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Forewo rd

The wish to see the many programmatic statements on architecture assembled
in a form in which they could be easily studied was aroused by the most
ﬂpparenéiy eccentric architectural manifesto of recent years. Anyone whe in
1058 saw Hunderiwasser’'s Meuld Manifesto against rationalism fn avehitecture
may pernaps have reacted like the editor of this present work: he was less
surpeised by the protest as such - even at this time it was impossible to close
ong's ears to the voices raised against functional architecture — than staggered
hy the crass subjectivity with which the buildings of two generations were con-
Jemned to wholesale destruction and dismissed as uninhabitablie. There has
really been no fack of critéeal and revolutionary sctions and statements during
this century. But never before had building been so recklessly handed over to
the anarchical caprice of the jadividual; never before had the demand been so
ipudly voiced that buildings should be left fo the mercy of the ‘creative’ forces
of the natural processes of difapidation. If is true that the utterances of the
1 ettrists and the later Situationists, which from 1954 on are ta be found in the
maost varied - chiefly literary - periodicals, also cast fundamental doutt on
ratfonal building and fnnctional planaing; but they are far from offering as a
solution to urgeat problems uncommitted action or uncommitted [aisser-
fuire. On the contrary, they demand consistent regard for locality and specific
situation. The ‘new games” for which they call do not by any means imply that
construciion and town planning should be carried out without reference to
the surroundings, but would rather mecessitate a renewed use of the creative
imaginafion based on precise ohservation of the complex intercommected
structures of the city. And when ~ (0 take another example — Marinetti, forty
years before, in the appendices to the ‘gospel’ of Sant’Eliz in {914, attacked
the ‘whole of modern architecture” and declared that dynamic building coutd
not exist without sianiing or elliptical lines, he too was not aiming either at un-
constraint or anarchy in building, but al exactly the opposite: at *the archi-
tecture of caleulation’. The reader will have no difficoity in discovering other
similarly provocative connexions or contradictions in the manifestoes, pro-
graxnmes, and programmatic essays gathered together in this volume, any one
of which might have provided the incentive for this collection.

The choice - and sefection has been at work here ~ is consciously Emited to
texts dating from this century. Two further determining factors governed the
selection: only those texts were chasen which on the one hand represent the
starting point, or a definite stage, of a particular develgpmentin architecture,
and on the other exercised a determining influence on architecture within the
area of Central Europe, All the texts are arranged according to the yeax of
their Arst publication. Within each year, however, this cheenciogical order
has been abandoned in favour of certain comparative confrontations. I the
case of essays it was not always possible to avoid abbreviation; in each case
therc is a note to this effect. For peemission to reprint the editor owes his
explicit thanks to the authors and the publishers hsted in the index of sources,
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jg03  Henry van de Velde:
Programme

The ‘néw departure of 900" had in Henry van de Velde (b, 1861 in Antwerg,

&, 1957 in Zirichy a progrmamime drafter and spokeesman already experienced in
arpument and counter-argemendt. His first publications pointing the way for

the future appezred in the mid-nineties in Brissels; from 1896 on hiz name was
indissolubly linked with the concept ¥ Art Nouveay' (from an exhibition with
this title a1 the galizry oF S, Bing in Paris). On a trip to Germany in the winter of
1200/ § ke prociaimed in Kunstgewerblicken Lojerpredigiun {Lay Sermons an
Applied Art) bis functional aesthetic, the aesthetic of ‘pure form'. The
gublication of these lectures (Leipzig [902) preceded the "programme’.

To recognize the meaning, the form, the purpose «f all the things of the
material modern world with the same truth as the Greeks, among many
athers, recagnized the meaning, form, and purpese of the column, It is not
easy nowadays to find the exact meaning and the exact form for the simplest
things.

Tt will take us a long fime to recognize the exact form of a table, a ehair,
a house,

Religicus, arbitrary, sentimental fights of fancy are parasitic plants,

As soon as the work of cleansing and sweeping oot has been finished, as
socn #s the true form of things comes to lipht again, then strive with all the
patience, all the spirit and the fogie of the Greeks for the perfeetion of this
form,

It seems to me that artistic sensibility is just as highly developed among
ourseives as among the Greeks; what is fess highly developed and weaker
amomg ourselves, however, is the sense of perfection.

Under whnt social regire shall we enjoy the serenely transfigured calm that
we need for work and for serious endeavour ?

Answer:
Are we to expect from a social programme what can only spring from owr own
wrost inward selves?

Think rationally, cultivate artistic sensibility! Each one of us today car do
this for himself; if onty a large number of people do this a new social atmo-
sphere will be brought about,




1904 Hans Poelzig:
Fermentation in architeciure

Diuring the peried of his activity, Hans Poelzig {b. 1867 in Berlin, d, T¥3&in
Berfin)was link-man between the ramantic-idealistic and radical-objective
tendencies in the new architecture, We know his reflective, but at the samie
time incorruptible and exacting, judgment from his famous speach to the
Bund Deutscher Architekten (Association of Gerenan Architerts) an 4 lune
1931, We also Bind it twenty-five vears easffar in an essay on Die Dritte Deuvtscke
Kupstgewerbe-Ausstellung (The Third Germin Exhibition of Applied Art,
Dresden 19063 Porizig, then head of the Acadeeny of Aris in Bresiau, makes it
pfain that there is mare than just gne step froni applied art toarchitecture,

Essentially, the buildings at the Dresden Exbibition of Apphied Art of 1906
mircor the process of fermentation which our architecture is today passing
through, whose end cannot yet be foreseen and whose products age as yet
scarcely to be recopnized.

The main tasks of modern architecture do not ke in the ecclesiastical sphere,
nor do monumental canstriactions of a secular character exercise a decisive
influence. Life in the modern erais dominated by economic questions; thusthe
pasticipation of the people and of antists in architectural problems of this
kind -~ from the private dwelling o town planning — is constantly growing.

This is the starting point for most of {he movements towards formalistic
constructions, in 50 Far as we can speak of a movement at a lime macked by
the muitiplicity of vacillating trends - teends which for nearly 2 hundred years
have been changing in quick succession the fundamental principles upon
which they were based,

Attempts, mostly based on the art of Schinkel, to transpose elements of the
Greek langnage of forms onto our buildings, were followed by an unselective
use of forms taken from the most varied styles of the past — from Gothic via
the Renaissance in both its Halian and its German manifestation to Barogue
and Empire - generally with no regard for the inuer spirit of the forms, with
no regard for the material from which these forms originally sprang.

And isolated atiempts by autstanding teachers of architecture in South and
North Germany to attain by detailed study a koowledge of the artistic lan-
guage of the ancients and s true meaning werz soon crossed with energeiic
attempts to ipvent a new world Yanpgoape of architecture, whose rules and
roots would not parailel or resemble any of the styles of the past.

And opee again there is beginniug a shamefaced revival of foreign words
from architectural idioms belonging to many stylistic epochs, even primitive
ones, and these foreign words are frequently prafted onto stems of funda-
mentally different character,

In almast all the anbdivisions of act that serve decoration, with its simpler
basic requirements, the wodern dge has attained @ genuine style of its own and
has splendid achievements to show. Alter ipitial vacillation there was a
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posaible and good for other materiais and motifs. TAis freedom has to be
gained by an intellectual analysis and mastery of tradition and has nothing fo do
with that lack of resiraing which inevitably leads to belpless confission,

The sad role frequently given to irom - that mighty aid to light structures
and great spans - is that of a coupling which, because of its malleability and
its ability to operate in concealment, is compefled to link together two ele-
menis in @ building that are inorganically juxtaposed. ‘

Every architectural work first has to taliy with the work done by the 7
angineer ~ and the modern architect more than any hag no right to think

illogically. But most of us are and remain sentimentalists and beRave just as
romantically as those who revived the formal elements of Gothic ~ not iis
tectanic core - around the middle of the nineteenth century. We all too fre-
quenily seek to save the emotional content of past epochs, withomt first
thinking what use it is to us,

The past has bequeathed to us a deep understanding of materials and their
characteristics, the evolution of science has afforded us a much more precise
knowledge of the laws of statics, and yet for the most pard we are more
restricted and iflogical in our thinking than was ever the case in an age that
confronted architectonic problems armed onty with sound common senise.

It is left to the engimeer to caleulate and design a wnily between load and
support, the right measurements for the paris of the sérncture consisting of
various materials. The architect ali too often seeks his salvation in purely
decorative constructions that have to be imposed on the fabric of the building
and spoil its organic clarity.

Every real tectonic constriectional form has an ghseluie mecless, to which the
decorative embelishment, which within certain #mits is changeable, fends
a varying chaem. First, however, the absolute element has (o be found, even
if as yet in an imperfect, rough form.

And the ariist who approaches the design of structural elesments solely from
the viewpoint of external, decorative considerations distracts atiention from the
discovery of the pure miclear form.

Diomestic architecture is the first to begin freeing itself freen an exterior con-
ception, to make demands thar operate from the mside outward, that help this
architectire to gohieve authenticiiy and have 1o be taken inlo accownt.

And yet here too the striving to say more than necessary often robs the
building of that cafm and naturainess which can be achieved by simplifving
the overall desipn. Even here we are foo much bogged down in an exterior,
painterly conception and pay too Little attention to the reconcifiation between
initially contradictory architectural demands {unity of material and form,
Iimitation in the choice of matetiais) which cieates iranguilltity. Ooly when
this overall tranquillity has been achieved does it become possible to apply
decorative richness without overburdening the structire,

Tnstead, we often damage buildings of smalier dimension by attemjting to
increase their importance by stressing individval elements in a manner con-
trary to the organic harmony of the whole; we cannot go far encugh in
ntilizing the most varied building materials ina single steucture, And painterly
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1907 Henry van de Yelde:
Credo

. . .
21;;;?:?;" fp;}i\lewlﬁ S{.'J {Cn the Ne'.‘v Style} Herryvan de Yelda continues the
e okion o lea prmc;g!es set forth in hig laé&npred(geen{Lay Sermons), The
Shreaion S:_a! eg:}.-' him Cfedqare tebefoundin the chapter entitled ;The
ki ;uev f8d on & Rationaf, Logical Con ception’, These principles
Ther (tress sl endy b, o o, P a6mpted 2l

: wed, In fa P
tw basic demands not mera lyof the theory anf.:.: f;ﬁ:‘j;s: :;:fs ?J:‘;Tz'-zr‘lem e

architecture, but afso of jts i
e, practice; honesty of rnateris
constraciion. Bath have bean tik N unrony;esteﬁ riéfs honesty of

Thou shalt comprehend the form and construction of al} objects only
in the sense of their strictest, elementary fogic and iustification for

their existance,

Thou shait adapt and sy berdinate these forms ang constructions to

the essential use of the material which thou employest

And if thou art animated by the wish to beay tify these farms and

constructions, give thyseif to the longing for refinement to which thy

aesthetic sensibitity or taste for brnament - of whatever kind i¢ is

shall inspire thee, only so far as thou canst respect and retain the

ri i
ghts and the essential a3ppearance of these forms and constructions!

Adolf Loos:
Ornament and crime

Adclf Loos (b, 1870 in Brae, d.193] in Vienna) brought backwith himi to Vienna
fromhis three-yvear s¥2y in the Linited States {18938 a remark of Louis
Sulltvan's: Wt could only beaefit us if for a time we were to abandan arnarnent
and concentrate entirely on the erection of buidings that were finely shaped
and charming in their sobristy’.

