaus in Frankfurt zum Hildes
heimer Markiplatz immer wieder neu und an

ders gezogen. Eine Fulle won Faktoren spielen
dabei eine Rolle, die mit dem Stilverstandnis,
also der asthetischen Mahe oder Ferne zu den
einzelnen historischen Stilen, mit den Proble
man der Materialtheoria wia mit dem individuel
len emotionalen Wert des historischen Objekis
2usammenhangen. Das wesantlichste Kriterium
wiar die Unterscheidung rwischen architekioni
schar Form und dekorativer Form. Es ist deut
lich, dass auch diese asthetische Zerlequng des
historischen Objekts, trotr ihres historischen
Absplutatsanspruches, eine rezeptive Interpre
tation ist. Die asthetischen - Erfahrungsqualita
ten, die den versinfachtan Wiederherstellungen
von Stadibildern ebenso wie dem kahl re-roma
niziarten Dom von Hildesheim, oder dem Beton-
muster des neuen Gewolbes van St Michael in
Munchen zugrunde liegen, sind eine Reduktion




1fig. 7 Munich, Heiliggeistkirche
after its “restoration” of 1952.

aul die abstrakten Grundstrukturen von Kirper

und Raum, Linie und Umriss, Flache und Pro
portionen, wie sie die moderne Kunst varwen-
dat. Am deutlichsten wird dies im dekorativ ver-
ginfachten oder villig dekorationslosen Wia-
deraufbau von barocken Innanraumen, wie der
schartkantig-umrisshaften  Neugestaltung der
Munchner Heiliggeistkirche von 1952, die da
mals als beispielhatte Wiederaufbaulosung galt
|Abb. &, 7|

Wie verhalt sich nun das neus Freiburger
Kormhaus zu dem historischen Wiederaufbau
programm der Freiburger Altstadt? Dass uber
haupt ein Bavdenkmal, von dem nichis an alter
Substanz, an die man hatte anknipfen konnen,
mehr erhalten war, wiederarrichtet wurde, ver-
516335t entscheidend gegen den lebensphiloso
phischan Gedanken einer organischen Heilung
der historischen Stadt als lebendigem Wesen,
So hatte man schweren Herzens in der ersten

Machkriegsphase zum Beispiel auf einen Wie-
deraufbauy des Knochenhausramishauses in Hil
desheim verzichtel, well weder seing Bausub
stanz noch sein Zusammenhang mehr vorhan
dan war, und die Rekonstruktion des Frankfur-
ter Goathehauses von 1349, von Denkmalpfle
gern und Architekten haftig befehdet, musste
sich schuldbewusst mit der ausgelagerten Aus-
stattung und wvorhandenan Erdgeschossrastien
rechifertigen

Weiterhin verzichtet das wiederaufgebaute
Freiburger Kornhaus micht nur in der Konstruk
tion auf eine organische Verbindung von «Alte
und eMNeus, der formale und materielle Gegen
satz der unvermittelt aufeinanderprallenden Ge-
gansalre der historischen Giebelkopien und der
modernern Seitenfassaden, der Durchblick durch
die ungeteilten grossen Schaiben in das moder
ne Innare werden sogar als gestalterische Qua
Itaten forcoart

Im Sinne des wurspranglichan 'Wiederauf-
baukonzeptes ware dieses noue Kornhaus eine
unehrliche. ausgestopfte historische Attrappe
das genaue Gegenteil von dem, was man wollte.
Doch offensichtlich trifft der damals an die
Wiederherstellung historischer Bauten gestellte
Anspruch hier ubarhaupt nicht mehr zu. Die nur
vorgetauschie Eckguaderung, das falsche Ma
terial der Zierteile zeigen, dass diesa histori
schen Fassaden gar nichts anderes sein wollen
als eing Kulisse, eine mit dgkonomischen Mit-
laln arziglte Reproduktion, die einem konstruk
tiv. und gestalterisch modernen Bau, daer mog
lichst offen gezeigt wird, vorgeheftet ist (das-
selbe hat man in den letzten Jdahren auch mit
varhandenen Fassaden praktiziert)

Ein besonders aufschlussreiches. Maotiv
sind die aufgelalteten langen Dreiecke der
Cachdtinungen. Sie wirken im Zusammenhang
mit den Giebeln und dem Steildach als spiele
risch verfremdata Paraphrase von historischen
Dachgauben, Verfremdende Umsetzung histori
scher Formen, wirtliche Kopie, auch in moder
nem Material, und forcierier Gegensatz von Alj
und Neu, das sind Erscheinungen, die heute in
den verschiadensten kunstlerischen Zusammen-
hangen begegnen: in der Pop Art wig im Wohn-
stil [gotische Madaonna vor der weissen Wand}
in der Werbung wie in der Mode, in der Musik
(Kagels Beethoven 70} wie auf dem Theater
{Der nackie Hamlet)

In dar Architektur hat sich die programma
tische Einheit voan Alt und Neu aufgeldst. Aus
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der Kompromissarchitektur der ersten MNach
kriegsjahre hat sich einerseits eine abstrakte
historisierende Anpassungs- und Anspielungsar-
chitektur entwickelt, die sich besonders im Zu-
sammeanhang von Altstadtsanierungen ausbrei-
tet. Mehr und mehr wird hier neuerdings die
Giebelhausabstraktion in Beton oder mit vorge
hangter Rasterfassade, eine Form, bei der von
den friheren komplexen Ansprichen nur noch
die formalen Kriterien von Masstablichkeit und
Umriss ubriggeblieben sind (Abb. 8), verdrangt
von geistreicheren, spielerischen Verfremdun
gen und Umsetzungen historischer Formen
{Abb. 9).

Die andererseits vorhandene Bereitschaft
2u detailgetreuer Kopie oder Reproduktion zeigt
sich ebenso in der plétzlich allgemeinen enthu-
siastischen Bewertung des friher zumindeast im
Westen heftig kritisierten Wiederaufbaus in Po-
len oder in dem hohen Lob, das der ebenso hef
tig abgelehnte Wiederaufbau des Frankfurter
Goethehauses nun von Seiten der Denkmalpfle-
ge erhalt, wie in neueren Wiederherstellungen
zerstorter historischer Bauten und Raume. Die
Minchner Heiliggeistkirche, obwohl inihrer kar
gen Form von 1952 als endgultig gedacht, hat
in jungster Zeit in genawer Detailrekonstruktion
ihre Stuck- und Freskendekoration doch wieder-
erhalten

Bekanntlich ist dies kein Einzelfall. Erbdro-
stenhof und Clemenskirche in Minster, Wurz
burger und Munchner Residenz, die Klosterkir-
che in Kreuzlingen in der Schweiz sind nur her
ausgegriffene Beispiele, die Plane, das Leibniz-
haus in Hannover an anderer Stelle zu rekon-
struieren und das Knochenhaueramtshaus, ob-
wohl sein Platz langst besetzt ist, nun doch wie
deraufzubauen, sind besonders prononcierte.?

Es geht in diesen Betrachtungen nicht um
eing Bewertung dieser Dinge aus denkmalpfle
gerischer Sicht oder als kinstlerische Produkte.
Es soll vielmehr versucht werden, einiges zu sa-
gen uber diea Motive, die sie hervorbringen, die
Bedirfnisse, die sie befriedigen. Yon dieser
Frage her betrachtet gehdren Verfremdung und
Kopie historischer Formen zusammen, als Doku-
mente nicht der Geschichte, sondern unseres
Verhaltnisses zur Geschichte, Die unbegrenzte
Freiheit, mit der man sich heute des histori
schen Objektes bedient, es reproduziert, ver
selzt, seine Formen als asthetische Assoziation
und Verfremdung benutzt, ist zwar eine konse-
quente Weitarfuhrung des langen Autonomisie-
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rungsprozesses der Kunst und der schliesslich
inflationdren Ausweitung der kunstlerischen
Erfahrung, die nun auch das freie Spiel mit der
historischen Form im universalgeschichtlichen
Musée Imaginaire als eine neue, zusatzliche
asthetische Dimension entdeckt hat. Doch sie
ist nicht nur eine neue kinstlerische oder modi-
sche Geschmacksform, sondern es handelt sich
hier um ain verandertes Verhaltnis zum histo-
rischen Objekt, das diesem eing neue Funktion
gibt, ein Wandel, der sich in einem langsamen
Uebergang aus der ersten Nachkriegszeit ent
wickalt hat.

Die Verwendung des Historischen, wie wir
sie heute finden, ist alles andere als ein totaler
Historismus, sondern gehort bestimmiten, abge-
grenzten Spharen des Lebens an: dem Kultur-
betrieb, der Freizeit- und Privatwelt, jedenfalls
nicht der alltaglichen, der Wirtschafts- und der
Arbeitswelt. Dass man im Freiburger Kornhaus
Boutiquen und schicke Lokale angesiedelt hat
und fur eines davon auf dem hier vallig unsin-
nigen neuen Mamen «Ratskellers bestanden
hat, ist dafir ebenso bezeichnend wie der jetzt
modische Innenausstattungsstil von Gaststatten
mit viel Holzverkleidung, Schmiedeeisen und
gedrechselten Stuhlbeinan, wie die Formen ex-
klusiver Ferienquartiere an der Cote d"Azur oder
der Wiederaufbau der Minchner Oper mit sei
nem um mehrere Meter versetzten, doch ge
trever als jemals zuvor rekonstruierten Zu-
schaverraum,

Der historische Wiederaufbau der ersten
Machkriegszeit stellte den hohen Anspruch,
eineg totale Einheit von Geschichte und Gegen-
wart zu schaffen als allgemeingiltige Lebens-
form, die Kultur und Arbeitswelt in sich vereint.
Diese romantische Utopie, getragen vom Geist
des Bildungsburgertums, hat sich auch dort, wo
sie Fuss fassen konnte, aufgeldst in den dkono-
mischen und technischen Forderungen der Ent
wicklung, die das Wirtschaftswunder hervorge
bracht, ihren sozialen und wirtschaftlichen Ver-
anderungen, ihrem Optimisnms wnd  Fort-
schrittsglauben — und der daraus resultieren
den Architektur der Stadt.

Die heutige Nostalgiewelle und die emo-
tionale Ruckkehr zu historischen Formen ist
eine Fluchtbewegung vor deren totalen Konse
quenzen, das Bedidrfnis, der in dieser zweiten
Phase der Machkriegszeit geschaffenen techni-
schen Arbeitswelt eine ganz andere, schonara
Reservatswelt entgegenzustellen; doch nicht als



to historical absoluteness, this aesthetic dissec-
tion of the historical object is clearly a passive
interpretation. The qualities of historical experi-
ence that underlie the simplified reconstructions
of cityscapes and the sparsely re-Romanesqued
cathedral of Hildesheim or the concrete patterns
of the new vault of St. Michael in Munich
amount to a reduction to the abstract basic
structures of volume and space, line and outline,
plane and proportions as modern art employs
them. This becomes most clear in the decoratively
simplified or completely undecorated recon-
struction of baroque interiors, such as the
sharp-edged, contour-like redesign in 1952 of
the Heiliggeistkirche [Church of the Holy Spirit]
in Munich, which at the time was considered
an exemplary reconstruction solution (figs. 6, 7).
How does the new Kornhaus in Freiburg
relate to the historical reconstruction program
for Freiburg'’s old town? The very fact that
an architectural monument of which none of
its original fabric remained to which it could
be connected was nevertheless reconstructed
decidedly violates the philosophy of life that the
historical city should be organically healed like
a living creature. In the first postwar phase,
for example, the idea of reconstructing the
Knochenhaueramtshaus [Butchers’ Guild Hall]
in Hildesheim was abandoned with heavy heart
because neither its fabric nor its context existed
any longer, and the reconstruction of the Goethe-
haus of 1949, which was vehemently attacked
by preservationists and architects, was guiltily
justified with decorations taken from storage
and existing remnants on the ground floor.
Moreover, the reconstructed Kornhaus in
Freiburg dispensed not only with an organic
connection of “old” and “new” in its construction;
the formal and material contrast of the directly
clashing antitheses of copies of historical gables
and modern side facades and the view through
the undivided large panes into the modern
interior were compelled as qualities of the design.
In the spirit of the original reconstruction
concept, this new Kornhaus would have been
seen as a dishonest, filled-in, historical mock-up
—the exact opposite of what was wanted. Yet
clearly the former ambition for the reconstruction
of historical buildings was no longer relevant.
The merely faked corner ashlar and the faux
material of the decorative parts show that these
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historical facades are not intended to be anything
other than a stage set, a production achieved

by economic means, attached to the front of

a building of modern design that is displayed

as openly as possible (the same thing has been
practiced in recent years with existing facades).

One especially revealing motif is the long,
unfolded triangles of the roof openings.

In connection with the gables and the steep
roof, they seem like a playfully defamiliarized
paraphrase of historical dormer windows.
Defamiliarized implementation of historical
forms, literal copy, even using modern materials,
and a recherché antithesis of old and new—
these are the phenomena encountered today

in a wide range of artistic contexts: in pop

art as well as home decorating (Gothic Madonna
in front of a white wall), in advertising,

in fashion, in music (Kagel's Beethoven 70),

and in the theater (The “Naked” Hamlet).

In architecture, the programmatic unity of
old and new has broken down. The compromise
architecture of the early postwar years has
evolved, on the one hand, into an abstract,
historicizing architecture of adaptation and
allusion that is spreading especially in the
context of renovating old towns. More and
more, gabled house abstraction in concrete
or grid curtain facades—a form in which all that
remains of the former complex ambitions are
the formal criteria of scale and outline (fig. 8) —
are superseded by more imaginative, playful
defamiliarizations and realizations of historical
forms (fig. 9).

The willingness, on the other hand, to
faithfully copy or reproduce details is also
revealed in the suddenly universal, enthusiastic
assessment of the reconstructions in Poland that
were previously vehemently criticized, at least
in the West, as well as in the high praise that the
once equally vehemently rejected reconstruction
of the Goethehaus in Frankfurt now gets from
preservationists, and in the newer reconstruc-
tions of destroyed historical buildings and
spaces. The Heiliggeistkirche, whose sparse
form of 1951 was considered to be final, has
recently been given a precise reconstruction
of the details of its stucco and fresco decoration.