Froe this Loos developed his radical aesthetic purism, which made hima
zeatoys foe of Art Mogvezu and the Gerrman Werkbund: "The German
Werkbund has set out to discover the styie of ourage. This is unnegessary
fabour, Wealready have the style of our age.’

The human embryo in the womb passes through all the evolufionary stages
of the animal kingdom. When man is barn, his sensory impressions are
like those of 2 mewborn puppy. His childhood takes him through all the
metamorphoses of human history. At 2 he sees with the eyes of a Fapuan, at 4
with those of an anclent Teuton, ai € with those of Socrates, af § with those
of Voltaire. When he is 8 he becomes aware of violet, the colour discovered
by the cighteenth century, because belore that the viclet was blue and the
purple-snail red. The physicist points today to colours i the solar spectrum
which already have a pame but the knowledge of which is veserved for the
menR of the future.

The child is amoral. To our eyes, the Papuan is too, The Papuan kills his
enemics and eats them, He is not a criminal. Tt when modern man kills
someane and eats him he is either a criminal or a degenerate. The Papuan
tattoos his skin, his boat, his paddles, in short everything he can lay hands on.
He is not a criminal. The modern man who tattoos hivmself is either a criminal
or a degencrate. There are prisons in which eighty per cent of the inmates
show tattoos. The tattooed who are not in prison are latent criminals or
degenerate aristocrats. If someone who is tattooed dies at lberty, it means he
has died a few years belore committing & murder.

The urge to ornament one’s face and everything within reach is the start of
plastic art. It is the baby talk of painting. All art is erotic.

The first ornzment that was born, the cross, was erotic in origin, The first
work of art, the first artistic act which the first artis, in order to rid himself of
his surplus energy, smeared on the wall. A horizontal dash: the prone woman,
A vertical dash: the man peneirating her. The man who created it felt the
same urge as Beethoven, he was in the same heaven in which Beethoven
created the Nk Symphony.

But the man of our day who, in response to an fnner urge, smears the walls
with erotic symbaois is a criminal or a degenerate. It goes withont saying that
this impulse most frequently assatls people with such symptoms of degeneracy
in the lavatory. A country’s cuiture can be assessed by the extent to which its
Iavatory walls are smeared. In the child this is a natoral phenomenon: his
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first artistic expression is to scribbie erotic symbols on the walis. But what is
natural to the Papuan and the child {s a symptom of degeneracy in the modern
aduit. T have made the following discovery and I pass it on to the world: The
evalufion of culture is synonymous with the removal of ornament from wiilitarian
objects. 1 believed that with this discovery I was bringing joy to the world; it
has not thanked me. People were sad and hung their heads. What depressed
them was the realization that they could produce no new ornaments. Are
we alone, the people of the nineteenth century, supposed to be unabie to
do what any Negro, all the races and periods before us have been able to do ?
What mankind created without ornament in eardfer millenia was thrown away
without a thought and abandoned to destruction. We possess no Jjoiner’s
bencies from the Carolingian era, but every trifte that displays the least
omament has been collected and cleaned and palatial buildings have been
erected to house it. Then people walked sadly about between the glass cases
and felt ashamed of their impotence, Every age had its style, is our age along
to be refused a style? By style, people meant ornament. Then I said: Weep
not! See, therein lies the greatness of our age, that it is incapable of producing
a new ornament. We have outgrown ornament; we have fought our way

through to freedom from crnament. See, the time is ni gh, fulfilment awaits us.

Soon the streets of the city will giisten like white walls, Like Zion, the holy
city, the capital of heaven. Then Fulfilmeat will be come.

There were black albs, clerical gentiemen, who wouldn't put up with that.
Mankind was to go on panting in slavery to ornament. Men had gone Far
enough for ornament no longer to arouse feelings of pleasure in them, far
enough for a tattooed face not to heighten the aesthetic effect, as among the
Papuans, but to reduce it. Far enough to take pleasure in a plain cigarette
case, whereas an ornamented one, even at the same price, was not bought,
They were happy in their clothes and glad they didn’t have to goaround in red
velvet hose with gold braid like fairground monkeys. And I said: See, Gocthe’s
death-chamber is finer than all Renaissance splendour and a plain piece of
furniture more beautiful than any inlaid and carved museum pieces. Goethe's
language is finer than all the ornaments of Pegnitz's shepherds.

The black albs heard this with displeasure, and the state, whose task it 13 to
halt the cultural development of the peoples, made the question of the de-
velopmentand revival of ornament its own. Woe to the state whose revolutions
are in the care of the Hofrats! Very soon we saw in the Wiener Kunst gewerbe-
museuin [ Vienna Museom of Applied Art] a sideboard known as ‘the rich haut
of fisi’, soon there were cupboards bearing the tame ‘the enchanted piincess’
or something similar referring to the ornament with which this wnfortunate
piece of furniture was covered. The Austrian state took its task so seriously
that it is making sure the loot-rags used on the frontiers of the Austro-
Hungarian monarchy do not disappear. It is foreing every cultivated man of
20 for three years to wear foot-rags instead of manufactured footwear. After
all, every state starts from the premise that a people on a lower footing is

easier to rude,

Very well, the ornament disease is recognized by the state and subsidized
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ith state funds. But Isecin thisa retrograde step. E d_on'[, accepl E.he objection
b t ornament heightens a cultivated person’s joy in lsfe, dan t acc;:pt the
ﬂ?n%ection contained in the words: “But if the orqament is b&apnfuil Orna-
° jm; does not heighten my joy in life or the joy in life of any cuiltwated pPerscn.
Imfei want to eat a piece of pingerbread 1 cheose one that is quite smooth and

- ot a piece representing a heart or 2 baby or a rider, which is covered alt over

] 5. man of the fifteenth century won’t understand me. But
‘T;ﬁ%g:!ﬁnm;];::pi?ﬁiﬂ. The advocate of ornament believes that my urge for
a‘mplicit}' is in the nature of a morttification. No, respected pmfessor at the
> hool of applied art, I am not mortifying myselft The show dishes of past
zznturies, which display afl kinds of ornaments to make t.,he peacocks, phleas-
ants and lobsters look more tasty, have exa-:l:tl?' _the oppom_te effect on me. ani
horrified when I po through 2 cookery exhibition and think that I am mean
to eat these stuffed careasses. 1 eat roast beef, ) . | b

The enormous damage and devastation causled in aesthetic developmen thF
the revival of ornament would be easily mada; fight of, for no one, n.Otd e:;n I3
power of the state, can haltmankind’s evolution. It can only bedelaye d. ec&tn
wait. Butitis a crimeagainst thenational ccononmy thatitshoutd resgit inawaste
ofhuman labour, mongy, and material. Time cannot make good this dimage.

The speed of cultural evolution is reduced by the stragglers, I pet] ;ps am
living in 1908, but my neighbour is living in 1900 and the man a‘crf?sls} the ;ra_}.r
in 1880. Tt is unfortunate for a state when the culture of its inhabitan t ﬁs
spread over such a great period of time. T}!e peasants of Kai§ are living n} me
twelfth century. And there were peoples taking part in the J ubitee pa rade{{o : e
Emperar Franz Joseph] who would have been considered backwar exz;
during the migration of tl;;a natic:d:]s. I—}ap;py the land that has no su

5 and marauders. Happy Americal . B

strigﬂgf{?;; ourselves there arepupnmodern people even in the cities, sﬁraggle?
from the eighteenth century, who are horrified by a picture \?1:,1 hpur};: »;}
shadows because they cannot yet see purple. The pheasant on whic tfe c [-?

has been working all day long tastes better to them and they preher t .i
cigarette case with Renaissance ornaments to the sm_ﬂoth one. And what i3 1t
like in the country? Clothes and huuhseh_ofdt _ﬂurmture afl belong to pas

ies. The peasant isn't a Christian, he is still a pagan. )

cer%lllél istrfrtrghglegs slow down the cultural evolut_ion} of the nations a}’ld qf
mankind; not only is orpament produced -b},r -cr:mln'lals b}lt‘ also a cnm? fs
committed through the fact that ornament inflicts serious injury on pecp els
health, on the national budget and hence on cultural evquEm_n. IF tuar-cl:u.l people
live side by side with the same needs, the same derqands on !zfel andt fe‘: ;slame
income but belonging to different cultures, economically spclakmg the fo ow&
ing process can be observed: the twentieth-century man will get richer fi:lt
richer, the eighteenth-century man poorer and poorer. I am assuming tha

both live according to their inclinations. The twenticth-century ‘man can
satisfy his needs with a far lower capita_l outlay and hence can save mo?ej.;

The vegetable he enjoys is simply boiled in water and has & little butter_pt;} o

it. The other man likes it equally well only when honey and nuts have been
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added to it and somecne has spent hours cooking it. Ornamented piates are
very expensive, whereas the white crackery from which the modern man likes
to eat is cheap. The one accumulates savings, the other debts. It is the sanme
with whole nations. Woe when a people remains behind ig cultural cvolution?
The British are growing wealthier and we poorer . . .

Even greater is the damage done by ornament to the nation that produces
it. Since ornament is no longer a natural product of our cuiture, so that it is a
phenomenaon either of backwardness or degencration, the work of the orna-
menter is no longer adequately remunerated.

Tie relationship between the earnings of a woodcarver and a‘turner, the
criminally low wages paid to the embroideress and the lacemaker are well
known. The ormamentor has to work twenty hours to achieve the income
earned by a modern worker in eight. Ornament penerally increases the cost of
an article; nevertheless it happens that an ornamented object whose raw
matertal cost the same and which demonstrably took three times as long to
make is offered at half the price of a smooth object. Omission of srnament
results in a reduction in the manufacturing time and an increase in wages. The
Chinese carver works for sixteen hours, the American worker for eight, If I
pay as much for a smooth cigarette case as for an ornamentad one, the differ-
ence in the working time belongs to the worker. And if there were no orng-
ment at all - a situation that may perhaps come about in some thousands of
years ~ rean would only have to work four hours instead of gight, because
half of the work done today is devoted to ornament. Ornament is wasted
tabour power and hence wasted health. It has always been so.

Sinee ornament is no longer organically Hoked with our culture, it is also
no longer the expression of our culture. The ornament that is manufactured
today has no connexion with us, has absolutely no human connexions, no
connexion with the world order, it is not capable of developing. What
happened to Otte Eckmana’s ornament, or van de Velde's? The ariist has
always stood at the Forefront of mankind fulf of vigour and heafth. But the
modern ornamentalist is a straggler or a pathological phenomenon. He him-
self will repudiate his own products three years later. To cultivated people
they are immediately intolerable; others become aware of their intolerable
character only years later. Where are Otto Eckmann's works today ? Modern
ornament has no parents and no progeny, no past and no future. By unculti-
vated people, to whom the grandeur of our age is 2 book with seven seals, it is
greeted joyfully and shortly afterwards repudiated.

Mankind is healthier than ever; only a few people are sick. But these few
tyrannize over the worker who is so healthy that he cannot invent ornament.
They force him to execnte in the most varied materials the ornaments which
they have invented.