Famously, this is not an isolated case: the
Erbdrostenhof [High Steward’s Court] and
the Clemenskirche [St. Clement’s Church] in

I: Historicity and Meaning 73



Munster, the Wurzburg and Munich Residences,
and the Klosterkirche [Monastic Church] in
Kreuzlingen, Switzerland, are just some examples
chosen at random. The plans to reconstruct the
Leibnizhaus in Hanover in another location and
now to rebuild the Knochenhaueramtshaus, even
though its place has long since been occupied,
are particularly pronounced examples.2

The point of these observations is not to
evaluate these things from the perspective
of historical preservation or as artistic products.
Rather, it is intended as an effort to say some-
thing about the motifs they produce and the
needs they satisfy. Seen from that perspective,
the defamiliarization and copying of historical
forms go together as documents not of history
but of our relationship to history. The unlimited
freedom with which the historical object is
used today is a logical continuation of the long
process of art becoming autonomous and the
ultimately excessive expansion of the artistic
experience, which has now also discovered free
play with historical form in the musée imaginaire
of universal history as a new, additional aesthetic
dimension. It is not, however, merely a new
form of artistic or fashionable taste but rather
a changed relationship to the historical object
that lends it a new function, a transformation
that has evolved in a slow transition from
the early postwar period.

The use of the historical that we find today
is anything but a total historicism and rather
belongs to certain, demarcated spheres of life:
the cultural scene, the worlds of leisure and
privacy, but not to the everyday, the world of
the economy and work. The fact that boutiques
and chic stores were located in the Kornhaus
in Freiburg and that one of them insisted on the
name “Ratskeller” [Town Hall Cellar], which
makes no sense at all there, is just as character-
istic as the now fashionable style of decorating
the interiors of restaurants with lots of wood
paneling, wrought iron, and turned chair legs,
as well as the forms of the exclusive vacation
spots on the Cote d’Azur or the reconstruction
of the Munich opera house, whose auditorium
has been shifted several meters but reconstructed
more faithfully than ever before.

The historical reconstruction of the early
postwar period set itself the ambitious goal of
creating a total unity of history and present as
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a universally valid way of living that unites culture
and the work world. This romantic utopia, borne
by the spirit of the educated bourgeoisie, has,
where it could gain a foothold, been assimilated
into the economic and technical requirements of
the development that resulted from the postwar
economic miracle, its social and economic
changes, its optimism and faith in progress—and
the architecture of the city that resulted from it.

Today's wave of nostalgia and emotional
return to historical forms is a flight from its
ultimate consequences, reflecting the need for
a completely different, more beautiful reserve
world to counter the technological work world
created in this second phase of the postwar
period—not as a total ideological antithesis but
merely as a supplement.

The new emotional popularity of preserving
old towns results not from a new interest in
history that has suddenly seized all social strata.
People today prefer to live in modern housing,
but they prefer to see old buildings; people
satisfy their practical needs with modern archi-
tecture, but they spend their leisure time and
prefer to see themselves represented by historical
architecture. Old towns and historical buildings
derive their significance above all from their
connection to this reserve world. The Kornhaus
in Freiburg would not have been rebuilt so late
if it had not been located on the tourist center
Miunsterplatz. Other historical buildings in
remote locations of the same old town were
being demolished at the very same time.

Nevertheless, we have begun to develop this
sociologically constantly growing reserve world
by, among other ways, the now popular use
of historical forms for aesthetic appeals. Because
the historical object is no longer identified as
a document of history (being adopted free of
content) and because formal affinities to specific
historical styles have also become less signifi-
cant as a result of aesthetic pluralism, the entire
store of history is available for arbitrary use.

ENDNOTES

1 Joseph Schlippe, “Der Wiederaufbauplan fir Freiburg,”
Die neue Stadt 1 (1947): 115-22; Joseph Schlippe, Freiburger
Almanach 1 (1950): 13-47; Freiburger Almanach 10 (1959):
73-101; and Badlische Heimat 39 (1959): 214-71.

2 See Deutsche Kunst und Denkmalpflege, 1965-68.

Jurgen Paul



1fig. 8 “Gable house abstraction in concrete”;
typical street facade of the early years of reconstruction.

mmeénh
Fraiburger

lfig. 9 “Playful distortion of historical forms”;

typical street facade of the 1960s.
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The intent of this article is to roughly
outline an approach to architecture based on
the following convictions and insights:
— the conviction that the fundamental problems
of restoring and building in the historical
context are those of architecture as a whole.
— the insight into the need for an “operative
critique” that tries to unite thought and action
by basing historical analysis, architectural
criticism, and design on the same criteria
(an approach that has nothing to do, however,
with the naive “imperialist” idea of fusing the
historical and the architectural disciplines).
These insights or hypotheses are based in turn
on convictions: convictions, on the one hand,
about the issue that is to be assumed as the
specific significance of architecture and, on the
other hand, about the consequences that result
from the assumption that the semantic content
of architecture is defined in each case only
within the field of reference of architecture’s
own tradition. We understand tradition to mean
both the works and the understanding we have
of them. We refer to the more comprehensive
definition that H. H. Holz offers in “Tradition
und Traditionsbruch” [Tradition and Breaking
with Tradition]: “Tradition is ... an anthropological

Bruno Reichlin and Fabio Reinhart

category as much as an epistemological one,
since we are only present to the extent we
have absorbed the past into us, and we know
only insofar as we absorb what we have

not experienced ourselves in existing forms
of thought and expand it.”

These merely suggestively elaborated
fundamental reflections on the problem of
“significance” in architecture, which are far
from forming a coherent theory, stand at the
beginning of the studies and efforts that can
be discovered in the work of Aldo Rossi
(L’architettura della citta [The Architecture of
the City]) and his circle, above all in the fields
of semiological studies (especially those that
appeal to Russian formalism or should be
ascribed to structuralism of French influence),
and finally in certain orientations of more recent
American architecture.

These reflections will be briefly summarized
in what follows. Subsequently, we will attempt
at least to explain their operative scope for
criticism and design in the discussion of designs
and buildings.

The study of the architecture of the city, the
analysis of modern buildings, and design activity
itself represent structurally interrelated attempts

I: Historicity and Meaning 77



to understand architecture as a sign. Dealing
with architecture in this way tends toward an
operative discourse on the relationship—and

on the nature of this relationship—that ties

an empirical object (architecture) to the cogni-
tive experience that belongs to it and that is
developed from it. That means, in other words:
this empirical object becomes the signifier of

a sign that, on the one hand, finds its signified
in the most general context of the social life and
of the institutions of society in which it occurs.
On the other hand, architecture creates its
signified itself insofar as every example of
architecture essentially reflects its own “nature”
(the autoriflessivita of the work of art). In this
view, the significance (signified) of a work of
architecture is providing an object with “mean-
ing”: a meaning that is inherent in social use

in the broadest framework. In the process,

the activities of design and of historical-critical
analysis are assigned a categorically preferred
role in that they try to capture the meaning

of the history of the creation of architecture and
the gene-specific significance of their object;
that is, its particular quality as an architectural
work of art. This significance refers to, on the
one hand, a typological, morphological, techno-
logical-constructional, functional, iconographic,
and finally ideological knowledge and, on the
other hand, to the epistemology of architecture
as a specific product according to the concepts
and categories of the theory of architecture.
The task of an architectural semantics would

be to develop a terminology that would permit
one to describe, study, and classify architectural
significances abstractly defined in this way.

For us architects—and this will subsequently
represent a necessary restriction—the activity
of design stands in the foreground. We try to
explain in the process that along with the
architectural work its significance is created
as well. The synthetic aspect of our study is thus
the work, the design; this procedure, however,
makes use of diverse, eclectic approaches that
are continually modified and perfected as work
progresses. This procedure is justified by the
conviction (already expressed above) that the
fundamental dimension of architectural signifi-
cance lies in the reference of architectural
language to itself (autoriflessivita). That is, to
the same extent that architecture develops on
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its own foundation, it signifies its own logical
construction. Aldo Rossi elaborates on this,
commenting that historical works of architec-
ture such as “Roman monuments, Renaissance
Palazzi, Gothic cathedrals, constitute architec-
ture and are part of its construction. As such
they will not only come back as history and
memory, but as elements of design.” In this
view, then, the history of architecture is not
an enormous field of stored experiences, design
results, and attempted possibilities but the site
where the significance of architecture is defined
according to our interpretation. Every work
refers conversely to the history of its own type,
to the relevant reference to technology,
to nature, to related figurative phenomena,
and so on. Understanding the significance of
an architecture work thus means situating
it in a dense network of relationships, assigning
it a place in a value system. Under such condi-
tions, the concept of context takes on a new,
more comprehensive dimension. We can speak
of a context in presenza (the architecture of
the place, the usual “historical” context); we can
also supplement this by the context /n assenza
and by that mean, roughly, the architectural
imagination that produced a project by way
of manifold associations, the formative energies
that emerge from grappling with the history
of architecture, and so on. Building is thus
always a building in context, even if the latter
is not physically tangible.

Architectural significance is understood
in a way similar to that of a language: itis a
system—albeit one that is constantly evolving—
a coherent whole of parts whose generative
rules have to be learned arduously in practice.
We speak this language and are spoken by it.
A study that attempts to inventory the typological,
morphological, technological-functional norms
that are defined by a historically datable collec-
tive use obtains an exact meaning in this way.
For the design, these insights make possible
the articulation of an exact and intelligible
discourse insofar as the various codes are
updated in an acte de parole. This updating
is unique and unrepeatable because it is also
tied to a specific site and to the architect’s
will to express. Given the self-referential,
“self-reflexive” language of architecture, it is
necessary to explore how this “self-reflexivity”

Bruno Reichlin and Fabio Reinhart
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Lfig. 1 Reichlin / Reinhart: Project for developing the Kratz neighborhood in Zurich.
View from Frauminsterstrasse (1973).
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~fig. 2

Model seen from
above. Left:

the lake; below:
Limmat River with
the Bauschanzli
[artificial island].

«~fig. 3

Gottfried Semper,
Project for a new
neighborhood

in Kratz (1858).




—fig. 5 Project
for a design of
the lakeshore in
Zurich, 1926.

lfig. 4 Reichlin/ Reinhart: View of the
complex of new buildings seen from the lake.
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reveals itself. It is like the postulate of an archi-
tectural poetics; that is, like a theory immanent
to architecture that works out categories that
are suitable to grasping simultaneously the unity
and difference of all architectural works and
hence the poetic procedures that can be found
there.

The systematic analysis of works of architec-
ture must lead to the determination of poetic
structures and at the same time verify whether
concepts such as homology between different
systems (typological, distributive, static,
constructional, and so on), comparison, norm
and the violation of norm, alienation, and so on,
are suited to describing the nature of architec-
tural discourse.

Zurich

The first design we introduce was worked
out especially for an exhibition of design studies
for the international architecture section of the
fifteenth Triennale di Milano. The hypotheses
put forward with it were used as an operative
model: from the choice of site to the typological
form to the morphological and detailed deci-
sions, the project intends to spark a discourse
on architecture, on the image of the city of
Zurich and, in particular, its built and conceived
architectures. We will describe the design
from this viewpoint.

If in Zurich, as someone once incisively
remarked, culture and bustling public spirit
have lent the city, with its Bahnhofstrasse and
lakeside quays, an ideological visage, these
two elements have also decisively shaped the
individuality of the city. In one instance, however,
the stubborn will to self-celebration did not
provide an architectural solution. Despite repeat-
ed attempts, the seam between Bahnhofstrasse
and the lakeside quays has remained an unre-
solved point in the nineteenth-century system
for the city.

The difficulties have left their traces in the
contradictions of urban planning, in a series
of design ideas, and in the unique topographic
features of the place.

Indeed, this zone, created largely by a series
of land reclamations (from 1834 to 1885) has
inspired entire generations of architects to
interpret and develop an idea from Gottfried
Semper. In a competition in 1858, he had
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proposed opening up the city to the lake and
freeing it of its traditional orientation toward
the river. Although the neighborhood today has
preserved Semper’s schema in broad outlines,
the creation of the quay—by orienting all of the
buildings equally toward the lake —deprived

it of the significance Semper wanted to give it.
Today’s modest panorama terrace is merely

a stopgap that betrays the embarrassment over
this unresolved conflict.

The later proposals explain the nature of the
architectural problem. In the competition of
1924, several designers proposed a scenographic
doubling of Semper’s structure in the lake on
the other side of the quay, albeit taking into
account the axial structure of the arrangement
of the neighborhood. Other designers, in
contrast, revealed a greater distance from—
if not already a misunderstanding of —the
cityscape until that point, seeking the point
of departure for their composition solely in the
topographical feature—for example, one project
would have constructed a seam (caesura)
between the river and the lake and completely
altered the entire neighborhood with a “romanti-
cally” autonomous composition of volumes.

The public spaces facing the lake find their
point of reference in the typology of the Kappeler-
hof and the Zentralhof. The urban and semi-
public character of these courtyard structures
(in their day, they were called “squares”)
is radicalized and fused with the image of a
rationalist development whose basis is ambi-
valently assigned a place between nature and
architecture. This image has remote but not
coincidental points of reference in the ideal
construction of the Temple of Solomon by
Fischer von Erlach but also in Hilberseimer's
concept of the vertical city. Although from the
city the project still looks like a large palace
closely related to the architecture of the neigh-
borhood, the interior design prefigures an
autonomous section of city, with apartments,
public buildings, and squares—a city typologi-
cally so very different from Zurich that the
juxtaposition results in a valid paradigmatic
reference. The effectiveness of this synoptic
account of the city is sought in a typological
and iconographic-emblematic reference:
the rationalist development stands for residential
architecture; the architecture of the Enlighten-
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ment, tempered by a Swiss rationalism that
strives for a neoclassicism, stands for public
buildings.

The juxtaposition of architecture versus
nature finds its continuation in the transforma-
tions of the basamento [base] that develop
the “naturalist” connotations of this element.
Already on the street facades, the rustico
character of the basamento is emphasized more
than on the buildings in the neighborhood.

Where the building extends to the lake,
this element takes on increasingly clear topo-
graphical connotations and ends at a steep
terrace sloping down toward the water.

The rowhouses of the development are
organized on three floors. The drawing of the
prospects reveals the analytical nature of
the rationalist methods and results to which
they refer. The form is supposed to adapt to the
trace of the sense—as a paraphrase of Pope’s
advice to the poet: “The sound must seem
an echo to the sense.”

In the design, we find two inclined levels:
the first connects the development and the city
by overcoming the height of the base; the other
opens the development to the lake. The drawing
of the latter—an enlarged fragment of the
piazza adjacent to Canova'’s temple in Possagno
—emphasizes the oriented character of the
square.

This project derives its form from the discus-
sion of the previous designs. And by taking up
these designs, it ultimately provides an assess-
ment of them. Semper’s idea of an architectural
park projecting like a wedge into the lake
is achieved by the inclined level, just as it is
situated outside the quay, at the fulcrum
between the lake and the river; as in Semper’s
design, a public building is standing on the
main axis of the panoramic terrace.

The design comprises two elements that
extend the slightly converging lines of Bahnhof-
strasse and Fraumlnsterstrasse out to the lake
and demarcate, with the short sides where
the public buildings are located (the covered
square and the pavilion above the lake), an inner,
open courtyard. The long, ribbon-like building
volumes are divided vertically into two zones:
the lower one, accessible from the level of the
city, has retail stores on the ground floor and
mezzanine. The upper zone, accessed via a
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loggia six meters above street level, comprises
primarily three-story row apartments and, in the
section above the street, office and commercial
spaces, as well as, in a small courtyard on the
top floor, small apartments.

Corresponding to the hypothesis based on
architectural language relating to itself is the
will to determine exactly the object and the way
of addressing it in one’s own design. The design
includes, at least as an objet trouvé, the context
of reference that it established for itself and
that it sets as an example: context in presenza —
the architecture of the place—and context /n
assenza—the designs and buildings evoked
by association (in an iconographic montage).
We will go into somewhat more detail about that.

The vertical division of the design into two
parts has its precise correspondence in the
architecture of the nineteenth-century neighbor-
hood: the Zentralhof and the Kappelerhof with
their upscale businesses on the ground floor
and mezzanine and prestige apartments on the
upper stories propose as models the design of
a conflict that emerged along with the capitalist
city: the separation of the place of work and that
of living. This distributive separation into two
relates analogously to the stylistic differentiation
of the exterior. Iconographically, the rustic wall
assigns the role of the base to the ground floor
and mezzanine. The column orders, which are
often reduced to ciphers even on main facades,
are, as a rule, limited to the upper stories.

A revealing juxtaposition in the distribution
systems: apartments versus commercial spaces.
And iconographic juxtaposition in the system

of styles: naturalistic versus nonnaturalistic
architectural elements correspond to one
another in a “unity of two.”

Few requirements of the nineteenth century
could be expressed in as unmistakable a building
type as the gallery, a creation of private specu-
lation in the retail trade. That a place of honor
is granted to this building type in the unbuilt
parts of Zurich is no coincidence. One is almost
tempted to attribute the later designs of a
gallery in the form of an autonomous building
on the quay, between cultural institutions, more
to a sense of incompleteness than to a real
need. A gallery—significantly at the opposite
end of Bahnhofstrasse from the train station—
completes as an equal element the iconographic
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lfig. 6 Reichlin / Reinhart: View of the complex of new buildings seen from the city.
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tfig. 7 Project for a design of the lakeshore
in Zurich, 1926.



1 figs. 8-10 M. Campi, F. Pessina, and N. Piazzoli,
Restoration of the Castello di Montebello in Bellinzona. Details (1974).




Lfig. 11

Aldo Rossi, Cemetery project for Modena (1971).
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lfig. 12 Aldo Rossi, Project for the town hall

in Muggio, Milan, 1971.
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outfitting of the nineteenth-century city, which
even today offers the flaneur the deceptive
image of the metropolis, of cosmopolitan
generosity and liberalism. In correspondence
with the canonic description of the type,

it is connected by two streets, which seem
equals on the map but not in actual use: Bahn-
hofstrasse and Fraumunsterstrasse. The latter
remains a torso despite plans proposing to
continue it through the entire historical center
in parallel with the former.

The insertion of a round element between
two slightly converging, tangential volumes,
following the arbitrary geometric form of the
property, enriches the plan with the composi-
tional complications that yielded many bravura
works of nineteenth-century architecture.

Bellinzona

In the second example presented here—
the restoration of the Castello di Montebello
in Bellinzona—the old Visconti fortification and
the new structures seem to be in a relationship
of morphological, technological, and static
inequality. On closer inspection, these contra-
dictions can be traced back to deliberately
calculated analogies in the form of antitheses.
The first concerns two static principles (tension
and compression): a metal structure is suspended
on the thick walls of the tower. The second
concerns different technological conceptions:

a minimum of differentiation (functional
morphology of the rough stone construction

of the castle); highest degree of differentiation
of the new construction in metal and wood
(joints, gears, plates, bolts, double-T profiles,
and so on), which are, however, also to be
understood as a conscious thematic choice that
integrates the overall design. The uniformity

of the treatment of the details in the joint areas
and the profiles also contrasts with this
discontinuous assemblage. The third antithesis
concerns the different morphologies: geometric
indifference in the irregular old building;
perfected geometry with the square as a

basic form in the new construction.

In view of an architecture richly laden with
meanings, as represented precisely by a medieval
castle with all its fabulous backgrounds, the
restoration of the Castello di Montebello seeks
to bridge the distance between old and new
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based on the principle of the antithesis (figure
de style par rapprochement) and at the same
time tries to overcome the limits of a historicizing,
adapting restoration that neither leaves free

play for the imagination nor believes in the
possibilities of a genuine integration. The old
and the new structure correspond perfectly in
the definition of the common place as a vertically
determined, dynamic unity. Accordingly, the
entire museum becomes a continuous sequence
of spatial cells that follows rhythmically from
half-landing to half-landing and avoids the brutal
subdivision into one floor boringly stacked
above another.

Modena

Few works of architecture mirror so directly
and with such great intensity the historical
meaning of architectural forms as does Aldo
Rossi's project for the San Cataldo Cemetery
in Modena. The image evoked is very closely
tied to the typological tradition of the cemetery:
the city of the dead as the correspondence
to the city of the living. Let us follow the architect’s
description: “Together, all of the buildings read
as a city in which the private relationship with
death happens to be the civil relationship
with the institution. Thus the cemetery is also
a public building with an inherent clarity
in its circulation and its land use. Externally,
it is closed by a fenestrated wall.

The elegiac theme does not separate it
much from other public buildings. Its order and
its location also contain the bureaucratic aspect
of death. The project attempts to solve the
most important technical issues in the same
manner as they are solved when designing
a house, a school, or a hotel. As opposed
to a house, a school, or a hotel, where life itself
modifies the work and its growth in time,
the cemetery foresees all modifications; in the
cemetery, time possesses a different dimension.
Faced with this relationship, architecture
can only use its given elements, refusing any
suggestion not born out of its own making;
therefore, the references to the cemetery are
also found in the architecture of the cemetery,
the house, and the city. Here, the monument
is analogous to the relationship between life
and buildings in the modern city. The cube
is an abandoned or unfinished house; the cone
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is the chimney of a deserted factory. The analogy
with death is possible only when dealing with
the finished object, with the end of all things:
any relationship, other than that of the deserted
house and the abandoned work, is consequently
untransmittable. ... Death expressed a state of
transition between two conditions, the borders
of which were not clearly defined. The urns,
shaped like Etruscan houses, and the Roman
Baker’s tomb express the everlasting relation-
ship between the deserted house and the
abandoned work.”

Muggio

Aldo Rossi's design for the town hall in
Muggio in the province of Milan shows how
architecture can find its points of reference
in other artistic genres as well, in the realm
of the figurative. Because an image in its
selective-synthesizing character represents
a conscious cultural choice, it can function
as a decided point of reference and paradigm
in the construction of meaning.

In a context lacking in individualizing archi-
tectural and urban planning elements, such
as that of a small town on the periphery of Milan,
the reference to the Italian squares portrayed
by the painter de Chirico can lend individuality
to an anonymous urban planning site.

A Side-Glance at Ernst May and the
“Romerstadt” Housing Development

Our final example demonstrates impressively
how even the works of modern architecture —
that is, a trend with a decidedly antihistorical
gesture —obtain their significance through
direct and indirect engagement with tradition.

Ernst May’s “Romerstadt” is based—in
terms of its rational solution to access and other
functional problems, which cannot be misled by
any specious, pseudopsychological argu-
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ments—on the same typology of the
development and the building that we know
from countless historical developments.

The concise, precise morphology of modern
architecture describes the type and lends it the
impressiveness of an example. But where the
housing development was at risk of being broken
up by the intended organic embrace of the
topography, Ernst May employed a classic urban
planning element: a quay promenade extending
toward the Nidda Valley. By doing so, he gave
Romerstadt its unmistakable individuality and
distinguished its urban character—something
that could never succeed in our much more
densely built developments. In ROmerstadt,
the housing development and the quay prome-
nade follow the topography and trace it, but a
classical architectural element in the sense
of an embellissement de la ville draws a precise
line between the development and nature,
between inside and outside.

These few examples, which are, however,
representative of many, should have demon-
strated how every example of architecture —
the author’s conscious intention is not decisive
here—and every design expresses a judgment
about the architectural tradition, a historical
knowledge or ignorance.

Accordingly, restoration and building in
the historical context are merely striking aspects
of a broader problem: no work can be seen
and understood separate from the tradition of
architecture.

Restoring and building in the historical
context become rather the genuine touchstone
of the rational and cognitive value of contem-
porary architecture.

[Editor’s note: For the non-referenced citations, see Aldo Rossi,

“Architecture for Museums,” in Aldo Rossi: Selected Writings and
Projects, ed. John O'Regan (London: Architectural Design; Dublin:
Gandon, 1983), 21; and Aldo Rossi, “The Blue of the Sky,” in ibid., 47.]
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1 fig. 13 Giorgio de Chirico,
“Semantic reference point” for the
design of the center of Muggio.
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5. von Moos

Phasenverschiebungen

Als Hintergrund

Der vorliegende Aufsatz nimmt den Umweg
Uber Amerika unter die Flisse, um Uber das Nahe
liegende, die Situation daheim, in dar Schweiz,
etwas unverblimter reden zu kénnen. Er han-
delt — der Mode zum Trotz — vornehmlich von
Aeusserlichkeiten: von Erscheinungen und per-
sonlichen Eindricken. Diese kénnen vielleicht
in drei lose zusammenhingenden Thesan sub-
summiert werden — Thesen, die fir das Fol-
gende als Hintergrund dienen sollen:

1.

Die Varstellung vaon Amerika als der «nauen
Welts will sich nicht mehr decken mit der Er-
fahrung; sie ist veraltet. Wohl ist driben alles
grosser und machtiger, aber nicht neuer. Yon
dem Zerfall der Stadte nicht zu reden: auch die
amerikanischen Strassenkreuzer, Wolken-
kratzer, Autobahnen, Plakatwande stehen heuta
Teils herum als eine Art gigantischen Schrotts.
Es gibt dieselben Dinge inzwischen auch bei
uns, oft {zumindest technisch) solider, moder-
ner, geschmackwvoller, «sauberers. Kurz: neuer,
Der Boom hat spater eingesetzt; ihm stand, so
will es scheinen, mehr Know-How zu Gebote.
Ist Europa (zumindest der hochindustrialisierte
Teil davon) die enewe Welts?

2.
Die moderne Architektur hat in Amerika
Fuss gefasst vor allem im Zeichen des New Deal
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[nach dem ereinigendens Schock der Krise von
1929) und im Bereich des tertiaren Sektors
{Birobauten). Dazu kommt — v. a. seit 1948
— der soziale Wohnbau, der die modernen
Prinzipien grindlich in Verruf gebracht hat. Die
Wohnkultur, das Sentiment des kleinen Man-
nas, klammert sich nach wie vor an die traditio-
nellen Zeichen burgerlicher Sinnenfreude

{Man beachte das Mobelassortiment irgend
eines populdren Warenhauses.) Die Moderne,
ginerseits mit dem Hochschul- und Verwal-
tungssektor, andererseits mit der Welt des
gurban renewaly assoziiert, blieb weitgehend
eine Sache von Big Business und intellektueller
Elite; sie scheint fur die Mehrheit nicht attrak-
tiv Zu sein.

Anders das industrialisierte Machkriegs
europa, vorab die Schweiz: hier vermochte die
Moderne (d. h. die Reformbewegung, die etwa
vom Bauhaus ausging und von den Werkbun-
den getragen wurde) bis in den Mittelstand
hinein Fuss zu fassen. So scheint sich z. B. der
Schweizer Kleinbirger (im Gegensatz zum ame-
rikanischen) wohlzufihlen angesichts von guter,
zumindest «sachlichers Grafik. (Man vergleiche
MIGROS-Werbung mit derjenigen von A—P
oder FINAST.) eModerne Gestaltungs trifft sich
da mit einer puritanisch-blrokratischen Vor-
liebe fur «saubere Losungens und mit dem
Wohlgefallen an einer Ordnung, wo der Durch
schnitt hoch, das Hervorragende aber selten ist.



Phase Shifts

Background

The present essay takes America as an
excuse to speak somewhat more frankly about
the obvious; that is, the situation at home,
in Switzerland. Albeit going against the trend,
it focuses on outward appearance and personal
impressions. They can perhaps be subsumed
in three loosely connected propositions, which
may serve as a background to what then
follows.

1.

The notion of America as the “New World”
no longer concurs with our experience; it has
become outdated. Everything may be bigger
and mightier across the Atlantic, but not newer.
Not to mention the urban degradation: Today,
America’s big cars, skyscrapers, freeways,
and billboards are scattered around like colossal
pieces of junk. We have those things in our
country, too, by now—though in general they
come in an impeccably crafted form, solid,
modern, tasteful, and “clean.” In a word:
new. The boom started later and appears to have
benefited from greater know-how. Is Europe
(or at least its highly industrialized parts) now
the “New World"?
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2.

“"Modern architecture” in America mainly
established itself as part of the New Deal
(triggered by the “purgative” shock of the 1929
crash) and primarily so in the tertiary sector
(office buildings). The big housing projects
followed later— particularly so after 1948 —and
they did much to seriously damage modernism’s
popular reputation. In the meantime, the senti-
ments of the “common man” continue to cling
to bourgeois ideas of sensual gratification
(see the furniture ranges in any big department
store). Modernism, affiliated with the world of
business, bureaucracy, and schools—as well as,
more recently, with “urban renewal” —largely
remains a concern of the intellectual elite;
it appears to be unattractive to the majority of
people.

The situation is different in industrialized
postwar Europe, and particularly in Switzerland,
where modernism (i.e., the reform movement
that emerged roughly during the Bauhaus period
and was supported by the Werkbund) has
managed to gain a foothold in the middle class.
As a result, and rather unlike his American
counterpart, the Swiss petit bourgeois appears
to feel at home with “functional” graphics
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(compare MIGROS or CO-OP advertising

with campaigns by A+P and FINAST). “Modern
design” thus appears as an equivalent to

a puritanical preference for “tidy solutions”

as well as to an equally visceral delight in the
orderly; in short: a rationalized everyday where
the average standard is high but outstanding
achievement is rare.

3.

The American city gives architecture a
leeway that was lost long ago in Europe—if it
ever existed in the first place. Office buildings
are part of the corporate identity of leading inter-
est groups and trusts. Thus, the nonconformity
(with respect to the historical and topographical
context), overwhelming scale, and design
originality are perceived as desirable, since they
contribute to the “visibility” of the respective
corporation or patron. Unlike Europe, with its
restrictive roof lines, and so on, American zoning
regulations encourage the staging of particular
achievements.