Changes of ornament lead to a pPremature devaluation of the labour
product. The worker’s time and the material employed are capital goods that
are wasted. | have stated the proposition: the form of an object lasts, that is to
say remaius tolerable, as long as the object lasts physically. T will try to explain
this. A suit will change its form more often than a valuable fur. A lady’s ball

2

i ly one night, will change its form more quickiy than a
lf:tt ?.:g: ?f f;;:s?c }I;as to bf changed as quickly as a ball gown because the
dfjkfo?m has become intolerable; in that case the money spent on the desk.
2
wil h_avif:s li::lill ll({:lsr:t:;-.'n to the ornamentalist, and Austrian ornamentalists are
?hfsm make the best of this shoricoming. They say: "We prefer a :I:onsumeé
T s a set of furniture that becomes intolerable to him after ten years, an
who b9 equently forced to refurnish every ten years, to one who only buys

. s - on
Whggeﬁnwhen the old one is worn out. Industry demands this. Millions are
an

the guick change.’
em'? }I]{:Y ;?eﬁfsf bszlt;l‘;t;ecre? of the Austrian national economy. Ho'_«r' Oﬁf:l'll do
we he;r someone say when there is a fire: “Thank God, now there ?Ii ‘;e :;rl;
eople to do again.’ In that case [ know a splendtc! solution. Set fir :
o set fire to the empire, and everyone will be sWINNUAE IN MONEY an
mwn,erﬁt}r Manufacture furniture which after three years can be used for ﬁFe-
pmsg mf:t-al fittings that have to be melted down after four years because gven
A ’aucticrn sale it is impossible to get a tenth of the orfglluai value of the
- E:-::1rial and labour, and we shall grow wealthier and we_aEth_mn
rI:lﬂ:l"he toss does not hit only the consumer; above ali it hits the producehz
Today ornament on things that have avo}v&d away fr{:-i;l icthebpe;;i \::;uld
grnamented represents wasted labour an::i ruined material. IF a cl}d]ea voud
tast aesthetically as long as they do physically, the consumer co; d E:r gShEIter
for them that would enable the worker to garn more mone%' aflli‘ ork shorter
hours. For an object I am sure [ can use to its full extent wLE Elﬂi v pﬂ}.r 5
times as much as for one that is infe‘nor in form or materia ELd ?%% O¥S%o¥
forty kronen for my boots, although ina different shop I {:v:mf t }%e oots for
ten kronen. But in those trades that groan under the tyranny o N e {'JI‘rhe nen
alist no distinction is madEI;::cti.a'een go_c:d{and t;aigeworkmans ip.
is willing to pay its fiue v .
su;ﬁs‘h&;{si t’];:sa ?:eango?}réetll:i:;, Ibegcaus?; }t.rhese ornamented objects ate tolerable
only when they are of the most miserable quality. [ get ovex;j aIﬁrennLichlézggg
easily when I hear that only worthless trash has been burned. 'flab mgimfac-
about the trash in the Kiinstlerhaus hv:':cause I know thz‘lt it w; e mafic
tured in a fewdays and taken to pieces in one, But throwing go d ;o:jn_s nstoad
of stones, lighting a cigarette with a banknote, pulverizing and drinking
reate an unaesthetic effect. .
Pe?ﬁﬂlfamented things first createEa t:;uiy'1?1?1&5tliz:e:zﬂ:::e\:gznhii}rtzigﬁ
in the best materiat and wi e g and has
F;r?; iﬁfrs,tejf labour. I cannct exonerate m:,rself from having initially de-
manded quality work, but naturally not for that kind .Of th}nti. istic super-
The modern man who holds ornament sacredlas asigno h s arL fic s 1;?1 .
abundance of past ages will immediately recognize the tortur:,i ) 8 r;; Etl:.e r’nade
morbid quality of modern ornamentsli N:l ri':rneiment ¢an any long
e who Hves on our cultural level, )
tﬁ[;f }irsb(:iri?fgec:; with the individuals and peoples who have not yet reached

this level,

owiL,
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§ am preaching to the aristocrat, 1 mean the person who stands at the
pinnacle of mankind and yet has the deepest understanding for the distress
and want of those befow, He welt understands the Kaffic who weaves orna~
ments into his fabric according to a parcticular rhythm that only comes into
vwiew when it s unravelled, the Persian who weaves his carpet, the Slovak
peasant woman vho embroiders her lace, the old lady who crochets wonderfui
things with plass beads and silk. The aristocrat lets them be; he knows that
the hours in which they work are their holy hours. The revolutionary would
go to them and say: “1t’s ail nonsense.” Just as ke would pull down the little
old woman from the wayside crucifix and tell her: “There is no"God.” The
atheist among the atistocrats, on the other hand, raies his hot when he passes
a church,

My shoes are covered all over with ornaments consisting of scaliops and
holes. Work done by the shoemaker for which he was never pand. 1 go to the
shoemaker and say: “Y on ask thirty kronen for a pair of shoes. I will pay you
forty kronen,” I have thereby raised this man to heights of bliss for which he
wilt thank me by work and material infinitely betfer than would be called For
by the additional price. He is happy. Happiness rarely enters his house, Here
is 2 man who understands him, who vaives his work and does not doubt his
honesty. He already sees the finished shoes i his mind’s eye, He knows where
the best leather is to be Found at the present time; he knows which craftsman
he will entrust the shoes to; and the shoes will be so covered in scallops and
holes as only an elegank shoe can be. And then I say {o him: “But there’s one
conditien. The shoes must be completely smooth,” With this T have cast him
down from the heights of blss to the pit of despendency. He has fess work,
but T have taken away ail his joy.

T am preaching to the aristocrat, I tolernte ornaments on my own body,
when they constitute the joy of my fellow men. Fhen they arc my joy too. I
can tolerate the ornaments of the Kaffir, the Persian, the Slovak pensant
woman, my sheemaker’s ormaments, for they ali have no other way of attain-
ing the high points of their existence. We have art, which has taken the place
of ornament. After the toils and roubles of the day we go to Beethoven or to
Tristan. This my shoemaker cannot do. I mustn't deprive him af his joy, since
I have nothing else [o pul in its place. But anyone who poes to the Ninth
Sympiony and then sits down and designs a wallpaper patiern is eifher a con-
fidence trickster or a depenerate. Absence of ornament has brought the other
arts to unsuspected heights. Beethoven's symphonics would never have been
writlen by a mas who had to walk about in silk, satin, and Jace. Anyone who
goes around in a velvet coat today is not an artist but a buffoon or a house
painter. We have grown finer, more subtie. The nomadic herdsmen had to
distinguish themsclves by varicus colours; modern man uses his clotbes as a
mask. So immensely strong is his individuality that it can no tooger be ex-
pressed in articles of clothing, Freedom from omament is a sign of spiritual
strength. Modern man uses the ornaments of earfier of alien coltures as he
sees fit. He concentratas his own inventiveness on other things,
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910  Frank Lioyd Wright:
Organic architecture {excerpt)

in 1910 Frank Lioyd Wright {b.}867 ar [26% in Richland Canter, \f\l’%scunsér&,
4.8555 in Taliesin West, Arizonaj camne 1o Germany at the tn'-{i‘t&l;!@]‘l of Ehe
pubfisher Ernst Wasnuthin order to supervise the fgfst pzbiicatian of his
Collected Works {| 87319105 Kung Franck, for same time an gxchapge )
professor at Harvard, had drawn attention to Wrightin B::rhn. With t'h:s
publication, for which ¥Wright hirsgif wrote an int r‘cd uction, the architactural
idea of 2 free spatisl flow between the various dwelling-areas, ard QI:\E organic
develgpement of a tusiding oran L XK=, or T-shaped preund plan gaired alirm
foothaid in Europe,

In Organic Architecture then, it is quite imppssibﬁa to cqns%der the l?mld:ng as

one thing, its furnishings anotber and its setting @d environment still another.

The Spirit in which these buildings are conceived sees all thni:se mgf;l.'pcr at

work as one thing, All afe to be studiously foreseen and provided for in the

nature of the structure. All these shounld become mere details of the cl}arm‘:ter

and completengss of the structure, [ncutpurated (or ?xciuded} are lighting,

heating and ventilation. The very chairs and ta;,blf:s,c‘abmets and even musical
instruments, where practicable, are of the building iself, never fixtures upon
" To thus make of & kuman dwelling-place a complete work of art, ir} ;ts?lf
expressive and beautiful, intimately rctated to n}agcrn life and fit to live in,

lending itself mote freely and suitably to the individval needs of the dwellers
as itself an harmonious entity, fitting in colour, pattern and nature the utilities
and be realfy an expression of them in character, — this is the tall modern
American opportunity in Architecture. True basis of atrue Cuigum Anexalted
view to take of the *property instinct” of cur times 7 Bul once founded and on
view I believe this Ideal will become z new Tradi_tion: a vast step in fadvatme of
the prescribed fashion in a day whem @ dWelifng was a composite of cells
arranged a3 separate rooms: chambers o contain howe,ve; good agg‘n:gatmns
of furpiture, utility comforts wot present: a progerty interest Chl.cﬂ)’, A
organic-entity, this modern building as conttas—tgd w;'fh that former insensate
aggregation of parts. Surcly we have here the htghgr :deaf of uplty as a more
intimate working out of the expression of one's life in one’s enyironment. One
grent thing instead of a quarrelling collection of 50 many litle things.




Hermann Muthesius:
Aims of the Werkbund (excerpt)

1911

The true occasion of the birthof the Deutscher Werkbund (German Artsand
Crafts Society) was the Third German Exhibition of Applied Art in Dresden in
E906, The proposat of certain friends wha shared the same outlock that “the
exhilrition should end in the founding of a suciety of artists and highly qualified
representatives of trade and industry’ was put into praciice on & Octaber 1907,
Aithough one of the movers of this proposal, Hermann Buthesius {0, 1081 in
Gross-Mevhausen, o, 1937 in Berling was not among the Tounder mambers,
Mevertheless Mathesius was the first to formulate the saciety’s srogramme,
As a result of bis reports on British domestic architectvre [FHM-T), however,
he wsas aiready known to the Germen arts and crafts movernent and building
industry as *The Muthesius Case’,

To help Form to recover its rights must be the Fundamental task of our era; in
particular it must he the content of any work of artistic reform embarked
upon today. The fortunate progress of the arts and crafts movement, which
has given new shape to the interior decoration of our rooms, breathed fresh
life into handicrafts and imparted fruitful inspiration to architecture, may be
regarded as only o minor prelude to what must come, For i spite of all we
have achieved we are stifl wading up to our knees in the brutalization of forms.
if proof is needed, we have only to observe the fact that cur country is being
covered daify and hourly with buildings of the most inferior character, un-
worthy of our age and cafculated tospeak to posterity all oo eloguently of onr
epoch’s fack of culture, What sense is there in speaking of success so long as
this is stif] the case ? Is there & more accurate tesiimony €0 2 nation’s taste than
the buiidings with which it fills its streets and popufated arens? What would it
mean, compared with this, if we couid prove that today the energies required
for decent architecturnl consiructions ate available and that these energies
have stmply not been able to get to grips with the tasks T Precisely the fact that
they have not got to grips with the tasks characterizes the caltural situation of
our day. The very fuct that thousands and theusands of our people not merely
pass by this crime against form unperturbed, but as the employers of archi-
tects contribute to its multiplication by choosing unsuitable advisers, is va-
mistakable proof of the abysmal condition of our sense of form and hence of
our artistic cufture in general,