Thus, architects have “more say” in the USA.
They have a greater chance of slipping into
positions with plein pouvoirs [complete authority].
Although only a few manage to do so, once
that status has been reached fewer design
boards tend to “meddle” with their work, and
the architects are not continually called upon
by a grumbling environment of professional
jealousy and parochial politics to scale down
their dreams. That explains the enthusiasm of
many European architects for what they primarily
perceive as genuine openness toward imagina-
tion and creative endeavor." From a sociological
perspective, such generosity, after all, indicates
nothing so much as a surviving distribution
of roles in society that respects the “master”
in the architect. In that sense, too, the New
World appears to be functioning as a hothouse
for upholding the “old"” social order.

Be that, as it may: time and again, the
American experience forces one to recognize
that the “old” in America—that is, the jungle
of laissez-faire—produces a vibrancy and
a freshness that makes the “newness” in our
much more controlled Swiss reality look stale.
Such “oldness” enables adventure, while
our “newness” merely ensures decency and
mediocrity.
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“Environmental Destruction”

What | mean by “phase shifts” can be
illustrated by two books. The first of the two
is Peter Blake's God’s Own Junkyard (1964).
Blake was editor of Architectural Forum at the
time. The title is a mocking allusion to the notion
of the United States as “God’s Own Country.”
Architects will be familiar with some of the
book’s imagery, though most likely via Venturi,
who used them in some of his own works—
albeit in miniature format—the best known
being the picture of a duck restaurant (figs. 1, 2, 3).2
The text is worth recalling, both for its content
and its rhetoric. The book’s subtitle castigates
“The planned deterioration of America’s
landscape.” Blake compares the campus of
the University of Virginia (which was built
by President Thomas Jefferson around 1820)
to Canal Street in New Orleans as follows:

“Jefferson’s serene, urban space has been called 'almost

an ideal city’—unique in America, if not in the world.

Canal Street, one fervently hopes, has not been called

anything in particular in recent times. It is difficult

to believe that these two examples of what a city might

be were suggested by the same species of mammal,

let alone by the same nation. Jefferson called his campus

‘an expression of the American mind’; New Orleans’

Canal Street, and all the other dreary Canal Streets that

defile America today, have not been called 'expressions

of the America mind’ by any but this nation’s mortal
enemies.”

Other outbursts of rage spice up the text.
Blake's indignation reaches biblical heights when
he speaks of the “Moloch” of vehicle traffic:

“Most of them [Blake is referring to "highways’] are

hideous scars on the face of this nation—scars that cut

across mountains and plains, across cities and suburbs,

poisoning the landscape and townscape with festering
sores along their edges.”

Filtering out some of the tirade’s undisputed
journalistic verve and pepping up its apocalyptic
fervor with a shot of parochial stubbornness,
one finds oneself at about the level of Rolf
Keller's successful Bauen als Umweltzerstorung
[Building as environmental destruction] of 1973,
which, revealingly, was published in Switzerland
nearly a decade after Blake's book. The same
themes, the same tacitly accepted concept that
the environmental disaster is basically a “moral”
issue, and the same angry urge for a change
from within, always dangerously close to
the involuntary humor of a penitentiary sermon
to Boy Scouts, yet this time dressed up in a

Stanislaus von Moos



3.

Die amerikanische Stadt gewiahrt der Ar-
chitektur einen Spielraum, den sie in Europa
langst eingeblisst hat — oder eigentlich gar nie
besass. Burcbauten sind Teil der acorporate
identity» der fihrenden Interessengruppen und
Trusts. Monkonformitit (gegeniber dem histo
rischen wie auch gegenuber dem topografi-
schen Kontext), «Grosszugigkeits und Originali-
tat des Entwurfs gelten daher als erstrebens-
wert: sie tragen zur «Sichtbarkeit» des betreffen-
den Auftraggebers beai. Im Gegensatz zu Europa
mit seinen restriktiven Baulinian usw. dienen
amerikanische Zonenordnungen dazu, die
Inszenierung partikularer Leistungen zu fordern.

So hat auch der Architekt in den USA
amehr zu sagens. Er hat grossere Chancen, als
Entwerfer in Positionen mit «pleins pouvoirss
hineinzurutschen. Obgleich das nur wenigen
gelingt: wenn es einmal soweit ist, gibt es weni
ger nargelnde Kommissionen, die ihm zam
Zeug herumflickens. Man verlangt von ihm
nicht standig den Kompromiss. Daher die Be
geisterung vieler europaischer Architekten in
Anbetracht dessen, was ihnen primar als
Grosszigigkeit, als Offenheit in schopferischen
Belangen erscheint.' Soziologisch ist diese
Grosszigigkeit zundchst nichts anderes als das
Ueberleben einer gesellschaftlichen Rollenver-
teilung, die den «Maestros im Architekten re-
spektiert. Auch diesbeziglich will einem die
neus Walt bisweilen erscheinen als Treibhaus
einer galtens Ordnung.

Freilich: zur Amerikaerfahrung gehirt, dass
das «Alter an Amerika, der Dschungel, in
mancher Hinsicht vitaler und frischer ist als das
gNeuer unserer helvetischen Realitat. Jenas
cAltes ermoglicht das Abentever; dieses eNeues
garantiert Anstand und ordentliches Mittel
mass.

aUmweltzerstaorungs

Was ich mit «Phasenverschiebungens
meine, sei anhand von zwei Buchern illustriert.
Zunachst, von Peter Blake: Ged’'s Own Junk
yard (1964). Peter Blake war damals Redaktor
des Architektural Forum und der Titel («Gottes
eigener Millhaufens) ist eine recht scharf-
macherische Anspielung an die amerikanische
Mationalhymne, «God’s Own Countrys. Einige
der Abbildungen aus diesem Buch — zumal
das Bild eines Enten-Restaurants — dirften
vielen Architekten vertraut sein; wenn auch,

lfigs. 1-3 lllustrations from Peter Blake, God’s Own
Junkyard: Charlottesville (1), New Orleans (2).

paradoxerweise, auf dem Umweg Gber Venturi,
der sie in seinen Blichern zitiert hat {1, 2, 3).7
Aber as lohnt sich, Text und Tenart in einigen
Stichproben zu vergegenwartigen. Der Unter-
titel des Buches geisselt «die geplante Zerstd
rung der amerikanischen Landschafts. Zu dem
Vergleich des (vom Prasidenten Thomas Jeffer-
son um 1820 erbauten) Campus der University
of Virginia mit der Canal Street in Mew
Orleans heisst es:

Man hat Jeflersons heiter abgeklirten Platzraum

als beinahe eine ideale Stadt bezeichnet, als einmalig in
Amerika, wann nicht in der Walt. Was die Canal Streat
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lfigs. 4-6

anbalangt, 50 kann man nur instindig hoffen, dass
diase Strasse in der jingsten Vergangenheit nicht ir-
gendaine Bereichnung erhalten hat. Es ist schwar zu
glauben, dazs diese beiden Beizpiale dalir, wie @ine
Stadt aussehen kinnte, von der glelchen Spezies von
Sauvgetieren, ja sogar von derselben Nation worgeschla-
gen worden ist, Jaff nan Campus ainen
cAusdruck des am lischan Geistess. Die Canal
Streat in Mew Orleans und alle anderen Canal Streats,
welche Amarika verwiisten, warden von niemandam
Ausdruck des amerikanischen Geistes genannt, ausser
von den Todleinden dieser Nation.

Weitere Zornesausbriiche wirzen den Text
— und natdrlich nimmt die Empérung geradezu
biblische Téne an, wa vam «Moloch Verkehra
die Rede ist:

Die maistan von thnen (es ist von Autobahnen dia
Reda) sind antsetzliche Wunden auf dem Gesicht diesar
Mation, Wunden, dia Barga und Ebenen, Stidte und
Vorstidte zerschneiden, die Linder und Stidte verseu
chen mit dem stinkendan Unrat, der ihre REnder siumt.

5. von Moos

Déplacement de phases

1. On doit constater que l& enouveau mond
dérablemaent viellli depuis I"dpogque ol I'on a'était
cardd pour la considérar at I'imiter comme tel.

2. L'sarchitectura m-:".h-:.rnnl .u:n L,ISF-\. ast r95 E'El une
affaire touchant les co
certaines universités at de |"'curban renewals. En oo qui
concarna |'habitat privé, la maison, le styla ou le godt
de la clas pnna n'a que peu été influencd par le
tmoderna
3. Enfin, =i beaucoup d'architectes suropdens ad
mirant la «générositds da I"Amdrique, c'est que L il
pauvant pr o 'avoir epleins pouvoirss en matiéra de
projets, dans une mesure qui st inimaginabla an Europa,
et notammant an Sulsse ol s'exeérce de manidra
pointilleuse le contrdle cdémocratiques da comitds et
da commissions de toutes sortes
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Illustrations from Rolf Keller, Bauen als Umweltzerstérung: Dibendorf yesterday / here (4) and today (5).

— Wenn man etwas von dem unbestreitba-
ren journalistischen Schmiss dieser apokalypti
schen Vision substrahiert und durch einen
Schuss provinzieller Borniertheit ersetzt, befin-
det man sich ungefahr auf dem Niveau des
erfolgreichen Buches von Rolf Keller, Bauven
als Umweltzerstorung (1973), das bezeich
nenderweise nicht ganz ain Jahrzehnt nach Bla-
kes amerikanischem Gegenstiick in der Schweiz
erschianen ist. Die gleichen Themen, die glei
che, stillschweigend akzeptierta Vorstellung,
dass das Umweltdebakel im Grunde ein «mora
lisches» Problem sei, und der gleiche zornige
Ruf nach einer inneren Umkehr — aber nun auf-
getakelt in einem Ton, der ungefahr in der
Mitte liegt zwischen dem Genre von BLICK-
Schlagzeilen und der unfreiwilligen Komik
giner Busspredigt vor Pfadfindern.?

Ces guelques considérations sur I"Amérique
sarvent & I'auteur de prétexte ru:,,r abordar |:.|_1r1'||"r; -h:..
nomanes de 'archi s, Salon lui, les v
d'una fgranda crises de 'anvironnement, provoou
par de efauxs principes architecturaux ou résultant d'un
man de equalitds architecturale, sont hors de propos

quelles soient avancdes par un Pater Blake aux USA
:'IfIE-ﬂI ou par un Rolf K an Sui {1973). Duna
part il ast naif at présor x da croire que l&s pro
'?lt""l.""‘: d'environnement sont avant tout des problémes
: d'autre part il serait grand temps d’abor-
problémaes d'une théorie da I'archi-
rapport (peut &tre ironigue)

tac lurn qui soit an
r‘l."'l|ltl.'§ cultural Ies. du ;ubln’. et qui rE'\r..I'LI.I- I

c’e Id -rIl..l|||-=' puras at |:I une archit ure FOrman
brutaliste, crypto-militariste, commea le fait |
eofficielles de nombre d'immeubles publics et d*églises
suisges.




Gewiss: Kellers Buch war notwendig und
nitzlich, denn die Zustande, die es geisselt,
sind alarmierend. Aber die Diskussion milsste
eigentlich Ober das ¢Alarmschlagens und das
wichtigtuerische, beleidigte Zeter und Mordio
hinausgehen. Wer wollte bestreiten, dass Bla-
kes s0 gut wie Kellers Empdrung gelegentlich
ins Schwarze trifft; trotzdem wirkt sie strecken
weise komisch und irgendwie irrelevant. Ko-
misch ist — in Anbetracht der Realitaten — der
gestelzte, heroische Habitus sowie der schein
bar unumstdssliche Glaube daran, dass das
Glick oder Unglick der Menschen von Archi-
tektur abhange. Irrelevant aber ist eing Argu-
mentation, die im Grunde gar keine ist, da sie
auf groben Verallgemeinerungen und Gemein
platzen beruht. Es ist schlichterdings zu ein-
fach, das Bild irgendeines amerikanischen
#Strips (Blake, 1964) oder einer schweizerischen
Strassenkreuzung (Keller, 1973) vorzufihren
als Inbegriff visueller «Umweltverschmutzungs
(5, 6). Man muss wirklich kein Touring-Club-
Fan sein um zu wissen, dass Autobahnen nicht
nur Landschaften und Siedlungen verschan
deln, sondern auch Landschaften und Siedlun-
gen erschliessen, und dass Signale am Stras-
sanrand wader gut noch schlecht sind, dass sie
vielmehr eine nitzliche — was Verkehrssignale
betrifft: sogar eine notwendige — Form von
Organisation und Infarmation im Verkehrs-
ablauf darstallen.

Es ist ebenfalls zu einfach, eine Aufnahme
der Sprengung neuer Wohnblocks in

vaon

St. Louis abzubilden als endgiltigen Beweis

tfig. 7 Saint Louis, Missouri: Demolition of residential
blocks (Pruitt Igoe), 1972. From Rolf Keller op. cit.

fir die «Verkehrtheits moderner Planungsprin-
zipien (7).* Es braucht nicht mehr als ein Mini-
mum von Unvoreingenommenheit, um zu sehen,
dass das, was in Pruitt Igoe gescheitert ist,
nicht architektonische Prinzipien sind, sondern
die Fahigkeit der Administration, solche Prin-
zipien mit sozialpolitischen Massnahmen zu
koordinieren. Wirden Yamasakis Blocke in ei-
nem europaischan Mittelklassvorort wie Schwa-
mendingan stehen und nicht in einem besonders
varwahrlosten schwarzen Ghetto in 5t. Louis,
50 gehdrten sie wohl zu den sozial und architek-
tonisch gelungeneren Aspekten der Zirchar
Vorstadtlandschaft.

Man muss den Amerikanern zugutehalten,
dass sie eine gesunde Skepsis gegenlber fal-
schem Pathos haben. Sie sind auch nicht bai
Blakes Katzenjammer von 1964 stehengeblie
ban, auch wenn sie nicht alle nach Las Vegas
auszogen, um jene Landschaft zu studieren,
die kurz zuvor in Architektenkreisen noch als
Millhaufen Amerikas galt. Viele gutgesinnte
«progressiver Schweizer Journalisten dagegen
stehen — seit Keller — noch immer ganz im Bann
der bequamen Vorstellung, Emparung und Wut
seian ausreichende Voraussetzungen fur eine
Diagnose unserer Umweltprobleme

Wann werden auch sie sich die Zeit neh-
men, die Augen aufzutun? Welches wird dann
das schweizerische Las Vegas (das schwaei-
zerische «Spieglein an der Wand») sein?
Wird es etwa der Burgenstock sein, jenes hel-
vetische Refugium fir private Weekends und
schine Kongresse? *

whArchitekturs und Architektur

Immerhin: zwei Dinge hat die Hotalland-
schaft des Burgenstocks mit dem frivoleren
Pendant in Nevada gemein (aber man kdnnte
auch an Miami oder irgendeine amerikanische
Ferienlandschaft denken): sie wird von einer
Klientele aufgesucht, die ein hohes Durch-
schnittsalter aufweist, und sie verwdhnt diese
Klientele mit Architekturen und Innendekors,
die geeignet sind, ihren geheimen sozialen
Aspirationen zu schmeicheln. Und sie tut dies
umso erfolgreicher, je entschiedener sie jede
outriert amodernes Gestaltung vermeidet.

Die Autoren von Learning from Las Vegas
haben zurn Beispiel den «Caesar’s Palaces, eine
der grossen Spielhollen von Las Vegas, auf
ihre architektonische Symbolik untersucht (8).%
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lfig. 8 Caesar's Palace, Las Vegas;
from Learning from Las Vegas.

Die Kolonnade, die sich in einer grossen, um
armenden Bewegung auf den Parkplatz hin 6ff
net, erinnart (im Grundriss) an Berninis Paters-
platz in Rom und (im Aufriss) an Yamasakl,
Der Hauptbau dahinter ist eing Art Gio Ponti-
Barock. Die Skulpturen, die zwischen den Pfai-
lern aufgestalit sind, erinnern an den Canopus
in Hadrians Villa in Tiveli, nur dass die Skulp-
turen (hier in Gips und papier maché) nicht
antike, sondern Renaissance-Originale abbil
den, Die vier Springbrunnen schliesslich schei-
nan den Petersplatz in Rom dberbiaten zu wol
len {wo bekanntlich nur zwel solcher Brunmen
zu findan sind). So ersteht, inmitten sines
Meers parkigrender. Wagen, ain Bild spatromi
scher Palastherrlichkeit mit Hilfe von eklakti
schen Anleihen an die Renaissance und an
moderna Motel-Herrlichkeit.

Was hier varliegt, ist eine Architekturland-
schaft, die ihre Aufgabe nicht mit Hilfe ab-
strakter « Qualitats, sondern mit Hilfa konkratar
Symbalik arfdllt. Im Grunde geschieht im
eEhrenhofs der Blrgenstock-Hotels genau das-
salbe {9, 10}, Das Empfangsgebaude (die Berg-
station der Zahnradbahn) prunkt mit einem
Luzerner Scheunendach. Die Fenster darunter
sind allerdings gross und modern, denn was
in der Hotelleria zBhit ist nicht der zantikes
Rahmen als solcher, sondern saine Kombination
mit modernam Komior

Zu dieser Kombinato
rik gehort dann-auch die Bruchsteinmauer im
Erdgeschoss, Bruchsteinmauern sind nicht nur
Anleihen an Tessiner Folklore, sie sind teuer
und sagen daher elwas aus uber den Status des
Etablissemants. Und schliesslich die neckische,
nierenférmige Rabatte mit dem Springbrun-
nen, der, eine etwas kuommerliche Anspielung an
barocke Brunnenharrlichkeit, zum Verweilen
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1 figs. 9-10

Blrgenstock Hotel, Lucerne, driveway.

ginladt. Diese Rabatie ist modern. Sie hat Teil
an dar Nierentisch-Mode der Funfzigerjahre,
aber sie erinnert auch an brasilianische Park
landschaften von Roberto Burle Marx. Gleich
zeiltig dienen lhre Aus- und Einbuchtungen da-
zu, dem im Auto vorfahrenden Besucher zu
zwingen, im Schritt zu fahren; das wiederum
erhaht den Reiz, uberhaupt im Auto vorzufahren,
denn man wird mit dem Wagen zusammen ga
sehen. Ist doch der Wagen, vorab im Ferien
koniext, das Accessoire par exellence, er stei-
gert, dramatisiert Personlichkeit. [ Freilich, weann
man kainen Lamborghini oder keinen Merce
des fahrt, dann parkiert man besser ausserhalb
des Hotelbezirks, }

Dass dieser e Kurplatze gute Architekiur sei,
wird niemand behaupten (abgesehen vielleicht
vom Besitzer des Blrgenstocks selbst). Er ist
penauso langweilig wie |rgendeine Fabrikanten-
villa auf dem Zirichberyg oder i Tessin, Je-
doch erstens: unpratentidsa Langweila (st wenli-
ger argerlich als laute Wichtigtuarai. Und zwei
tens: s gibt keinen awingandan Grund, warm
gine komplexe und vielschichtige lkonographie
vie die hier vorliegende nicht auch zu einem
formal Gherzeugenden Ganzen zusammengefugt
werden kannte. Ein schweizerisches Beispiel
fiur ein solches Vorgehen wisste fch freilich
[roch) nicht anzugeben. Yorderhand sind noch
asauberas Losungen Trumpf, solche, die ais
reine Form erzwungen, ertrotzt sein wollan;

Die (nicht mehr ganz) sneue Monumentalitats

Beispiale von guten und sauberan Platz-
gestaltungen, die sich mit der zufalligan und
eunsauberens Shuation auf dem Birgenstack
vargleichen lassen, gibt es viele in der Schwaiz,
Der Platz ist ein wichtiges Anliegen der




Lfig. 11 Kallmann, McKinnell

& Knowles, Boston City Hall (1963).

Schweizer Architektur gewesen, insbesondere
seit 1950, und das trifft auch auf Amerika zu.
Sigfried Giedion (der Schweizer Architektur-
historiker, der seit 1938 von Harvard aus
wirkte), hat in dem Blchlein Architektur und
Gemeinschalft (1954) einige der |deale be-
schworen, die dieser Faszination mit dem Platz
zu Gevatter standen:

Die Siteation der Monumeante muss geplant wer
den. Dies wird maglich sain, wenn dia Neuplanung der
Mittalpunkte unserer Stidte im grossen Masstab vor-
genommen und diess Neuplanung dis Schaffung offenar
R s in den jetzt chao han Zant srminglichen
wird. In diesen offenen Riumen wird dia monumentala
Architektur den Ihr gemassen Platz finden. Dann wer-
dan sich monumantalan Bauten ausbraiten, denn, wis
Bauma wnd Pllanzen, konnén sie nicht zusammanga-
drangt warden. Erst dann kdnnen naus Gameainschalts
zentran sich bilden.’

Das Zantrum von Boston mit seinem bereits
postkartennotorischen Rathaus {von Kallmann,
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1fig. 13 Boston City Hall Plaza.

[

tfig. 14 Dolf Schnebli, Catholic
church, Oberentfelden, Aargau.

1fig. 12 Le Corbusier,
La Tourette convent (1958).

MeKinnell und Knowles) kann als eine Art Apo
theose jener aneuen Monumantalitits gelten,
von der Giedion und andere einige Jahre zuvor
im Rahmen der CIAM geschwirmt hatten,
Freilich, um dieses heroische Bild urbaner Ge
meinschaft realisieren zu konnen, musste in
Boston zuerst ein Teil der realen stadtischen
Gemeinschaft aufgekindigt, ein ganzes Quar-
tier zerstart werden, Solches war in der ¢«knau-
sarigens Schweiz nicht ochne weitares maglich,
und so war denn die «Regeneration des Ge-
meinschaftslebenss ein Anliegen, das in be-
scheidenerem Format praktiziert wurde: in eini-
gen reichen Stadten und Déarfern (16, 23)

aber vor allem im Rahmen Kirchlicher Zentran.
Man findet hier in zahlreichen Abwandlungen
Analoges zur Situation in Boston: die grosse,
durch Pflasterung und Stufen avermensch
lichtex Piazza und im Hintergrund das gestrang
herabblickende Architektur-Monument (13 bis

S

tfig. 16 Rolf Keller and Fritz
Schwarz, Muttenz town center.

Tfig. 15 Rolf Keller and Fritz
Schwarz, Muttenz town center.




fig. 19—
Toss-Zentrum,
Winterthur.

fig. 203
Ernst Gisel, School in
Engelberg, 1965-67.

Lfig. 17 Boston
City Hall.

1fig. 18 Court building,
Clayton, Missouri.

16} . Nur dass die gigantischen Ausmasse des
sen, was die Amerikaner «Civic Centary,
¥Plazan oder (exotisch) «Piazzas nennan, her-
abdimensioniert ist zum helvetisch-gemutli
cheren Dorfplatz. Oder zur aStitte der Bageg-
nungr, wia es die Cityverginigungen und Shop-
ping Centers neuerchngs ausdricken — denn
diase haben das Thama Gemeinschaft inzwi
schen ebanfalls entdeck!

Was diese architaktonischen Monumenta
van dem Flickwerk auf dem Burgenstock unter-
scheidet, das ist eben, dass sie relativ saubar
gind, d. h, dass die gine Thematik abwandein,
die architektonisch ist und um die abstrakien
Theman von Raum, Form, Konstruktion kreist.
Es gibt dusserst sensible, differenzierte Losun-
gen, wia etwa der schone Vorplatz einer Kirche
In Oberantfelden AG (14}, aber auch brutale,
wia etwa das Obergaricht in Aarau selbst, Mit-
telpunkt eines Mini-Civic-Centers. Hier wird
etwa gezeigt, wia unerhort dramatisch es
zugeht, wenn ein Betonpfeilar in die Schisse
eines Curtain Walls hinginfahrt. Auch das Rat-
haus von Boston ist zuallererst eine dramatische
Schausteliung statischer Krafte — immerhin
eing formal kontrollierte (22, 23}

Baide Beispiela wandaln ein architektoni
sches Thema ab, das eigentlich wenig oder
nichts mit der Funktion und der ¢Bedeutungs
cdes Baus zu tun hat. Indem sie das twn, geratan
auch sie — nolens volens — zum Symbol
Symbaol runachst fur statische Leistung. Dann
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1fig. 21 R.+E. Guyer Stettbach school in
Schwamendingen district of Zurich.

,_-.a.u

L

P
|

it

- =
T

Symbaol fur das Bemihen, sich um jeden Preis
vom: historischen und topografischen Kontext
abzuheben. Und schliesslich' Symbol fir eine
architektonische Aepsthetik, die den Kontakt mit
den einfachen, undramatischen und freund-
lichen Aspekten des Alltags abgebrochen hat

Fragwurdig an solchen Bauten ist nichl,
dass sie amoderny sind. Das sind sia ochnehin
nur im Hinblick auf-eiran fast antiguarischen
Begrift van Modarnitat, Fragwardig ist, dass sie
sich & tout priz um Heroismus und Originalitat
bemihen — wo doch das mit Witz gewlrzte
Maheliegande ganzlich ausreichen wirde. Das
MNahellegende: das wiire etwa in ainem Indu
strievarort wia Muttenz {15, 16) ein baslerisch-
kultivierter Verwaltungsbau, und eban nichl ain
Beton-Darfli in einem brutalistisch aufgemo
belten Landi-Stil
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tfig. 22 Boston City
Hall, detail.

tfig. 23 R. Meyer,
Headquarters of an electric

company, Aarau, detail.



tabloid genre that borrows its rhetoric from
BLICK headlines.3

Indeed, Keller’'s book was necessary
and useful. The situation it flags is alarming;
it needs to be discussed. Often enough,
Keller's observations hit the mark—as do
Blake's. Nevertheless, in the end both authors’
outrage sounds somewhat hollow. In hindsight,
and measured against the real challenges
at stake, the heroic posture and the apparently
irrevocable belief that people’s happiness
or distress depends on architecture is simply
grotesque. Granted the relevance of the issues
raised, more often than not the arguments
thrown into the debate are based on gross
generalization and platitudes. To present
a randomly chosen American “Strip” (Blake,
1964) or an ordinary Swiss road junction (Keller,
1973) as an epitome of “environmental pollution”
is just too easy (figs. b, 6). You don't have to
be a Touring Club fan to know that freeways
not only disfigure landscapes and settlements
but also provide access to them. Similarly,
road signs are neither good nor bad; as to traffic
signs in particular, they are an indispensable
means of organization and information along
streets and freeways.

Nor are the famous pictures documenting
the demolition of new housing blocks in
St. Louis, Missouri, the decisive evidence of
the “perversity” of modern planning principles
(fig. 7).4 Anyone with a modicum of impartiality
can see that what failed in Pruitt-lgoe was
not so much architectural principles as the
administration’s ability to coordinate those
principles with sociopolitical measures.
Had Yamasaki’s blocks been cut half in scale
and erected in a European suburb such as
Schwamendingen, rather than in an especially
neglected black ghetto in St. Louis, who
knows whether they might not be regarded
as a particularly successful component
of Zurich's cooperative housing program.

Luckily, Americans tend to treat false
pathos with a healthy skepticism. And indeed,
Blake's cry of alarm has by no means been
this critic’s last word. Nor did all his American
colleagues choose to move out to Las Vegas
to study the landscape that Blake had just
labeled as America’s junkyard. Meanwhile,
in Switzerland, when it comes to architecture,
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“progressive” journalism still considers it
appropriate to discuss its problems and chal-
lenges in terms of moral indignation and
metaphysical disgust. When will reporters
and critics take the time to open their eyes?
What will be the Swiss Las Vegas, the Swiss
“mirror on the wall”? Will it perhaps be the
Burgenstock, that elegant retreat for private
weekends and well-sponsored congresses

in the very heart of Switzerland?®

“Architecture” and Architecture

The hotel landscape of the Blirgenstock has
at least two things in common with the enter-
tainment resort in Nevada (though Miami or
any other American leisure landscape might also
serve as a paragon): it caters to a clientele with
a high age profile, and it pampers its customers
with architecture and interior decoration capable
of pandering to their secret social aspirations.
And it does so all the more successfully the
more consistent it is in avoiding outré “modern”
design. This is how the authors of Learning from
Las Vegas investigated the architectural symbol-
ism of Caesar’s Palace, one of the major casinos
in Las Vegas (fig. 8).8 In its ground plan, the
colonnade, which opens out in a large, envelop-
ing gesture toward the car park, recalls Bernini’s
St. Peter’'s Square in Rome. In elevation, howev-
er, it makes one think of Yamasaki. The main
building behind it is a kind of Gio Ponti baroque.
The sculptures standing between the columns
are reminiscent of the Canopus in Hadrian’s
Villa in Tivoli, although in this case they are
made of plaster and papier-maché and represent
imitations of Renaissance originals rather than
examples from antiquity. The four fountains
seem to want to outdo St. Peter's Square
in Rome (where there are famously only two).
Thus, amid a sea of parked cars, an image of
late Roman opulence is created with the help of
eclectic borrowings from both the Renaissance
and modern motel glitz.