The Dentscher Werkbund was founded in years when a closing of the ranks
of afl those struggling for better things was made necessary by the violent
assaults of their opponents. Tts years of siruggie for its principles are now over,
The ideas it existed to propagate ace no longer contradicted by anyone; they
enjoy universal acceptance. Does this mean thal its existence is now super-
fiuous 7 Cne might think so if one were to consider only the narrower field of
applied art, But we cannot rest content with having put cushions and chairs in
order; we must think ferther. In truth the Deutscher Werkbund's reat work is
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oniy NOW beginning, with the dnwning of the era of peace. Aund il up to now
shie idea of quality has held first place in the Werkbund’s work we can already
ohserve today that, as far as technique and mnterxa{ are coflcarnad, the sense
of quakity in Germany is in the process of rapidly improving, Yet even this
sﬁccess is far ftom completing the Werkbund’s task. Far more rrqporfané than
;he material aspect is the spirimal;_higher thon purpose, material, and tech-
nique stands form, Purpose, materzqi, andn lgchr}lque might be beyond criti-
cism, yet without form we should still be living in a crude and brutal world.
Thus we are ever more clearly confronted by‘the far greater, ?‘ar more im-
portant task of reviving inteliectual understanding and I;eanzmatmgbthe archi-
sectonic sense. For its architectonic culture is and remains the true index of a
pation’s culture as a whole. If a nation produces good furniture and good
light fittings, but daily erects the worst pqssible bust.d.mgs, this can onl;.' be a
sign of heterogeneous, unclarified conditions, mndagmn‘s whosp VETY TECo-
sistency is proof of the lack of discipline and organization. Without a tapai
respect for form, culturz is unthinkabte, and formlessness issynonymous with -
tack of culture. Form is n higher spiritual need to the same degree that cleanh-
pess is a higher bodily need. Crudities of form cause the really culuyvated man
an afmost physical pain; in their presence he has the same feeling of dis-
comfort produced by dirt and a bad suell, But as fong as & sense of form has
aot heen developed in the cultured members of our nation to the same level
of intensify ag their need for clean linen, we are still far remove-:_i from con-
ditions which could in any way be compared with epochs of high cuitural
achievement.
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Muthesius/Van de Velde:
Werkbund theses and antitheses

In June $##4 the first great exhibition of the Deutscher Werkbund was openred
In Calogne. it was intendzd to provics a conspectus of the Werkbund's work in
the seven years since its foundation. The very heterageneity of the buildings in
the exhibition ~ ranging from the Neo-Classicism of a Behrens 10 the gaily
avsters ohjectivity of Gropius and Meyere’s office buildin g and factory - gives a
hint of the oo posing forces within the Waskbund, Thay ¢lashed with full vigour
at the Werkbund corference in Cologne at the Leginnicg of July, when
Muthesius prochimed concentration and standardization as the aims of
Werkbund design, while van de Veide advanred the courtrary thesis of the

artist as a creative individualist,

i, Architecture, and with it the whaole arca of the Werkbund’s activitics, is
pressing towards standardization, and only through standardization can it
recover that universal significance which was characteristic of it in times of
harmonious cufture,

2. Standardization, to be understood as the result of a beneficial concenirs-
tion, will alone make possible the development of 2 universally valid, un-
failing pood taste,

3. As long as a upiversal high levet of taste has not been achieved, we cannot
count on German orts and cralts making their influence effectively felt abroad.

4. The world will demand our products only when they are the vehicles of &
convincing stylistic expression. The foundations for this have now been lajd
bry the German movesnent.

3, The creative development of what has already been achieved is the most
nggent task of the age. Upon it the movement’s uitimate success will depend.
Any refapse and deterioration into imitation would today mean the squander-
ing of a valuable possession.

f. Starting from the conviction that it is a matter of life and death for Ger-

many constantly to ennoble its production, the Deutscher Werkbund, as an
association of artists, industeialists, and merchants, must concentrate its
attention upon creating the preconditions for the export of its industrial arts,

7. Germany's advances in applied art and architecture must be bro ught to the
attention of foreign countries by effective publicity. Next to exhibitions the
most obvicws means of doing this is by periodical iffustrated publications.

8. Exhibitions by the Deutscher Werkbund are only meaningiul when they
28
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restricted radically to the best and most exen‘fp%ary, Exhibitions of aris
and crafts abroad must be fooked upon as a national matfer and hence

require public subsidy.

aré

g, The existence of efficient large-scale business concerns with reffable good
zz;ste is a prerequisite of any export. It would be impossible to meet even
ipterna! demands with an object designed by the artist for individuad re-

quirements.

10. For national reasons large distributive and transport undertakings whase
aciivilies are directed abroad ought to link up with the new movement, oW
that it has shown what it ean do, and consciously represent (Germas art in

the world.

Hermann Muthesius

1. §o fong as there are stilf artists in the Weekbund and so long as they exer-
cise some influence on its destiny, they wili protest against cvery suggestion
for the establishment of & canon and for standardization. By his inneemost
essence the artist is a burning idealist, o free sponianecus creatqr. Of his own
free will he will never subordinate himself to o d%scapifnc that imposes upon
him 2 iype, a canon. Instinctively he distrusts ex'erythleg that ngitt.stenlize
his actions, and everyone who preaches a rule that might prevent him frgm
thinking his thouphts through to their own free end, or that attempts to drive
himt into 5 universally valid form, in which he sees only a mask that seeks to
make a virtue out of incapscity.

2. Certainly, the artist who practises a *beneficial cc?ncentraﬁ‘on’ has abways
recognized that currents which are stronger than h:s own w11! and thought
demand of him that he should ackaowledge what is in essgntaal COITeSDOT-
dence to the spirit of his age. These currents may be very ma mfofd} ;he absnlrbs
them unconsciously and consciousty as general inﬂuenqes; there is gumethmg
materially and morally compelling about them for him. He willingly sub-
ordinates himself to them and is fufl of enthusiasm for the idea of a new style
per se. And for twenty years many of ns have been secking forms and decora-
tians entirely in keeping with owr epoch.

3, Nevertheless it has not ocouered to any of us that henceforth we ought to
try to impose these forms and decorations, wiich we have squght ot found,
upon others as standards, We know that several generations will have to )vﬂfk
npen what we have starfed before the physiognomy of‘the~ new styie is es-
tablished, and that we can talk of standards and standardization onty after the
passage of a whole period of endeavours,

4, But we also know that as long as this goal has not been reached our
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endeavours witl stifl have the charm of creative impetas, GraduaHy the enerpies,
the gifts of ail, begin to combine together, antitheses become sneutcalized, and
at precisely that moment when individual strivings hegm to slacken, the
physiognomy wiil be established. The era of imitation will begin and forms
and decorations will be used, the production of which no longer calls for any
creative impulse: the age of infertility will then have commenced,

5. The desire to see a standard type come into being before the establishment
of a style is exactly itke wanting to see the effect before the cause. It would he
to desiroy the embryo in the ege. Is anyone really gofng to let themselves be
dazzled by the apparent possibility of thereby achieving guick results ? These
premature eflects have all the fess prospect of enabling Germean arts and cralts
to exercise an effective influence abroad, because foreign conntries are a jump
ahead of ug in the old tradition and the old culture of good taste.

6. Gerraany, on the other hand, has the great advaniage of still possessing
gifts which other, older, wearler peaples are losing: the gifts of invention, of
brilliant persopal brainwaves. And it would be nothing short of casteation to
tie down this rich, many-sided, creative élan so scon,

7. The efforts of the Werkbund should be directed toward cultivating precisely
these gifts, as well as the gifts of individual manual skill, joy, and beléef in the
beauty of highly differentiated execution, wot toward inhibiting them by stan-
dardijration at the very moment when foreign countries are beginning to take
an interest in German work. As far as fostering these gifts is concerned,
almaost everything stili remains to be done,

8. We do not deny anyoue's good will and we are very wetl aware of the diffi-
culties that have to be overcome in carrying this out. We know that the work-
ers’ arganization has done a very great deal for the workers' material welfare,
but i¢ can hardly find an excuse far having done so little towards arousing
enthusiasm for consummately fine workmanship in those who ought to be our
most joyfui collaborators, On the other hand, we are well aware of the need
to expaort that jies bke a curse upon our industry.

9. And vet nothing, nothing good and splendid, was ever created out of mere
consideration For exports. Quality will not be created out of the spirit of
export. Quality is always first created exclusively for a guite imited cirele of
connaisseurs and those who commission the work. These gradually gain con-
fidence in their artisis; slowly there develops first a narrower, then a national
clientele, and only then do forcign countries, does the waorld stowly take
natice of this quality, It is a complete misunderstanding of the sitoation to
make the industrialists believe that they would increase their chances in the
world market if they produced o pripri standardized types for this world
market before these types had become weli tried common property at home.
The wonderful works being exporied to us now were nooe of them originally
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created for export: think of Tiffany glasses, Copenhagen porcelain, jewcllery
by Jensen, the books of Cobden-Sandetson, and s0 on.

10. Every exhibition must have as its purpose Lo show the world this native
quality, and it is quite true that the Werkbund’s exhibitions will have meaning
only when, as Herr Muthesius so rightly says, they restrict themselves radically
;0 the best and most exemplary.

Henry van de Velde
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Paul Scheerbart:
Glass architecture (excerpt)

714

The architect Brunc Tau: cailed Paul Scheerbart (b.{863 in Danziyg, 6. 1915 in
Beriin] the ‘only poet in architecture’, Scheerbart’s Utopian phantasmagoria,
which hie wrote in marvelious abuadance from 1673 o, evokes more

irnprassively esch ime the idez of A "glass architecture’, the anchitect’s dream of

Hight, crystal clear, cofourful, mobile, flaating and searing constructions that
will transfarm 'Old Europe’s' hablts of thaught and feeling, In 1914, the same
yaar inwhich Bruno Taut, inspired by Scheerbart, bubit his "Glass House” at the
Werichund Exhibition in Cologne, Harwarth Waiden printed 52 Kéerbart's

| i l-chapter *Glass Architecture” inSwm,

X. The environunent and its influence on the evolution of eulture

W live for the most part within enclosed spaces, These form the environment
from which our culture grows. Our culture is in a sense a product of our
architecture, If we wish to raisc our culture to a higher level, we are foreed for
better or forworse 1o transform our architecture. And this will be passible only
if we rerove the enclosed quality from the spaces within which we live. This
can be done only through the introduction of glass architecture that lets the
sunlight and the fight of the moon and stars into our rooms not merely
through a few windows, but simulianeously through the greatest possible
rumber of walls that aee made entirely of glass - coloured glass. The new
environment that we shali therehy create musl bring with it a new culture.

XVIIL The beauty of the Earth if glass architeciare is everywhere
The surface of the Barth would change greatly if brick architecture were every-
where displaced by glass architecture.

it would be as though the Earth clad itself in jewellery of brilliants and
enamel.

The spiendour is absolutely unimaginable. And we should then have on the
Earth more exquisite things than the gardens of the Arabian Nights.

Thest we should have a paradise on Earth and would pot need to paze
iongingly at the paradise in the sky.

XLI. The possibilities which jren construction renders capable of development
Tron construction makes it possibie to give walls any form that may be de-
sired. Walls need no ionger be vertical.

Hence the possibifities which fron construction enables to be developed are
quite unbmited.

The dome effects up above can be displaced to the sides, so that when
sitting at a table one need only look sidewoys and upwards in order to observe
the dome effect.

But curved surfaces are also effective in the lower parts of the walls — this
effect is particularly easy to achieve in smaller rooms.

1z
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gmaller rooms are totally and completely freed from the need for verti-
cality.

The significance of the ground-plan in architecture i thereby greatly
reduced ; the design of the outline of the building acquires greater importance
¢han hitherto,

LXIT. The terraces
No doubt a terrace formation is necessary in taller plass buildings and with
several storeys, since otherwise the glass surfaces could not reach (ke free
light-conducting air, to which they aspire, since in darkness they can fuliit
their purpose only at night ~ not duriag the day,

This terrace formation of the storeys will of course quickly replace the
dreary frontal architecture of brick houses.

EXXI. Transpartable buildings
Transportable glass buildings can also be manufactured, They are particufacly
walt suited for exhibition purposes.

Such transportable buildings are not exactly easy to produce. But let it not
be forgotten that when something new is involved it is very often precisely the
most difficult problem that is tackled first.

CIL Fhe transformatios of the Eartk’s surface

Again and again something sounds Lo s like a fairy tale, whan it is not really
so fantastic or Utopian at all, Eighty years ago the steam railway came along
and actuaily transformed the whole surface of the Earth, as no one will deny.

According to what has been sajd so far the surface of the Earth is to be
transformed — and by glass architecture. IF it comes, it will transform the
Earth’s surface. Naturally, a part will also be played by other factors cuiside
the present discussion.

It was the steam raitway that produced the brick metropolis culture of
today from which we all suffer, Glass architecture will come only when the
metropolis in our sense of the word has boen done away with.

That it must be done away with is perfectiy clear to ali those who aim at the
further evolution of our culture, This is no longer worth talking about.

We alf know what colour raeans; it forms coly a small part of the spectrum.
But this we want to have, Infra-red and ultra-viclet are not perceptible to our
eyes — but no doubt ultra-violet is perceptible to the sense organs of ants.

Even if we cannot for the present assume that our sense organs will evolyve
Farther from today to tomorrow, we shall nevertheless be justified in suppos-
ing that to begin with we may attain that which is accessible to us —to wit, that
part of the spectrum which we are able to perceive with our eyes, those mira-
tles of colour which we are capable of taking in.

The only thing that can help us to do this is glass architecture, which must
transform our whole life - the environment in which we live,

It is therefore to be hoped that glass architecture really will ‘transform’ the
surface of our Earth.
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Antonio Sant’EliafFilippo Tommaso Marinetti:
Futurist architecture

1214

In 1914 two young architects, Antonio Sant'Eéa and Mario Chiattone,
exhibited in Milan drawings and pians for a 'Mew City', The radical ideas put

forward by Antonic Sant'Eita {b. 1868 in Coma, killed 1916 at Monfalconsyin the =

foreword {o the catalogue were immediately reinterpreted by Marinetti, the
mouthpieqe of italian Futurism, into a 'Marifesto of Futurist Architecturs”,
which appeared in July of the same year, four months after Marinetti's
rraniesta The Splendour of Geametry and fechanics and the Sensibifity of Mumbers,
and cancluded the series of great Futurist eroclamaticons.

The words and passages in italics were added to Sant'Elia’s statement by
Marinetti and Cinti.

Since the eighteerth century there has been no more architecture. What is called
moders architectire is a stupid mixture of the most varfed stylistic elements used

to mask the modern skeleton. The new beauty of concrete and iron is profaned by

the superimposition of carnival decorative incrustations jusiified neither by
structural necessity nov By our taste, and having their origins in Egyptian, Indign

or Byzantine antiquity or in that astounding outhurst of idiocies and impotence
known as ‘neo-classicism’,

In [taly these products of architectural pandering are welcomed, and greedy

incompetence from abroad fs rated as brilfiant inventiveness, as the very latest
architecture. Young ftalian architects {those who gain a reputgtion for origin-

ality through the clandestine machinations of art magazines) display their talents

in the new quarters of our cities, where a Joyfuf confission of agival columuns,
seventeemb-certury foliage, Gothic arches, Egyptian pilasters, rococo volutes,
[fifteenth-cemtury putti and bloated caryatids seriously claim to be regarded as
seple and grrogantly strive for monumentality. The kaleidoscopic appearance
and dirappearance of forms, the constently growing number of machines, the
daily increase of needs imposed by the speed of commumications, by the agglom-
eration af peaple, by the demands of hygiene and g hundred other phenomena of
modern fife, cause no concern to these self-styled renewers of architecture. They
stubbornly continwe to apply the rules of Vitruvius, Vignola and Sansovine and
with a few little German architectural publications In their hands try to re-
impose age-old imbecilities upon our cities, which ought to be the direct and
Jaithful projections of ourselves,

Thus this art of expression and synthesis has become in their hands an empty =
styiistic exercise, an endless repetition of formulas incompetently emploved to -
disguise as a modern building the usual fgckneyed conglomeration of bricks and
stanes. As though we — the accumulators and generators of movement, with ouwr
wechamical extensions, with the noise and speed of our life ~ could five in the

same streets badlt for their own needs by the men of four, five, six centuries ago.

This is the supreme idiocy of the modern architecture that constantly repeats

34

pself with the self-interested complicity of the academies, those prisons of the

intelligence in which the young are forced onanistically to copy classical models,

imstead of apening up their minds to the search for limits and the sofution of the

pew and imperious probiem; ‘the Futurist house and city’. The house and the

city spivitually and materially ours, in which our turbulent existence can take
lace without appegring a grotesgiie anachironism,

The problem of Futwrist architecture is not a problem of linear rearrange-
ment, It is not a question of finding vew profiles, new door and window
frames, substitutes for columns, pilasters, consoles, caryatids, gargoyles. It is
pot & question of leaving the facade bare brick, painting it or facing it with
stone; nor of establishing formal differences between new and old buildings.
It is a question of creating the Futwrist house according to a sound plan, of
building it with the aid of every scientific and technical resource, of fuifilling
to the limit every demand of owur way of life and our spirit, of rejecting every-
thing grotesgue, cumbrous, and alien to us {tradition, style, aesthetic, pro-
portion}, establishing new forms, new lines, a new harmony of profiles and
vefimes, an architecture whose raison d’8tre lies solely in the special conditions
of modern lfe, whose aesthetic vafues are in perfect harmony with oar sensi-
hifity. This architecture cannot be subject to any law of historical continuity,
It must be as new as our frame of mind is new.

The art of building has been able to evolve in time and to pass from one
style to another while maintaining the general characteristics of architecture
unattered, because, while changes due to fashion and those resulting from
successive religious movements and political regimes are frequent in history,
factors that cause profound changes in environmental conditions, that over-
turn the old and create the new ~ such things as the discovery of natoral faws,
the perfecting of mechanical systems, the rational and scientific use of
material — are very race indeed. In modern times, the process of the consistent
siylistic evelution of architecture has come to a stop. “Architecture is breaking
free from tradition. It must perforce begin again from the beginning.’

The caleulation of the strength of materials, the use of reinforced concrete,
rule out “architecture’ in the classical and traditional sense. Modern building
materials and our scientific ideas absolutely do not lend themselves to the
disciplines of historical styles and are the chief cause of the grotesque appear-
ance of buildings & Ia mode, in which an attempt is made to force the splendid-
Iy light and slender supporting members and the apparent fragility of re-
inforced concrete to imitate the heavy curve of arches and the massive appear-
ance of marble,

The tremendous antithesis between the modern and the ancient world is the
outcome of all those things that exist now and did not exist then. Elements
have entered fnto our life of whose very possibility the ancients did not even
dream. Material possibilities and attitudes of mind have come into being that
have had a thousand repercussions, first and foremost of which is the creation
of a new ideal of beauty, stilt obscure and embryonic, but whose faseination
is afready being felt even by the masses. We have lost the sense of the monu-
mental, of the heavy, of the static; we have enriched our sensibility by a “taste
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for the light, the practical, the ephemeral and the swift’. We feel that we are n
longer the men of the cathedrals, the pafaces, the assembly hafls; but of bi
hotels, railway stations, immense roads, colossal ports, covered markets
briiliantly fit gableries, freeways, demolition and rebuilding schemes.

We must invent and rebuild the Futwrise city: it must be like an immense,
tumultuous, lively, noble work site, dynamic in all its parts; and the Furris
heuse must be like an enormous machine. The lifts must not hide like lonely
worms in the stair wells; the stairs, become useless, must be done away with
and the lifts must climb like serpents of iron and glass up the housefronts, The :
house of concrete, glass, and iron, withows painting and witheut scuipture
enriched sclely by the innate beauty of its Hnes and projections, exireme]
‘ugly’ in its mechanical simplicity, high and wide as prescrifred by focal govern
ment regulations, must rise on the edge of a tumultvous abyss: the siree
which will no longer stretch like a Foot-mat level with the porters’ lodges, bo
will descend into the earth on several levels, will receive the metropolita
traffic and will be linked, for the necessary passage from one to the other, b
metal walkways and immensely fast escalators.

"The deccrative must be abolished.” The problem of Fufurist architectur
must be sofved not by plagiarizing China, Persia, or Japan with the aid o
photographs, not by foolishly adhering to the rules of Vitruvius, but by stroke
of genius and armed with scientific and technical experience, Everything mus
be revolutionary. We must exploit the roofs, utilize the basements, reduce th
importance of the fagades, transplant the problems of good taste from th
petty domain of the section, the capital, the entrance door, to the wider on
of great ‘groupings of masses’, of vast ‘town planning projects’. Let us hav
done with monumental, funereal, commemerative architecture, Let us throw
away monuments, sidewalks, arcades, steps; let us sink squares into th
ground, raise the fevel of the city.

[ oppose and despise:

1. AN the pseudo avani-garde architecivre of Austria, Hungary, Germany, an
Arrerica.

2. Aff classical, sotemn, hieratic, theatrical, decorative, monumental, frivolous
pleasing architecture.

3. The embalming, reconstructioan, and reproduction of monuments aad
ancient palaces, :

4, Perpendicular and horizontal fines, cubic and pyramidal forms that are
static, heavy, oppressive and absolutely alien to our new sensibility. :

And proclaim:

Antoréo Sant'Elia. 1914

1. That Futurist architecture is the architecture of calculation, of audacity and
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simplicity; the architecture of reinfarced conerete, of iron, of glass, of paste
board, of textile fibre, and of all those sebstitetes for wood, stone, and bric
which make possible maximum elasticity and Hghtness.

2. That this does not render architecture an arid combination of the practica :
and utilitarian, but that it remains ark, that is to say, synthesis and expression

3. That oblique and elliptical lines are dynamic by their very nature and have a
emofive power g thousand times greafer thaw that of perpendicular and horizonta,
fines and that a dyeamically integrated architecture is impossible without them

4, That decoration, as something imposed upon architecture, is an absurdit
and that “the decorative value of Futurist architecture depends solely upon th
original use and arrangement of the raw or bare or violently coloured ma
terial’.

5. That, just as the ancients drew the inspiration for their art from the element
of nature, $0 we ~ being materially and spititually artificial — must find thi
inspiration in the elements of the immensely new mechanical workd which w
have created, of which architecture must be the fingst expression, the mos
complete synthesis, the most efficacious artistic integration,

&, Archifecture as the art of arranging the forms of buildings according to pre
determined criteria Is finfshed.

7. Architecture must be understood as the endeavour to harmonize, with freedom:
and great qudacity, the environment witlh man, that is to say, to render the world :
of things a direct profection of the spirit.