What we are dealing with is an architectural
environment that fulfils its task not via abstract
criteria of “quality” but based on figurative
symbolism. The cour d’honneur at the core
of the Burgenstock hotel complex basically does
the same thing (figs. 9, 10). The reception
building (the top station of the funicular railway)
flaunts a Lucerne barn roof. As to the windows
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beneath it, they are large and modern, because
what counts in the hotel business is not the
"antique” or the “local” as such but its combina-
tion with modern comfort. The quarry-stone wall
on the ground floor is part of this architectural
combinatorics. Quarry-stone walls do not merely
refer to Ticino folklore. They are also expensive
and therefore give us a clue as to the status
of the establishment. Finally, the coquettish,
kidney-shaped border with its fountain,
surrounded by a pool—a somewhat meager
echo of baroque garden art—invites the passers-
by to linger. The border is modern. Its kidney
shape, a 1950s cliché, recalls the Brazilian
landscape gardens designed by Roberto Burle
Marx. At the same time, its indentation and
bulging force visitors driving past to travel
at a pedestrian pace. That, in turn, increases
the thrill of driving there to begin with—as it is
only in this way that you are seen in your car.
The car, after all, being the ultimate accessory,
especially on holiday; it enhances and dramatizes
personality (of course, if you are not driving
a Lamborghini or a Mercedes, you are more
likely to park outside the hotel precinct).

Nobody will claim that this “spa square”
is good architecture (apart from perhaps the
Burgenstock's owner himself). It is as boring
as any banker’s villa on Zurichberg or in the
Ticino region. But then, first, isn't unpretentious
boredom less annoying than noisy bumbledom?
Second (and more important): Why can’t
a complex, multifaceted iconography such
as the one displayed here be brought together
into a convincing formal whole? —To date,
| (still) cannot name a single such Swiss example.
Tidy solutions remain the trump cards. Such
buildings want to be seen as a triumph of
pure form over complex program and fuzzy
symbolism.

The (No Longer Completely)
“New Monumentality”

There are many examples in Switzerland of
well-planned urban or village squares that can
be juxtaposed to the arbitrary eclecticism of the
Burgenstock “plaza.” Design and orchestration
of public space enjoy a high status among
Swiss architects, especially since the 1950s,
and the same applies to the United States. In his
small book Architektur und Gemeinschaft (1956)
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[published in English as Architecture, You and
Me (1958)] Sigfried Giedion outlines a number
of ideals that appear to have spawned a global
fascination with squares:

“Sites for monuments must be planned. This will

be possible once replanning is undertaken on a large

scale which will create vast open spaces in the

now decaying areas of our cities. In those open spaces,

monumental architecture will find its appropriate

setting which now does not exist. Monumental buildings

will then be able to stand in space, for, like trees

and plants, monumental buildings cannot be crowded

in upon any odd lot in any district. Only when this

space is achieved can the new urban centers come

to life.””

Boston City Hall and the huge public plaza
at its foot are not merely an archetype of 1960s
urban design but a key example of the “New
Monumentality” that Giedion and others had
launched as a concept in the 1940s (architects:
Kallmann, McKinnell & Knowles). Unfortunately,
the sacrifice to be made for this celebration
of the idea of “community” was the de facto
eradication of the real community that previously
occupied this space—in fact, the ruin of an
entire neighborhood. Such sweeping measures
would be difficult to carry through in tiny
Switzerland, given the grassroots culture of
direct democracy practiced there. Hence it was
in the format of small public spaces in some
well-to-do Swiss towns and villages that the
“regeneration of public life” was tested as
an architectural theme (figs. 16, 23)—to be
further refined in church centers, where Boston
with its large piazza, “humanized” by cobble-
stone paving and steps, with a “monument”
grimly peering down upon it from behind,
is echoed in miniature format (figs. 13 to 16).
Elsewhere, the American “civic centers” —or
rather “plazas” and (exotic) “piazzas” have
been downsized to the more congenial Swiss
village square. Or into “Statten der Begegnung’
[sites for encounters], as developers of
downtowns and shopping centers like to call
them—now that they, too, have discovered
the theme of community.

What distinguishes the ecclesiastic or civic
“piazzas” just referred to from the Blirgenstock
patchwork is the fact that they focus on abstract
qualities of space, form, and construction. The
spectrum goes from carefully scaled solutions
—an example is Dolf Schnebli’'s beautiful church
forecourt in Oberentfelden, Aargau (fig. 14)—

’
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lfig. 25 Dr. J. Dahinden,
lfig. 24 Catholic church, Dielsdorf,
Holiday Inn, sign. Canton of Zurich (1962).

tfig. 29 E. Rausser, Church in the Canton of Bern.

1fig. 26 Polynesian restaurant on
an arterial road of Boston.

Schweizer Enten-Architektur

Dia Schweizer Landschaft ist inzwischen
angereichert mit Bauten der heroischen Art, hiu-
fig sogar sehr qualitatvollen, Unter ihnen gibt es
viele, die ein vorkragendes Obergeschoss vor-
zeigen, von lamellenformigen Stitzen in die
Héhe gehoben. Diese Form, welche die Entwer
fer der Boston City Hall ihrerseits von Le Cor-
busier (La Tourette) Ubernommen haben, ist
inzwischen zu einer Art international salon
fahigem Imponierschema geworden. lhre Bot
schaft ist beinah ebenso universal verstindlich

tfigs. 30-31 Gas station in Mistair, Graubtinden.




1fig. 32 Walter M. Forderer, Catholic church,
Bettlach, Solothurn.

wig digjenige des cHoliday Inns Signals; sie
sAchtung: hier war ein modernar
Architekty. In selchen Bauten wird Konstruktion
ZLIET [.Ilrr.'-'.'nr-rnl ihrer seibst, Wenn man, wie
Venturi es getan hat, das Feld heutigen Bauens
aufteilt in Bauten, die applizierte Dekoration
aufweisen und salcha, die selber plastisch
inszeniarte Dekoration sind, dazu falit eben das
entenfdrmige Entenrestaurant von Mew England
plotzlich in dieselbe Kategorie wie ain bruta-
listischer Monumentalbau (33). Dass Venturis
Skizze rahm ist vergl an mit Schwelzer Beton
kirchan ist vielleic cenkenswertl. Kirchen
als Enten? — Ist etwa vieles von dam; was
im Schwaizer Kirchenbau an Kreativitat und
Criginalitat produziert und {mit Hilfe dieser
Begriffe) vermarkiel wurde, efine raligiose Sub
species von Gaststatten — oder Ausstellungs-
architektur? Hat der gute alte Pater Meyer am
Ende noch Recht:
scha Formen, Chickl der -Ausstellun
ar- |'l.r1I 3t 40 sf aul die Kircha
Auzatellungs-
s jeschmackvolls Ralse-
spokie liegen am

nesst a8

pavithon des lia
agantur ina Jans

, Mosaiker
MNatirlich hat er Recht, aber er sagt bloss
dia Halfte. Denn nicht nur sehen Kirchan wie
Ausstellungspavillons aus, die Rechnung klappt
auch in umgekehrier Richtung: Einkaufszentren
prasentioren sich ais vorgaschichtliche Hailig-
tmer mit Gotterthronen und Sakraments-
hauschen in der Form gigantischer Menhire.
Waohl gibt es katholische Gotteshauser, die

— stunden sie an der Route 2 nordlich von

furg

lfig. 33 R. Venturi, “The Duck,”
from Learning from Las Vegas.

Boston leicht mit einem polynesischen Re
staurant verwachsealt werden kinnten {25, 26)
und das ist auch-gar kein Zufall, wo doch der
hier-fragliche Architgkt vorab im ".‘-?._.-.’.TH::F!F‘-
und Unterhaltungsressort rencmmiert ist. Doch
anderersaits gibt es z, B, in Graubinden Tank
stellen, wo die gute Grenzlage und der damit
tusammenhangende Benzinumsatz in ainem
sakularisierten Glockenturm seinen Ausdrock
findet: Tank-Kapellan also, in deren Sakristeien
Proviant feilgeboten wird (30, 31).

MNun ist s ja nicht 50, dass die Bindner
Tankstelle absichtlich als Sakralbau oder dig
Zircher: Landkirche als Nachtklub sich dar
stellen will, Gemaint it in diesen Féllen aine
abstrakte, semantisch unhelastete akunstleri-
sche Oualitatu, Aber eben: dig Absichl, in guter
alter moderner Tradition Symbolik zu vermei
den, ist keine ausreichende Gar e dafdr, dass
die auch tat lich ausbleibt, Es wiirde sich
also lohnen, einen Versuch zu machean, sie
wieder in den Griff zo bekommen: zumindast
safern mit Architekiur tatsachlich etwas die
Benltzer Betraffendes nuqnm’rr uckt werden soll

Es konnte indes sein, dass heuta die beton-
selige Imponiersakralitdt wie auch weniger
pampd Moden der Sechrigerjahre durch sehr
vial trivialere Realititen bedroht sind. Schon
schaint das System eine deutlich siraffere
Gangart gingeschaltet zu haben. Die Stunde der
Wahrheit schiggt vielleicht an Orten wig —
Spreitenbach, grad ausserhalb Zirichs, Vor
zehn Jahran e wstand da ein grosses Einkauts
ZEnirum, Ve t und verputzt in sehr viel
Architekiur: mit maurisch gekurvier Aussen
form sowie Piazza und Platscherbrunnen im
Lichthof {35). Zehn Jahre spater wird unmittel-




to examples of singular banality, such as the
recent high court building in Aarau, which
functions as the backdrop to a mini civic center.
What a glorious spectacle that is: the boldness
of a concrete pillar driven into the coattails of

a curtain wall. Sure, Boston City Hall, too, is first
of all a demonstration of static forces—a highly
controlled one in comparison (figs. 22, 23).

Both examples play with architectural themes
that are basically unrelated to the function
of the given building and even more so to its
“significance.” In doing so, they, too, become
symbols—whether intentionally or not: first,
for dramatizing load-bearing performance;
second, for celebrating an architectural aesthetics
that has severed its ties to the simple, undramatic,
and friendly aspects of everyday life.

What is questionable with buildings like
these, however, is not that they are “modern”
(whatever that may mean) but that they strive
to achieve heroism and originality at any price,
where a more obvious solution, perhaps
laced with a little humor, would have sufficed.

In an industrial suburb like Muttenz, the obvious
might have been to highlight the town’s smoothly
running administration by way of an elegant
curtain-wall office building as would be done

in nearby Basel, rather than to drape it as

a pepped-up post-Ronchamp-style concrete
village (figs. 15, 16).

Swiss Duck Architecture

In the meantime, the Swiss landscape has
been enriched with buildings of the heroic kind,
some of considerable design quality. Many of
them boast of a massive volume containing one
or more floors and placed on supports that
allow for generous public space below. Slatted
profiles at times dramatize the spectacle,
hanging from the upper floors like inverted
crenellations. That order seems to have become
a universal pathos formula for public buildings.
The designers of Boston City Hall derived it from
Le Corbusier (La Tourette). Its message is almost
as universally understandable as a Holiday
Inn sign: it says something like “Attention:
Here comes serious architecture.” In such
buildings, construction itself becomes
ornament. If, as Venturi has done, the field
of contemporary building were divided into
structures with applied decoration and ones
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that are themselves sculpturally staged decora-
tion, then the legendary duck-shaped duck
restaurant in Long Island can’t help ending up
in the same category as a brutalist monument
—be it a city hall, a high school, or a church
(fig. 33).

Churches as ducks? Could it be that much
of the work produced in the name of creativity
and originality in Swiss church building is
ultimately to be ranked as a religious subspecies
of restaurant and exhibition architecture? —
Was good old Peter Meyer ultimately right?

“Technical forms, the chichi of exhibition architecture

and the haut-godt of the graphic designer are applied to

the church, which has now become an exhibition pavilion

of the Lord, a tasteful travel agency to the beyond —with

free brochures presented at the entrance. It fidgets in

a permanent St. Vitus dance of architectural geniality and

‘'waywardness,’ equipped with super-archaic or infantile
sculptures, mosaics, paintings ..." 8

Of course, he is right, except for telling only
half the truth. Not only do churches resemble
exhibition pavilions; it works the other way
around too: shopping centers present them-
selves as prehistoric sanctuaries with divine
thrones and tabernacles in the form of enormous
menhirs. Some Catholic churches in Switzerland,
if they stood along Route 1 north of Boston,
could easily be mistaken for a Polynesian restau-
rant (figs. 25, 26). Nor is that a coincidence,
since the architect in question is famous for the
magic of the gastronomic and entertainment
resorts he designed. And there are gas stations
in the Grisons where the benefits of their border
location and the resulting high gas sales are
transfigured into secularized bell towers: gas-
station chapels, with tabernacles offering
supplies for the journey (figs. 30, 31). Not that
the Grisons gas station deliberately intends to
resemble a sacred building, or that rural churches
in the Zurich region mean to look like nightclubs.
Clearly, the intention in these cases is nothing
but semantically unburdened “artistic quality.”
However, the aim of avoiding symbolism does
not prevent it from actually happening. Hence, it
would be worth attempting to regain an element
of control over that phenomenon—at least so
long as architecture is thought to express values
relevant to and shared by its users.

Granted that today, with the oil crisis, the
luxury rhetoric of bunker sacredness and other
less pompous fashions of the sixties may have
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to face much more trivial challenges. The
system already appears to have initiated a much
tougher approach to expenditures altogether.
Spreitenbach, just outside Zurich, may be one
of the locations where the moment of truth
appears in its most naked fashion. Ten years
ago, a large shopping center was built there,
packed and plastered in a great deal of architec-
ture: with a curved, Moorish envelope in
concrete, a piazza as well as a fountain in the
atrium (fig. 35). Ten years later, a new version

of a shopping center is being erected directly
beside it (fig. 36). Architectural packaging is

no longer thought to be essential. In the days

skimmed down. A simple container will do—
one of those boxes lying around along our
freeways in all colors and sizes. The savings

in architecture are canceled out by the additional
energy costs: such boxes are completely sealed,
both visually and climate-wise. And they are
tidy (fig. 37). Architecture, design, form,

and symbolism are suddenly reduced to the
“cheerful” coloring of facades and the eclectic
decor inside: the familiar folklore of good old
Swiss graphics and the cool magic of neon light
will do the job. The tone has been set: Switzer-
land is about to show its big brother how to

do things better with “ducks and sheds.”

of discount retailing, design costs are radically

ENDNOTES

1 Grumbling about Swiss “thriftiness,”
“lack of courage,” and a general feeling
of cultural gridlock as opposed to

the dynamism of life and art in America
is a recurrent theme in statements

by returning “expatriates.” See for
instance Max Frisch, “Cum grano salis,”
Werk (October 1953): 325-29.

2 Robert Venturi, Complexity and
Contradiction in Architecture (New York,
1966), 103; and R. Venturi, D. Scott
Brown, and S. Izenour, Learning from
Las Vegas (Cambridge, MA, 1972).