8. An architecture so conceived canaot give birth fo any three-dimensional or
lnear habit, becanse the fundamental characterisfics of Futwrist architeciure.
wifl be obsolescence and tronsience. " Houses will fast less fong than we. Eac
generation will have to huild its own city.” This constant renewal of the archi
tectonic emviromment will contribute to the victory of “Futurism® aiready.
affirmed with *Words in Freedon?, ‘Plastic Dynartism’, * Music without Bars’, :
and *The Art of Sounds’, a victory for which we fight withowt pause against the
cowardly worship of the past.

k1)

‘De Stijl":
Manifesto |

The farmous first manifesto of the Da Stil group, the full importancs of which
can only now be assessed, appeared in Movernber 1918 and introduced the
second year of the periodicat of the same name. A year earlier a group of
radical artists had beer formed in Leyden under the leadership of Theo van
Doeshurg (b, 1883 in Utrecht, d. 193 in Daves}), Their goal: the organic
combination of architecture, sculpture and painting in a ucid, elemental,
unsentimental construction. The group took the name 'De Sf_.i i, thereby
stating nquite precisely that their constructive doctrine was aimed at a new
aesthetic, The first word was 'purity’; a 'whits” warid was to replace the
'brown' one.

{. There is an old and a new consciousness of the age. The old one is directed
towards the individual, The new one is directed towards the un_wersai. The
struggle of the individnal against the universal may be seen both in the world
war and in modern art.

2. The war is destroying the ofd world with its content: individual pre-
dominance in every field.

3 The new art has brought to light that which is contained ir! the new con-
sciousness of the age: a relationship of equality between the universal and the
individual.

4. The new consciousness of the age is prepared to realize itself in everything,
including external life.

5. Tradition, dogmas and the predominance of the individual stand in the wWay
of this reafization.

6. Therefore the founders of the new culture call upon all who bﬁ]if:‘u"f: in
reform of art and culture to destroy these obstacles to development, just as
in the plastic arts — by doing away with natural form - they have el{mtna‘tE:d
that which stood in the way of pure artistic expression, the logical conclusion
of every artistic concept.

7. The artists of today, aft over the world, impelled by one and the same
consciousness, have taken part on the spiritual plane in the world war against
the domination of individualism, of arbitrariness. They therefore sympathize
with all who are fighting spiritually or materiatly for the formation of an
international vnity in life, art, and culture.

8. The organ De Stiff, founded for this purpose, secks to contribute towards
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setting the new conception of life in a clear light, The collaboration of ali is
possible by:

Sending in (to the editorial board) as a proof of agreement the (exact) name
address, and profession,

Countributions in the broadest sense (critical, philosophical, architectural

scientific, literary, musical, etc., as well as reproductions) to the monthly

magazine De Srifl, ,
Translation into other languages and propagation of the views published in :
De Stijl. :
Signatures of the contributors: )

Theo van Doesburg, painter | Robt. van't Hoff, architect [ Vilmos Huszor,

painter | Antony Kok, poet | Piet Mondrian, painter | G. Vantongerioo,
senfptor | Jan Wils, architect.

Bruno Taut:
A programme for architecture

Brunc Taut's Architektur-Progromm {Pregramme far Archifecture) was printed
at Christras §935 as a leaflet with the approval of the Arbeitsrat fiér Kunst.
This Wark Council for Art, with its headquarters in Berlin, was founded at the
sarne time and in ciose connexion with the Mavember Group, inwhich the
revofutionary artists from all gver Germany were gathered together after the
war. Unlike the Moverber Group, however, the initiative for the Arbeitsrat
rested with a circle of young architects who together with Bruno Taus (b, [B80
in Krigsberg, d.1938 in Ankara) prociaimed building to be a humanitarizn
undertaking, a task which Taut summed up in the slogan: 'The earth a good
hapitationt’

Atk — that is one single thing, when it exists! Today there is no art. The various
disrupted tendencies can find their way back to a single unity only under the
wings of a new architecture, so that every individual diseipline will play its
past in building. Then there will be no frontiers between the applied arts and
sculpture or painting. Everything will be one thing: architecture.

The direct carrier of the spiritual forces, moulder of the sensibilities of the
general public, which today are slumbering and tomorrow will awake, is
architecture. Only a complete revolution in the spiritual reabm will create this
architecture, But this revolution, this architecture will not come of them-
selves. Both must be willed — today's architects must prepare the way for
tomorrow's buildings. Their work on the future must receive public assistance
to make it possible.

Therefore:

I, Suppert and gathering together of the ideat forces among architects

{a) Support for architectural ideas which, above and beyond the purely
formal aspect, strive for the concentration of all the national energies in the
symbol of the building belonging to a better future and which demonstrate
the cosmic character of architecture, its religious foundations, so-cailed
Utopias, The provision of public funds in the form of grants to radically
inclined architects to enable them to carry out such projects. Financial
assistance towards the publication of written material, the construction of
models and

(b) for a well-situated experimental site {e.g. iu Berlin: the Tempelhofer
Feld), on which architects can erect large-scale models of their ideas. Here,
too, new architectural effects, .z, glass as a building material, shalt be tried
out, perfected and exhibited to the masses in full-scale temporary construc-
tions or individual parts of a building, The layman, the woman, and the child
will lead the architect farther than the inhibited specialist. Expenses could be
met by melting down public moauments, breaking down triumiphal avenues,
etc, as well as by the participation of industries connected with the
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experimental buildings. Workshaps with colonies of crafismen and artists on ;
the experimental site, %
{c) Decision on the distribution of financial aid by a council made up haif of :
creative architects, half of radically minded laymen. If agreement cansnot be -
reached, the final decision will be taken by a layman chosen from the counei, *

H, Penple’s honses \
(a) Beginning of larpe-scale people’s housing estates not inside the towns, °
but in the open country in connexien with settlements, groups of huildings i

for theatre and music with lodging houses and the like, enlminating in the
refigious building. Prospect of a prolonged period of construction, hence the
beginning should be imade according to & grondéinse plan with limited means,

(b} Architects to be chosen not by competition but in accordance with I{c)
{c) If building is halted it shouid be given new incentives during the pauses by
means of plathied extensions and new ideas in aecordance with I{a)-(c).
These buildings should be the first attempt at unifying the energies of the
pecple and of artists, the prelimmaries for developing 2 culture. They eannat
stand in the metropolis because the fatter, being rotien in itself, wili disappear
along with the old power. The future lies on the newly developed land, which -
will feed itseif (not ‘on the water’).

TR I

I11. Estates -+
{(a) Unitary direction in the sense that one architect will establish overall
principles according to which he will examine all projects and buildings, with. |
out thereby impeding personal freedom. This orchitect to have the right
of veto. :
{b) As TI{h). i
{¢) Formal elements to be reduced radically to second piace after ageicultural -
and practical consideratious. No fear of cxtreme simplicity, but alse not of
colour. 3

IV, Other buifdings
(a) For street development and, according to eircumstances, for whole nrban :

districts the same thing applies as for IT}) and {b).
(b} No distinction between public and private buildings. As long as there are i
freelance architects there will be only freelance architects. Until there are .
State potters there need not be Statc architects. Pubdic and private buildings -7
may be built by anyone; comnissions in line with I{€) or through competitions
that are not anonmymous, whose participanis are invited by a council in
accordance with Hc) and awarded prizes: no unpaid designs, Unknown
architects wifl apply for invitation to the council. Anonymity is rendered
valueless by the recognizable artistic handwriting of successful architects. No .
majority decisions by the jury; in the event of no unanimity, each member of
the jury is individually responsible for his vote. Best of all a single adjudicator,
Final selection possibly by plebiscite.
{c) Building officials, such as municipal building advisers and the like, to be ’
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concerned only with the control of local buitding, demofit_ion, and financial
5upervi3§l-:ln, with purely technical functions, The intcr_medmte ﬁeiFls, such as
sown planning, to be under the supervision of an advisory council of archi-
jects and gardeners, ]

d} Ne titles and dignities for architects {doctor, prafessor, cou ncitlor,
excellency, etc) )

2} In everything, preference to be given to the creative; no control over the
architect once he has been commissioned. .

In the event of public contradiction, decision by a council in accordance
with J{c} which can be established by an architects’ corporation.

Only such architects’ carporations are to have anthority in this and other
maiters and are to be recognized by the State, These corporations are to
exercise to the limit the principle of mufual aid. They are to bring their
influence to bear om the police responsible for enforcing building regu_lationsy
Mutual aid alone makes an asseciation fruitful and active. It is more import-
ant than the number of votes, which means nothing without social concord.
1t excludes inartistic and hence vnfair competition.

V. The education of srchitects N -
(7} Corporations in accordance with ¥¥{g} have the decision as to the building,
copstitution, and supervision of technical schools; teachers to be selected in
cotlaboration with the students. Practical work on the building site and in the
workshop like an apprentice in a craft, ]
{b} In the trade schools no artistic, but only techmical tuition. Techmical
primary schools. B . )

(c) The artistic education in the offices of practising architects, according to
the choioe of the young people .nd the architects themse]ves.

(d) General education according to inclination and previous knowledge in
peopie’s colleges and undversities.

¥1. Architecture and the other arts

() Designing of eahibitions by architects in cheerful shapes; Iightwg:ight.
buildings in husy public squares and parks, on popular lires, almost like a
faiz,

{b) Extensive employment of painters and sculptors on all buildings in order
to draw them away from salon art; the arousal of mutual mterest between
architect and *artist’,

{©) In accordance with this principle, also introduction of architectural
students into the creative ‘new arts’. That architect i3 alone significant who
has a conspectus of the whole domain of ari and wnderstands the radical
endeavours of painting and sculpture, He alone will help to bring about the
unity of the whole,

Increased importance of the architeet in public life through his holding
important posts and the like will resuit automatically from the implementa-
Lion of this programme.
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1219  “Work Council for Art":

Under the wing of a great architecture

I March §919 the Arbeitsrat fiir Kunst (Work Coundil for Art)in Berlin
published a prograrnmatic cireufar &owhich Brunio Taut’s Architektur-Programim
i(Programme for Architecture) of 1918 is compressed into a guidéng arincipia
and six demands. The Arbeitsrat was then directed by Walter Gropius, César
Kiein, and Adalf Behne, The business committee included: Otta Barinieg,
Merrrann Hasler, Erich Hackel, Gearg Kolbe, Gerhard Marchs, Ludwig
‘Maidner, Max Pechstein, Hermann Richter-Berlin, Kart SchmitmRattloff, Bruas
Taut, Max Taut, Wihelm Valentiner, Althcugh the architecis werz already in
the mirarity, they sti# had the decshe voice and exercised inmer leadership of
the group.

in the comviction that the political revolution must be used to liberate art
from decades of regimentation, a groop of artists and art-lovers united by a
common outlook has been formed in Beriin. It strives for the gathering

together of all scattered and divided energiez which, over and above the
protection of one-sided professicnal interests, wish to work resohuiely to-
geiher for the rebuilding of our whole artistic fife. In close contact with
associations with similar abjectivea in other parts of Germany, the Arbeitsrat
fiir Kunst hopes in the not too distant futuze to be ahle to push through its
aims, which arc outlined in the following programme.

In the forefront stands the guiding principle:

Art and people must form a unity.
Art shall no longer be the enjoyment of the few but the life-and

happiness of the masses,

The aim is atliance of the arts under the wing of a great architecture.

On this basis six preliminary demands are made:

1. Recognition of the pobhie character of all building activity, both State and
private, Removal of all privileges accorded to Civil Servanis. Unitary supes-
vision of whole urban districts, streets, and residential estates, without cur-
tailment of freedotn over defail, New tasks: people’s housing as a means of
bringing afl the arts to the people, Permanent experimental sites for testing
and perfecting new architectural effects,

2. Dissolution of the Academy of Arts, the Academy of Building and the
Prussian Provincial Art Commission in their existing form. Replacement of

+“
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ese bodies, accompanied by a redefining of their territories, by others d'rawn
m ihe ranks of productive artists themselves ar}d free fqre:n‘u‘\ State mtfzr-
srence. The changing of privileged art exhibitions inte exhibitions to which

entry is free.