3 In the meantime, Blake himself has
turned the tables on modern architecture,
in whose name he castigated the vulgarity
of the “Strip” in 1964. His article on

“The Folly of Modern Architecture” was
even published in Reader’s Digest

(May 1975) (orig. pub.: “The Folly of
Modern Architecture,” Atlantic Monthly
(September 1974)).
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4 The Pruitt-lgoe project is a
36-million-dollar social housing project
consisting of 33 eleven-story housing
blocks (architect: Minoru Yamasaki;
construction began in 1955). In 1969,
an average of one murder a week was
committed in the new public housing
project. As a result, four of the blocks
were demolished by the Army Corp

of Engineers, and the remaining buildings
were evacuated.

5 Birgenstock was chosen as an
example after the present considerations
were presented as a conference paper

at an FSAI [Fédération Suisse des
Architectes Indépendants] seminar held at
the Grand Hotel Biirgenstock, June 1975.

6 Learning from Las Vegas, 48-51.—
See also archithese, 13 (1975).

7  Sigfried Giedion, Architecture,
You and Me (Cambridge, MA, 1958), 50.

8 Peter Meyer, “Lourdes-Grotten und
Verwandtes,” Schweizer Monatshefte
(October 1974), 463ff. The art and
architectural historian Peter Meyer was
editor in chief of the Swiss architectural
journal Das Werk from 1930 to 1942.
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lfig. 34 E. Naef + G. Studer,
Catholic Collegiate Church in Sarnen,
Obwalden.

Architektur, Design, Form und
Symbaolik wumpien da plétzlich zusammean
auf die afrdhliches Bemalung der Fassaden und
das Dekar im Innern; auf die 50 populare, gute
Schweizergrafik und den kiahlan lllusionizmus
von MNeon-Licht. Die Weichan sind |angst ge-
stellt: die Schweiz ist daran, smit Enten und
Schuppens dem grossen Bruder zu zeigen, wie
man es basser macht.
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metropolis réduite

tles gratte-ciel de New York sont trop
petits.»

Le Corbusier, 1935

(d aprés Quand les cathérales étaient
blanches)

Lorsque |'on considére les réactions des
architectes européens face au phénoméne du
gratte-ciel amdéricain des années vingt, on a
I'impression que les architectes américains
acceptaient avec complaisance la profifération
de ce type de construction, qui — aux yaux de
Le Caorbusier par exemple — aurait pu étre
maitrisé & son avantage. Bien sir ces réactions
datent d'une epoque ol 'Europe n'avait pas
ancora a faire face & cette rédalité de la cons-
truction de gratte-ciel. Pour un Le Corbusier ou
un Erich Mendelsohn le gratte-ciel américain
devint un objet & la fois d’'envie ot da dérision,
parce qu'il n'y avait rien de comparable en
Europe et parce gue les architectes européens
avaient I"impression gu'ils auraient pu en faire
quelgue chose de mieux.

D’autre part les effets douteux et méme
paernicieux de la construction 'de gratte-ciel
commengaient & se faire sentir pour las archi-
tectes américains. Méme si ces derniers
acceptaient et exédcutaient des commissions
pour des gratte-ciel, lls manifestaient une car-
taine ambivalence au sujet d'un dévelappamant

Metropolis: verklainert

Dis Zwanzigerjahre bedeutaten {0r New York einan
Boom, Insbesonders was den Bau von Wolkenkratzem
anielangt, deren Dimensionen sich sprunghait vergris-
sartan. Haufig zelgen diess Wolkenkrazter einen raichen
Fortalschmuck — entweder gemalt oder als Raellef. Im
allgameinon wird hier ain verkisinartas Modell das
batreffanden Baus angeordnet. Diese Modellwledargabe
soll offenslchilich dam Besucher ain klareres und fass-
barares Bild des Bauves varmitteln — desgen Form sin
silus sufgrund seiner Dimensionen unverstindiich ge-
warden ist. insbesondere unter den Bedingungen der
New Yorker Zonenordnung, die eine stufenfdrmige

22

apparemment inexcorable, influencé plus par
des facteurs économiques gque par la planifi-
cation architecturale, L'impression que |"archi-
tecture n'était plus contrdlée par la profession
architecturale est reflétée dans le livre de
Edwin Avery Park, New Backgrounds for a New
Age. paru en 1927, dans lequel il déclara:

slarchitects auralt pu tout aussi blen ne jamals
avoir perdu son tamps & apprendre & dessiner. Son
travail a5t maintanant celui d'un ingénisur financier, il
pazse son temps & faire des coupes, & gratter ot &
maniar le chausse-pled. sssayant de produire quelgue
chose, sans avoir le temps de se soucher trop de quol la
chose aura 'air . ., L'art ot Parchitecture ne fonctionnant
plus sur s base du mécénat, Larchitocture est antrée
dans la compétition moderng de la survie par "adé-
quation.s '

L'idée que |'architecte n'est plus qu'un
simple technicien au service du spéculateur
foncier a été axprimée encore plus criment par
Sheidon Cheney, dans The New Waorld Archi-
tecture, de 1930:

ePeut-dtre la ,Commarcialisme’ est-il ls nouveau
Dleu — ssulement trop puissant of trop séduisant — pour
loguial les hommes construlsent aujourd tui lsurs struc-
tures les plus larges, lez plus colteuses ot les plus
laudatives. Pour cette cause ils construlsent da plus en
plus haut, ils concentrent toujours plus d’activitd dana un
aspace au ol toujours plus reduit, dérobant 1s lumidre
ot I'alr du volsin, enregistrant pisusamant dans leurs
strugturas exploitation, qui est la main draite du
Commercialisma,

Staffelung des Bauvolumens fordarta,

Dardbarhinaus sieht dis Varfasserin hior ainon
Ausdruck des Iwelfels und des Zigerns saitens der
Architekten in Anbatracht sines Bavens, das sich stindig
i gigantischeren Ausmassen aufbliht — ja sa scheint
hiar Bin Versuch worzuliegen, den menschlichen Mass-
stab und die Natur In dis neve Baulorm heribarzuretten
~ nachdem diese Qualitdten aus ihm da facto aliminiert
warden sind, Diess spozielle Bemihung der amerika-
nischan Architekten (lir die a4 auch schriftliche Mach-
walse gibt) ist wader von don Filmregissauran noch
von den Fotographen der Epoche aufgegriffen wordar,
Diese haban gane im Gaganteil die spektakuliren und
dramatischen Aspekte des Wolkenkratzers vecherrlichs,



Shrunken
Metropolis

“New York's skyscrapers are too small.”
Le Corbusier, 1935
(from When Cathedrals Were White)

When one considers the reactions of Europe-
an architects to the American skyscraper
phenomenon of the 1920s, one gets the sense
that American architects looked on complacent-
ly as this new building typology proliferated.
Others—for example, Le Corbusier—held that
it might have benefited from further refinement.
Of course, these reactions date from a time
when Europe had yet to be confronted with the
reality of skyscraper construction. For someone
like Le Corbusier or Erich Mendelsohn, the
American skyscraper became an object of envy
and derision alike, because nothing in Europe
compared to it, and because European archi-
tects felt they could have made rather more of it.

On the other hand, the questionable, perhaps
even harmful effects of skyscraper construction
were beginning to be felt by American archi-
tects. Although they accepted and carried out
commissions for skyscrapers, they displayed
a certain ambivalence toward what seemed
like unstoppable growth influenced more by
economic factors than by architectural planning

Rosemarie Bletter

Author:
Rosemarie Bletter

Source:

archithese, 18 (1976):
22-27

Translated by:
Brett Petzer

considerations. The impression that architecture
was no longer under the control of the architec-
tural profession is reflected in Edwin Avery
Park’'s 1927 book New Backgrounds for a New
Age, in which he writes:

“The architect might as well never have wasted his

time learning to design. His job is now that of a financial
engineer, his time spent cutting, scraping and shoe-
horning, trying to produce something, without time

to worry too much how that thing will look. ... Art and
architecture no longer function upon a basis of
patronage. Architecture is competing in the great
modern struggle to survive through fitness.”?

The idea that the architect had become a mere
technician in the service of property speculators
was expressed even more bluntly by Sheldon
Cheney in The New World Architecture in 1930:

“Perhaps Commercialism is the new God, only too
powerful and alluring, to Whom men are building today
their largest, costliest, and most laudatory structures.
In this service they are building higher and ever higher,
concentrating more and more activity in less ground
space, stealing light and air from their neighbors,
piously recording in their structures the exploitation
that is [the] right-hand attribute of Commercialism.

At any rate, the skyscraper is the typical building
of the twentieth century. New York City, to be sure,
... sees the rise of scores of business buildings larger,
more honest in methods of construction and in
purpose ..., and more expressive of contemporary
living. Business rules the world today, and as long as

I: Historicity and Meaning 111



business can best be served where many offices are
concentrated in one small area, in buildings designed
as machines for the efficient discharge of buying,
selling, trading, banking, law disputes, gambling,
and exploitation, business architecture will be
supreme.”2

American architects were caught between the
realities of the market and a cultural mythology
that favored agrarian ideals, the notion of

a limitless countryside, and Rousseau’s belief
in the superiority of rural life over city living.
The resulting uncertainty found its strongest
expression not in the general appearance of
the skyscraper but in its architectural ornamen-
tation, an area more likely to escape the kind
of control that owners exercised over the
building’s marketability.

For example, in William Van Alen’s Chrysler
Building (1928-30), the very elaborate painted
ceiling just over the threshold of the lobby
depicts a scaled-down Chrysler Building.

The lobby of the Empire State Building,

by Shreve, Lamb & Harmon (1930-31), includes
a metal relief of the building (fig. 1). And

above the entrance to 60 Wall Tower by Clinton
& Russell and Holton & George (1930-32),

one sees a sculpted model of the building itself
(fig. 2).

The placement of these miniaturized replicas
near street or lobby entrances has an obvious
purpose: to give employees a clear understand-
ing of the form of the building they are entering.
This is because the general form of the large
buildings erected in the 1920s could be appreci
ated only from a considerable distance. Seen
up close, their silhouette is impossible to read
due to the effects of foreshortenings and
obstructions. From the sidewalk, moreover,
everything above the first setback in the facade
is generally lost to view. Architects were clearly
also invested in maintaining the “legibility”
of their buildings despite their immense size.
This concern with making architecture tangible
was articulated in the nineteenth century by
John Ruskin and reworked for the American
context by Louis Sullivan. However, while
Ruskin’s and Sullivan’s intention had been
to make the overall outline of a building more
readily discernible, only in the New York building
boom of the late 1920s was it deemed
necessary to provide every skyscraper with
a diminutive version of itself.
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There may be a second reason for these
efforts to diminish the scale of the building,
one that has nothing to do with a concern for
legibility. These scaled-down projections may
well reflect the architect’s true ideals. That is,
this may be a curious reversal of the old conven-
tion by which a scale model served as a stand-
in for the larger structure that was wanted.
Here, the small-scale replicas of these buildings
that seemed so colossal at the time may well
be closer to the intentions of the architects,
who were discomfited by the construction
of buildings they saw as oversized.

The 500 Fifth Avenue Building (1930-31)
by Shreve, Lamb & Harmon offers one more
example of this reduction in scale. In a bas-relief
above the entrance, a kneeling figure wearing
a peplos presents a model of 500 Fifth Avenue,
possibly serving as a kind of Tyche, or protector
of the site (fig. 3).3 In this example, where the
architectural model appears alongside a human
figure, the building’s proportions are even more
readily measurable, scaled down to less than
human height. If Tyche were standing, 500 Fifth
Avenue would reach to about the height of
the reeds. The same can be said of the Fuller
Building by Walker & Gillette (1928-29).
In the presence of two athletic male figures,
the stylized “skyline” is reduced to the dimen-
sions of a small decorative balustrade (fig. 4).

These miniature replicas can thus be regarded
as commentary on the buildings they decorate.
They retain a sense of the human scale that
no longer exists in the skyscrapers themselves.
Many skyscraper architects seem to have shown
some hesitation in taking on the design of
mammoth office towers. However, the romantic
power and visual drama of the skyline that
was starting to emerge in the 1920s still made
a deep impression on most American artists,
photographers, and filmmakers. For example,
in 1922 the artist Charles Sheller and the
photographer Paul Strand made a film dramatiz-
ing the skyscrapers of Manhattan. Entitled
Manhatta, after a poem by Walt Whitman,
it almost never shows skyscrapers from street
level. Instead, the camera is either aimed at
the summit, or, for even greater dramatic effect,
placed on the roof, plunging straight down to
the streets below. Here, human beings are mere
minutiae in the cityscape. The exaggerated
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Lfig. 1 Shreve, Lamb & Harmon, 1930-31. 1fig. 2 Clinton & Russell, Holton & George,
Empire State Building. Lobby. 60 Wall Tower, 1930-32. Detail of the entrance.
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car, wus de prés, leur silhouette devient totale-
ment incomprehensible & cause des effets de
raccourcis et des obtructions; et en général

du niveau du trottoir tout ce qui se trouve au
dessus du premier «set-backs (retrait) de la
fagade est perdu pour le regard. |l est égale-
ment eévident que les architectes avaient intérét
a ce que leurs constructions restent alisibless
malgré les obstacles de la taille gigantesque.
Cette préoccupation de rendre |'architecture
tangible a &té articulés de manidre succincte

au dix-neuviéme siécle par John Ruskin et fut
reprise at adaptée au contexte américain par
Louis Sullivan, Cependant, alors que |'intention
de Ruskin et Sullivan avait 6té de rendre la
définition globale d'une construction plus fa-
cilement discernable, il semble que le besoin
de pourvoir les gratte-ciel de leur propre ver-
sion miniature n‘ait pas &té ressenti avant le
boom de la construction & New York a la fin des
années vingt.

Il peut ¥ avair une deuxiéme raison & cetta
tentative de réduire la taille de "édifica, qui
n‘a rien a voir avec le souci de lecture. En fait,
ces projections miniatures pourraient bien &tre
des réflexions sur les vrais idéaux de |"archi
tecte. En d’autres termes, on constate un cu-
rieux renversement des anciennes conventions,
selon lesquelles le petit modale était d'habitude
un remplagant pour la structure plus large
qui était désirda. lci les petites répliques de ces
constructions, qui semblaient alors gigan-
tesques, pourraient bien se rapprocher de I'in-
tention idéale des architectes, qui étaient in-
commodés par |"exécution de structures qu'ils
trouvaient trop larges.

Dans le 500 5th Avenue Building (1930
a 1931} de Shreve, Lamb & Harmon, on trouve
un exemple de plus de cette réduction d'échelle.
Dans un bas-relief au-dessus de |'entrée une
figure & genoux, vétue d'un peplos, présante un
modéle de 500 5th Avenue — paut-étre un sorte
de Tyché protectrice des lieux® (fig. 3). Dans
cet exemple-ci, dans lequel le modéle architec-
tural est accosté avec une figure humaine, les
proportions de I'édifice deviennent encore plus
clairement mesurables — |"édifice étant réduit
a une échelle inférieure 4 celle de I'homme.