1. Freeing of all training in architecture, sculplure, paiut?ng, and handicrafts
f;om State supervision. Transformation of all instruction ;nhthc arts and
handicrafts from top t0 hottom. State funds to be made available for this

purpose and for the training of master craftsmen in training workshaops.

4. Enltivenment of the muscums as educational establishments for the people.

Mounting of constantly changing exhibitions made to serve the interests fc:f
the peaple by means of fectures and cpnfluctcd tours. Separation of scientific
material in specially constructed busfqnngs. Establishment of spgme}iiy ar-
canged collections for study by warkers in the arts and crafts, Just distribution
of State funds for the acquisition of old and new works.

5. Destruction of axtistically valueless monyments as well as af all buildings
whese artistic value is out of proportion to the value of their material Wh“fclh
could bz put to other uses. Prevention of prematurely planned wa{rl mem];:r,n; §
and immediate cessation of work on the war TusTUms proposc for Berlin

and the Reich,

. Establishment of a national centre o ensure the fostering of the arts within
the Framework of future fawmaking.




Gropius/ Taut/Behne:
Mew ideas on architecture

inApri 1319 the Ardeitsrat fir Xunst put on in Berlinen Exhibition for
Unknown Acchitecss. The faur-page leaflet published on the ouxasion of this
fNrst Arbaitsrat exhibition gave no names but contained three manifesto-ike
texts by Walter Gropius, Bruno Taut, and Adolf Behne, the secretary nf the
Arbeitsrat {8.1895 in Berlin, 4,3948 in Berfin} AL the time of the exhibition
Gropius had been appointed divectar of the former Vereinigten
Grossherzoglichen Schulen fiir Bildende Kunst und Kunstgewerse in Weimar
and had afready sucreedad in having the name changed to Staaitiches Bavhaus,
H#s contribution to the exhibition keaflet corresoonds essentialiy 1o the First
Bauhaws Manifesto.

What is architecture ? The crystalline expression of man’s noblest thovghts,

his ardour, his humanity, his fzith, bis celigion! That {5 what it once was! Bug

whao of those Eving in our age that is cursed with practicality still compre- ©
hends its aif-embracing, soul-giving natuve 7 We wrik through our atrects and
cities and do nat kowd with shame at such deserts of ugliness! Let us be guite |
clear: these grey, hollow, spiritiess mock-ups, in which we live and wark, will

be shameful evidence For posterity of the spiritual descent into hell of our

generation, which fargot that great, unique art: architecisre. Let us not decgive 3
ourselves, in our Futopean arropance, that the wretched buildings of owr era ©
could after the overall picture. All our works are nothing but splinters, -
Structures ereated by practical requirements and necessity do not satisfy the
longing for a world of beauty built anew from the boltom up, for the rehirth
of that spivitual unity which ascended to the miracle of the Gothic cathedrals.
Wz shall not live to see if. Bt there is one consolation for us: the ides, the
building up of ar ardent, bold, forward-looking architectural idea to be ful- -
filled by a happier age that must come. Arlists, let us at Jast break down the
walls erected by our deforming academic training between the ‘arts” and alf of -
usg become builders qgain! Lel us together will, think out, treate the new idea of -
architecture. Painters and sculptars, break through the barriers to architecture
and become fellow builders, feliow strugplers Tor the final goal of art: the
creative conception of the cathedral of the furure, which will once again be aff -

in onre shape, architecture and scnipture and painting,
But ideaz die as soon as they become compromises, Hence there must be

clear watersheds Between dream and reality, between longing for the stars and ]

everyday labour, Architects, sculptors, painters, we must afl return to the

crafls! For there s no ‘professional art’, Artists are craftsmen in the original {_:.:
sense of the word, and only in rare, blessed moments of revefation that lie
gutside the power of their will can art blossom unconsciously from the work

of their hands. Painters and scniptors, become craftsmen again, smash the

frame of salon art that is round your pictures, go into the buildings, bless ::
them with fairy tales of colour, chisei ideas into the bare walls - and budld in

P

o seination, uncancerned about techmnical difﬁculties._ The buen of imagina-
;{gagis always more important than ali technigue, which always adapts itself
ot ar’s creative will, There are no architects today, we are sl of us m;rciy
0 m‘::,n‘n g the way for him who wil once again deserve the name of archlatect,
f(f:gh at means: lord of art, who wiil build gardens out of deserts and pile upr

wondlers to the sky.

Walter Gropius

Is there any architecture today 7 Are thereuany acrchitects? Erwin von Silfmj
pach, Sinan, Aben Cencid, Diwakara, Poppelmgnn - ccnffontefl '?3,',; "&SL
{flustrions names, does anyone today dare f:all himself an "architect’? Mo,
roday there are neither architeciure nor architects. ) e

Are not we, who are al the mercy af a}iwdevour:ng society, parasites in 3
fabric of a society that knows no architecture, wanis nolarchiiecturq z‘m
therefore needs no architects! For we do not ::fjtll it architecture to give a
pleasant shape to a thousand usefuf things: dwelling }}ouses, oﬁit':es,, staE;on;,
markets, schools, water Trwers, gasosneters, ﬁre-s;ai;uns, i‘actone;, an lt] e
sike. Our *utility” in these matters, by means of which we earn our itving, h&s
nothing to do with our profession, any more than any madern bu:idmg das
anything in common with Angkor Wat, the Alhambra, or the Dresden
Z\}?%}i:r professicn we cannot be creators ‘today, but we are s_ea:k,ers and
callers. We shall not cease secking for that which later may erystaifize out, and
calling for campanions who will go‘w;th us on the hard pati, \}'ho kggw in
deep humility that everything today i3 nothing but the very first I;xght o \ AW,
and who prepare themseives in sei[wfurgetful surrender for the rising of the new
sun. We call upen all those who helieve in the Future. A¥§ sirong fungzng" fn‘r
the future is architecture in the making. One day there wilf be a world-view,
and then there will also be its sigm, its cr)fs{aiﬁm archn.etture. ) ;

Then there will be no siriving, no obsessive seeking fE)r_art in th&: izf»f': of
various banalities, then there will be one s@qglelarl, and this art will sh;:zrf into
every pook and cranny, Until thes the un&tamr} can be tolerable only if the
architoet bears within him a presentiment of Lhis sun. It alone provides the
mensure of afl things, strictly distinguishes the sacred ufmm the secular, shﬂ
great from the small, but it also lends to everyday things = shimmer of its
radiance.

Brimo Taut

The sketches and designs assembied in this ﬁ{hihilionl are for sale. Thus the
pubjic have the opportunity to translate their interest in Ehe (uture destiny of
a new architecture, and hence a new art, into deeds by giving mater;ai support
1o the artists by purchasing their sketches, (hereby encouraging them io go
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on working along paths previously blocked by the indifference of the pubbiz

and the professional simple-mindedness of age]
_ Wedo not expect the snob to buy architectu
ing for a sensation, an effect. We are hoping

helpful fo the cause and thereby to the artist

sts,

raf sketches! The snob is fook. :
: y lor people whe have a more
responsible conception of their relationship to art. Such helpfid Imm*«:haserze

use and at the same tinre, will fiad o
deeper, more lasting 1oy in the architectural sketches than in ma:w sheets 0%:; )
free drawings. For architectural sketches ahways stimulate anew the imoging.

tion that works with them, builds with them, joius its wilf to theirs,

To a far higher degree than free graphic

sumers of art,

ii“ha%l the interested public and that the purchasers at our exhibitions are .
quite different from those who till now have appented as buyers in the salons -

is quite certain,

works, architectural sketche
address themselves to the witfl and thereby fulfil a mis;ion. For we must at al?

costs escape from the situation in which art lovers age wiil-Jess, passive con- -

There is nothing small at stake, as Walter Gropins and Bruno Taut have
Others are to follow - alsa by

stated here, This exhibition is a first endeavour.,
ueknown painters ~ new-style exhibitions th
character of exhibitions up to now,

Adolf Behne
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1919  Walter Gropius:
Programme of the Staatliches Bauhaus in

Weimar

Tha day on vehich Grepius took aver in Weimar from Henry van de Velde
{whic had to give up bis post in 1914 at thebeginning of the war? was also the
date of the founding of the Staatliches Bavhaus. The renaming of the school was
canfirmed on 12 Aprd 1919, The same month Gropius [t §883 i Berlin, 4.195%
in Boston, Massachusetts) gublished the founding manifesto and a detaifed
programme in the shape of a four-page feaflet. The frontisplece {repreduced
onpage 533 isa woedent by Lyonei Feirénger,

The ultimate aim of all visual ards i the complete building! To embeflish
buildings was once the noblest function of the fine arts; they were the in-
dispensable components of great architecture. Today the arts exist in isola-
tion, from which they can be rescued only through the conscious, co-operative
effort of all craftsmen. Architects, painters, and sculptors must recognize
anew and fearn to grasp the composite character of a building both as an
entity and in its separate parcts. Only then will their work be imbued with the
architectonic spiril which it has fost as "salon art’.

The old schools of art were unable to praduce this unity; how could they,
since art cannot be tanght. They must be merged once more with the work-
shop. The mere drawiag and painting world of the patiern designer and the
applied artist must become a world that builds again. When youns people
whao take a joy in artistic crestion once more begin their life's work by learning
a trade, then the ynproductive “artist” will no longer be condemned to defi-
cient artistry, for their skill will now be preserved for the cralis, in which they
will be able to achieve excellence,

Architects, sculptors, painiers, we all must return to the crafts! For art is
not a “profession’, There #s ne essential difference between the artist and the
craftsman, The artist i5 an exalted craftsman, In rare moments of inspiration,
tramscending the consciousness of his will, the prace of heaven may cause his
work to blossom iate art. But proficieacy in a crall is essential to every artist,
Therein lies the prime source of creative imagination, Let us then create a new
guild of crafisimnen without the class distinctions that raisc an arropant bartier
between craftsman and artist! Together let us desite, conceive, and create the
new structure of the future, which will embrace architecture and scuipture and
painting in one wity and which will one day rise toward heavan from the
hands of a mifiion workers like the crystal symbot of a new faith.

Welter Gropius

Progeamme f the Staatliches Basbaus io Weimar
The Staailiches Bauhaus resufted from the merger of the former Grand-Ducal
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Saxon Academy of Art with the Former Grand-Ducal Saxon School of Arts

and Crafts in conjunciion with a newly affifiated department of architecture,

Aims of the Banhaus

The Bauhans strives to bring together all ereative effort into one whole, to

reunify all the disciplines of practical art - sculpture, painting, handicraRs,

and the crafts — as inseparahle components of a new architecture, The ulti.

wate, if distant, aim of the Bauhans js the unitied work of art — the great
structure — in whick there is no distinetion between monumenta! and decora-
tive arg. -

The Bavhaus wants to educate architects, painters, and sculptors of aff
levels, according to their capabilities, to become campetent crafismen or
Independent creative artists and to form a warking community of jeqd ing and
future artist-craftsmen. These men, of kindred spirit, will know how to design
buildings harmoniously in their entirety - structure, Ginishing, ornamentation,
and furnishing,

Principles of the Gaubaus
Art rises above gl methods; in itself it cannot be taught, but the crafis cor.
taindy can be. Architects, printers, and sculpiors are craftsmen in the true
sense of the word: henee, a tharough training in the crafls, scquired in work-
shops and on experimental and practical sites, is required of alf students as the
inclispensable basis for ail artistic prodaction. Oyr own workshops are to be
gradually buit up, and apprenticeship agreements with outside workshops
will be concluded.