Si Tyché était debout, 500 5th Avenue attain-
drait & peu prés |la hauteur des anches. On peut
faire la méme remarque au sujet du Fuller
Building de Walker & Gillette (1928—29). Deux
athlétiques figures masculines réduisent le
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1fig. 3 Shreve, Lamb & Harmon, 500 Fifth Avenue,
1930-31. Detail of the entrance.
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askylines stylisé aux dimensions d'une petite
balustrade décorative (fig. 4).

On peut ainsi considérer ces répliques
miniatures comme des commentaires sur les
edifices-méme qu'elles décorent. Elles con
servent un sens de I"échelle humaine qui
n'existe plus dans les gratte-ciel eux-mémes.
Cependant, alors que beaucoup d'architectas
de gratte-ciel semblent avoir manifesté quelque
hésitation dans leur conception d’'une tour
géante pour bureaux, la plupart des artistes
americains, photographes et cinéastes, étaient
encore trés impressionnés par la puissance
romantique et I'apparence dramatique offerte
par le skyline qui commencait & émerger dans
les anneées vingt. Par exemple en 1922 |"artiste
Charles Sheller et le photographe Paul Strand
firent un film de Manhattan, intitulé «Man-
hattas, basé sur un poéme de Walt Whitman,
dans lequel les gratte-ciel sont romantisés. Les
edifices ne sont presque jamais montrés du
niveau de la rue, mais la caméra est soit pointée
vers les sommets, ou bien — avec un effet
encore plus dramatigue — placée sur le toit dun
gratte-ciel, plongeant abruptement vers I'abime
de la rue. Les &tres humains ne sont plus rien
que de minuscules incidents dans le paysage
urbain.* Les points de vue exagérés utilisés par
Sheller et Strand ont été utilisés de maniére
encore plus écrasante dans le film de Fritz Lang




1fig. 4 Walker & Gillette, Fuller Building, 1928-29. Detail of the entrance.
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Ce méme point du vue & sensation, dés
humanisant et mélodramatique, tel que |'ont
employé Sheeler, Strand et Lang, est encore
perceptible dans les photographies que Bere
nice Abbott fit de la ville de New York dans les
années trente. Ainsi, pour tous ceux qui n'étaient
pas directermant impliqués dans leur construc
tion — que ce soit les architectes européens
ou les artistes et photographes américains — les
gratte-ciel conservérent leur image de puis-
sance lyrique et spectaculaire jusque dans les
annéeas trente,

Il y a encore un autre élément de la décara-
tion architecturale des constructions des
années vingt, qui, de méme que la réduction du
gratte-cial, jette un doute sur 'acceptation sans
réserve par les architectes du boom de la cons-
truction. Par exempla le Lowell Building de
Churchill & Lippmann {(1926) posséde au
dessus de son entrée une mosaique octogonale
qui montre un paysage de gratte-ciel parsemé
de verdure, avec des arbres au premier plan
{fig. 5). Cette image suggére une vue de Man-
hattan du beau milieuw de Central Park, et I'on
peut y voir une référence nostalgique & la na
ture car les gratte-ciel y sont représentés bien
moins distincternent que les arbres. De méme
le large bas-relief au-dessus de I'entrée du
Daily News Building de Raymond Hood (1929
a 1930}, utilise un écran de nuages pour cacher
un panorama de gratte-ciel qui serait sans cela
fort impressionnant (fig. 6). Et de ces nuages
surgissent, de facon tout & fait surréaliste, des
joueurs de tennis et des cavaliers, comme si le
nirviana était une partie de plein air. L'ambiva-
lence entre |'espace construit par I'homme et
I'espace naturel est ici résolu par la collusion
des deux

De méme on peut sentir cet élément de
nostalgie pour une communauté pré-urbaine, ou
du moins une incapacité de vouloir choisir
entre la ville et la campagne, dans les pages
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dessineées par Hugh Ferriss dans sa Metropolis
of Tamarrow, de 1929, Le skyline de Manhattan
a5t souvent rendu de telle maniére qu'on est
porté a penser 3 des pics rocheux et 4 des
hautes chaines de montagnes, si bien que maon-
tagnes et gratte-ciel deviennent des images in
terchangeables, et le besoin de faire un choix
antre les deux est ainsi éliminé. Le Rockefeller
Cente mmence a la fin des années vingt
mais pas acheveé avant les années trente, prit

part également dans les premiéres versions du

Selon un des premiers projets des Associated
Architects, les set-backs des niveaux inférieurs
si que le toit devaiant &tre utilisés pour des
jardins suspendus re par des ponts, et
auraient di étre publi Le plu and com
plexe de I'épogque devait donc aussi avoir
une place au paradis. Cet aspect da I'édifice,
proposé par les architectes, fut toutefois rejeté
par les promoteurs durant la dépression &écono
mique comme étant trop colteux.*

Aprés les années vingt, quand les orne-
ments architecturaux commencent 3 étre util
sés de moins en moins fréquemment, le com
mentaire visuel sur le gratte-ciel et la ville con-
tinue principalement dans les films, qui suivaent
la voie engagée par les artistes et les photog
raphes, en fais ine mythologie de ces repré
sentations exagéremment spectaculaires. Les
scenes de New York dans les années trente sont
rarement réalistes. Manhattan y apparait
commae le lieu des night clubs souterrains et
des attiques de millionaires. La ville au niveau
de la rue, le niveau de I'expérience commune
n'apparait presque jamais. Au contraire beau
coup de films suggérent une hyperbole drama
tigque et une fuite de la ville. Dans un film ty
pique de 1930, Madam Satan, de Cecil B, de
Mille, le point culminant est un bal masqué a
bord d'un dirigeal us de
Mank
termes:
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perspective used by Sheller and Strand became
even more overwhelming in Fritz Lang’'s Metrop-
olis (1926-27), for which the Manhattan skyline
was also a primary inspiration. Lang arrived

in New York in 1924, and, while waiting on
board for permission to disembark—Germans
were then still viewed as the enemy—he
watched the city from his ship, at anchor in

the Hudson River, and

“looked out into the streets at the dazzling lights and the
slender buildings—and there ... conceived Metropolis.”5

The same dehumanizing, melodramatic perspec-
tive used by Sheeler, Strand, and Lang can

still be seen in Berenice Abbott's photographs
of New York City in the 1930s. For everyone not
directly involved in their construction—whether
European architects or American artists and
photographers—the skyscrapers thus retained
an image of lyrical and spectacular power into
the 1930s.

One more element of the architectural
decoration of buildings in the 1920s, in addition
to the miniaturization of skyscrapers, raises
doubts about architects’ acquiescence to
the building boom. For example, Churchill &
Lippmann’s Lowell Building (1926) has an octa-
gonal mosaic above its entrance, depicting
a landscape of skyscrapers dotted with greenery,
with trees in the foreground (fig. 5). This image,
suggestive of Manhattan seen from the middle
of Central Park, is a nostalgic reference to
nature, since the skyscrapers are much less
distinctly rendered than the trees. Similarly,
the large bas-relief above the entrance to
Raymond Hood's Daily News Building (1929-30)
employs a screen of clouds to obscure a
skyscraper panorama that would otherwise
be very striking (fig. 6). Moreover, tennis players
and horse riders rise surreally from these clouds
in a sort of Nirvana of outdoor pursuits.

The ambivalence between the man-made
and the natural environment is resolved here
by superimposition [collusion].

One can likewise discern an element of
nostalgia for a preurban community, or at least
an inability to choose between town and coun-
try, in the drawings of Hugh Ferriss in Metropolis
of Tomorrow, published in 1929. Here, the
Manhattan skyline is often rendered in a way
that evokes rocky peaks and high mountain

Rosemarie Bletter

ranges, so that mountains and skyscrapers
become interchangeable images, obviating the
need to choose between them. The Rockefeller
Center, begun in the late 1920s but not completed
until the 1930s, also featured in this urban/
exurban schizophrenia, at least in its early
incarnations. In one of the first models produced
by Associated Architects, the setbacks on the
lower levels, as well as on the roof, were to be
used for hanging gardens connected by bridges
and open to the public. The largest urban
complex of its time was thus also intended
to take up its place in paradise. However,
this proposal by the architects was rejected
by Depression-era developers as too costly.®

After the 1920s, when architectural orna-
ment began to be used less and less frequently,
visual commentary on the skyscraper and the
city continued mainly in film. Filmmakers built
on earlier work by artists and photographers to
create a mythology around these exaggeratedly
spectacular representations. As a result, depic-
tions of New York in the 1930s are rarely
realistic. Manhattan is presented as a place
of underground night clubs and millionaires’
lofts. The city is hardly ever shown at street
level, at the level of everyday life. On the
contrary, many films suggest dramatic hyper-
bole and escape from the city. A typical film
from 1930, Cecil B. DeMille's Madam Satan,
culminates in a masked ball aboard an airship
hovering over Manhattan. The script summarizes
the plot in these terms:

“Wealthy socialite Angela Brooks finds she is

losing the love of her husband, Bob, to a wild young

showgirl named Trixie; ... she sets out to recapture

her husband by taking on the personality of the

mysterious ‘Madam Satan.” At a costume party

given aboard a giant dirigible, Angela entrances her

husband by her modish vamping, amidst a spectacular

electrical ballet in which characters simulate every-

thing from sparkplugs to lightning bolts. After she

has successfully ensnared him, the dirigible is struck

by lightning, and the guests are forced to parachute

from the ship, Angela giving hers to the distraught

Trixie. Realizing his love for Angela, Bob gives

her his parachute and dives from the ship, suffering

only minor injuries by landing in the Central Park
Reservoir.”?

While the architects introduced an element of
the human scale into the imagery of architectural
ornament, filmmakers had developed a vision

of New York as a place where you never have

to come down to earth.
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ENDNOTES

1 Edwin Avery Park, New Backgrounds
for a New Age (New York, 1927), 141-42.

2 Sheldon Cheney, The New World
Architecture (New York, 1930), 120.

3 This figure, although seemingly
ancient in appearance, is not really Tyche,
as it does not wear the usual mural crown;
instead, it holds something resembling

a winged solar disc. The figure therefore
suggests the eclectic interests of
architects educated in the Beaux Arts
tradition more than any specific model.
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4 The implications of Paul Strand’s
imagery are discussed in detail in

an unpublished study of Paul Strand by
Maria Morris, Department of Art History,
Columbia University, 1975.

5 Peter Bogdanovich, Fritz Lang in
America (New York, 1967), 15.

6 A good summary of the history of the
Rockefeller Center and images of this
project can be found in William H. Jordy,
American Buildings and Their Architects:
The Impact of European Modernism in the
Mid-twentieth Century (New York, 1972).

7 American Film Institute Catalogue of
Feature Films 1927-1930 (Los Angeles,
1971), 471. This information comes from
an unpublished study of American cinema
in the 1930s by Maite Chaves, Department
of Art History, Columbia University, 1975.
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lfig. 5 Henry S. Churchill and Herbert Lippmann,
The Lowell, 1926. Entrance.
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1fig. 6 Howells & Hood, News Building, 1929-30.
Detail of the relief above the entrance.
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Traduction: lrdne von Moos

N.B.: Les illustrations sont toutes dues & des
photographies de Cervin Robinson.




Acknowledgments

The publisher and editors thank Verein pro archithese,

in particular Christoph Schuepp, for the generous permission
to print the facsimile pages and the covers of the issues of
archithese between 1971-1976.

The editors and the publisher would like to express their sincere
thanks to all institutions and foundations for their support,
without which the realization of this publication would not have
been possible.

Swiss National Science Foundation (SNSF)

Department of Architecture, ETH Zurich

Institute for the History and Theory of Architecture (gta),
ETH Zurich

Lucerne School of Engineering and Architecture,
HSLU Lucerne

HSLU Foundation

Pro Helvetia

Dr. Adolf Streuli-Stiftung
Kulturstiftung Kanton Luzern

Kulturstiftung Kanton Nidwalden

IrSWiss National
Science Foundation

DARCH

Departement Architektur

gta
HSLU i
HSLU Foundation

swiss arts council

przhelvetia

KANTOMN LUZERM
Eulturfdrderung

SWISSL0S

KULTURFORDERUNG

NIDWALDEN

;:ug: SWISSLOS
cp

Imprint

This chapter is part of:
Gabrielle Schaad, Torsten Lange (Eds.) archithese reader. Critical
Positions in Search of Postmodernity, 1971-1976, Zurich 2024.

Editors
Gabrielle Schaad, Torsten Lange

Authors (essays)
Irina Davidovici, Samia Henni, Torsten Lange,
Gabrielle Schaad, Marie Theres Stauffer

Translation
German — English, Steven Lindberg
French — English, Brett Petzer
Italian — English, Shanti Evans

Editing
Gabrielle Schaad, Torsten Lange

Copy-editing and proofreading
Chris Davey

Design concept, layout, and typesetting
Eliot Gisel and common-interest (Nina Paim, Mariachiara De Leo)

Lithography
Carsten Humme, Frank Berger

Printing and binding
DZA Druckerei zu Altenburg

Fonts
CoFo Robert, Univers Next

© 2024 Triest Verlag fiir Architektur, Design und Typografie, Ziirich
and the authors.

For all images of pages and covers from archithese printed in this
publication: @ archithese, Verein pro archithese.

All rights reserved; no part of this publication may be reproduced,
stored in a retrieval system or transmitted in any form or by any
means, electronic, mechanical, photocopying, recording, or otherwise,
without the prior written consent of the publisher.

Published with the support of the Swiss National Science Foundation.
Triest Verlag receives a grant for the years 2021 to 2024 from the
Federal Office of Culture as part of the Swiss publishers’ subsidies.

ISBN 978-3-03863-059-3

Set DOI: 10.61037/TVAo0OIO
Introduction DOI: 10.61037/TVA0OOOII
SectionI DOI:10.61037/TVAoOOI2
Section IT DOI: 10.61037/TVAo00I13
Section III DOI: 10.61037/TVAo0OI4
SectionIV DOI: 10.61037/TVAo0O15
SectionV DOI: 10.61037/TVA00016

Conversation DOI: 10.61037/TVA00OI7

This work is licensed under a Creative Commons
Attribution-NonCommercial-NoDerivatives 4.0 International License.

goee


https://www.triest-verlag.ch/

	Editing
	_GoBack
	_GoBack
	x
	Editing
	_GoBack
	_GoBack
	Editing
	_Hlk39319326
	_GoBack
	Editing
	_Hlk34248594
	_Hlk34293333
	_GoBack
	Editing
	Editing
	Editing
	Editing