The school is the servant of the workshop and will ope day be absorbed in
it. Therefore there will be no teachers or pupils ia the Baunhaus but masters,
jouraeymes, and apprentices.

The nanner of teaching arises from the character of the wo rkshop:

Crganic forms developed from manual skills,

Axoidance of aji rigidity ; priarity of creativity; freedom of individuality, but
strict study discipline,

Master and fonrneyman examinations, according to the Guild Statutes, held
before the Council of Masters of the Bauhaus or before cutside masters.
Coltaboration by the students in the work of the masters.

Securing of eommissions, akso for students,

Mutual plaaning of extensive, Ptopian structurad designs - pubtic buitdings
and buildings for worship - aimed at the future, Collabg ration of alf masters
and studests - architeets, painters, sculptors - on these designs with the
object of gradnaiiy achieving a harmony of a1l the component elements and
parts that make op architeciure,

Constant contact with the leaders of the crafts and industries of the couniry.
Contact with public life, with the people, through exhibitions and other
activities,

¢
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MNew research into the nature of the exhibitions, to solve the problem of
displaying visual work and sculpture within the framework of architecture.
Encouragement of friendly relations between masters and students outside of
work; therefore plays, lectures, poetry, music, fancy-dress parties. Establish-
ment of a cheerful ceremonial at these gatherings.

Range of Instraction .
Instruction at the Bauhaus includes all practical and scientific areas of
creative work.

A Architecture, -

B. Painting,

C. Sculpture

including all branches of the crafts,

Students are trained in a craft {17 as welf as in deawing and painting {2} and
science and theory (3).

t. Craft training — either in our own, graduaily enlarging workshops or in
outside workshops to which the student is bound by apprenticeship agree-
ment - includes:

{a) sculptors, stonemasons, stucco workers, weoodcarvers, ceramic workers,
plaster casters;

(1) blacksmiths, locksmiths, founders, metal turners;

{c) cabinetmakers;

{4} scene-painters, plass painters, mosaic workers, enamellers;

() etchers, wood engravers, lithographers, art printers, enchasers;

ff) weavers.

Craft training forms the basis of all teaching at the Bauhaus. Every student
must learn a craft,

2. Training in drawing and painting includes:

(a) free-hand sketching from memory and imagination;

{b} drawing and painting of lieads, live models, and animals;
{c) drawing and painting of landscapes, fgures, plants, and stili-lifes;
{d) composition; _

fe) execution of murals, panel pictures, and religious shrines;
{f} design of ornaments;

fe} lettering;

fh) construction and projection drawing;

{i} design of exteriors, gardens, and interiors;

(i) design of furniture and practical articles.

3. Training in science and theory includes:

{a} art history — not presented in the sense of a history of styles, but rather to
further active understanding of historical working methods and techniques;
(b} science of materials;

{c) anatony — from the living model;
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{d) physical and chemical theory of colour;

{c) rationatl painting methods;

(f} basic concepts of bookkeeping, contract negotiations, personnel;

(g) individual lectures on subjects of general interest in all areas of art and

soience.

pivisicns of Instruciion
The training is divided into three courses of instrrction:

I. course for apprentices;
I1. course for journeymen;
I!1. course for junior masters.

The instruction of the individual is left to the discretion of each master within
the framework of the general programme and the work schedule, which is
revised every semester. In order to give the students as versatile and coinpre-
hensive a technical and artistic training as possible the work schedule will be
so arranged that every architect-, painter-, and sculptor-to-beis able to partici-
pate in part of the other courses.

Admission

Any person of good repute, without regard to age or sex, whose previous
education is deemed adequate by the Council of Masters will be admitted, as
far as space permits. The tuition fee is 180 marks per year (it witl gradually
disappear entirely with increasing eamnings of the Bauhaus). A non-recurring
admission fee of 20 marks is also to be paid. Foreign students pay double fees.
Address enquiries to the Secretariat of the Staatliches Baubaus in Weimar.

April 1919,

The Administcation of the Staatliches Bauhaus in Weimar:
Walter {ropius
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Erich Mendelschn:
The problem of a new architecture (excerpt)

1219

Ertch Mendefsohn {B.1H8F in Allenstein, East Prussfa, d,¥35] in San Franciseo)
wasin 1919 a member of the Central Comenittes of the Movember Group. In
the feaflet of the Berlin Arbeitsrat fir Kuast {p.44) he is listed as one of thase
friends wha have expressed their suzpport for the goals of the Arbeitsrat. The
foitawing text is an excerpt from 3 prograrmmatic lecture with slides which
Mendelsabn defivered to members of the Arbettsrat. The lecture presupposes
a knoviedge of the LMopian designs asserebled by the Arbeitseat indts
exhibition of April 1919, Mendelsohn compares these designs with those
buildings aiready regarded as standard examples of the new development,

The simulfancous process of revolutionary pelitical decisions and radical
changes in human relationships in economy and seience and religion and art
give belief in the new form an g prieri right to exercise control, and provide a
justifiable basis for a rebicth amidst the misery produced by world-historieal
disasters,

When forms break up, they are merely thrust aside by new forms that are
already present but ooly now come {0 light.

For the particular prerequisites of architecture, the reorpanization of
society taking place in response to the spirit of the times means new fasks
arising out of the changed purposes of buildings which in turn result from
changes in taavel, economy, and religion, coupled with new possibilities pre-
sented by the new building materials: glass, fron, and concrete.

When we consider as yet unknown possibelities, we must not let ourselves
be misled by that dulling of vision which comes from too close a viewpaoint,
That which seems today to be flowing with viscous slowness will later appear
£o history as having moved at a breakneck and thilling speed, We are dealing
here with an act of creation!

We are only at the early begisning, but we are already faced with the possi-
bilities of its development,

Before such a future the great achievements of Aistorica! times step back of
their own aocord ; the immediacy of the presess loses its importance.

What will happen has value eafy if it comes into being in the intoxication
of vision,

Criticism bears fruit ondy i it can embrace the whole problem., Tutelape
fails, because the future speaks For itsel, If we wish to pass on such a faith, to
convey its palpable conclusions to a wider cirele as self-evident facts, we must
necessarily demonstrate that the young forces in architecture draw their
architectonic experiences not from fifsfary nor from heaven, but solely from
the fertility of their own visions of space. Inthis, up to the present, three paths
may be distinguished, which, though fundameniafly different, follow paraliel
courses towards the same poal and nevertheless will one day cross . . .

Itcanpot be chance that the three recognizable paths of the new architecture
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coincide with the same number and pature of the nsw paths in painting and
sculpture, ) o

This coincidence of the volition behind them will fmd; expression in the
resulting work and will bring all the arts back into o wuity. This unity will
exnbrace the great achievements ~ the shrines of a new world — a5 weil o5 the
smallest objects in our everyday dwelfings. ’ N

What today is a prablem — will one day be a task; what today is the vision
and Faith of a single individual, will one day become a law for ail,

Therefore alf irends seem necessary to achieving the goal, and hence to
solving the probiem of a new architecture:
the apostles of glass warlds,
the anakysts of spatial elements, .
the scekers for new forms of material and construction. ” i ‘

Naturally, this era wifl not be brought into being by social ciasses in the grip
of tradition. ’ _ ‘

Only a new will has the future in its favour in }hc uneonsciousness of its
chaotic impetus, in the pristine vigour with which i emt{races the universal.

For just as every epoch that was decisive for the evolution of human history
snited the whele known glebe under its spiritual will, so what we long for will
have to bring happiness beyond our ews country, be)iond Europe, to alf
peoples. This does not mean that [ am handing over the Feins Ly zn}:et}aatmnal—
ism. For infernationalism means an aesthetic attitude with its basis in no one
people in a disintegrating world. Supra-nationalism, _however, embraces
national demarcations as a precondition; it is free humanity that glone can re-
estabifsh an all-embracing culture.

Such a great witl unites all those who are engaged ip the v{grk.

It comes into being, it awskens an adequate religious faith only after the
fusion of the ultimate achievement of aff peoples.

Here we can do no more than contribute the modest measure of our own
work, in faith and in a willingness to serve.
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1920 Naum GabofAntoine Pevsner:

Basic principles of Constructivism

The brothers Gaboand Pewsrer, both sculptors, wrote in Moscow in %20 the
Feaéist Monifesto, in which they faid down the basic principles of Constructivism,
which exarcised a paverful influence especially on post-war Russian
architecture {Tatlin, the brothers Viesnin, Lissitzky}, Gabo and Pevsner are
concernaed with constructions in space, which, however, are interpreted
primacily ngt as architecture, bitas scuipture. An important part is played ins
their congeptions by hapkit and optic charms arising out of the copnbination of
varicus materials in these spatial constructions. These materials are without
exception those produced industrially.

l. We reject the closed spatial circurnizrence as the plastic expression of the |
moulding of space. We assert that space can only be modcHed from withie 3
outward in its depth, not from without inward through its volume. For what

else i5 absolute space than a unique, coherent, and unkimited depth?

2. We reject the closed mass as an exclusive element for the building up of .}f

three-dimensional and architectonic bodies in space. In opposition to it we
set the demand that plastic bodies shall be constructed stereometrically.

3. We reject decorative colour as & painterly element in three-dimensional -
construction. We demand that the concrete material shalt be employved asa

painterly element.

4. We reject the decorative fine, We demand of every line in the work of ant

that it shall serve solely to define the inner directions of force in the hody to be .

porirayed.

5. We are no longer content with the static elements of form in plastic art. We
demand the inclusion of time as a new efement and assert that real movement %
must be employed in plastic art, in order to make paossible the use of kinetic

thythms m a way that i not mecely illusionistic.
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Bruno Taut:
Down with seriousism!

In Movernter 1919 the Berlin Arbertsrat fir Kunst was merged with the
tavember Group. Put Tautand Behne kept together their architert friends.
At their instigation there was an exchange of ciccufar letiers, skelches, and
essays in the nature of confessions of faith, knowi as Die Gaifiserse Kefte {The
Giass Chain). From Sanuary 1920 omwerd Taut had 4 new mouthpiece: in every
issue of the periadical Stodtbaukunst piter und newer Zeit {Urban Architecture
Ancient and Modern) he had four 1o six pages to dowith as he liked. Taut cafied
this appendix Feahiiche! {Daybreak). The text ceproduced below occupies

the introductory page of this series,

Hopp! Hopp! Hopp! My sweet little horsey!

Hopp! Hopp! Hopp! Where do you want to go?

Over that high wall?

well really T don't know!

Hopp! Hopp! Hopp! My sweet fittle horsey!

Hopp! Hopp! Hopp! Where -~ do ~ you - want ~ io go?
{Scheerbart, Katerpoesie)

Away with the sourpusses, the wailing Willies. the sobersides, the brow
furcowers, the eternably serious, the sweet-sour ones, the [orever important!
‘fmportant! Important!” This damned habit of acting important! Tomb-
stone and cemeiery fagades in front of junk shops and oid clothes stores!
Smash the shell-Eme Dorie, lonic and Corinthian columas, demclish the pin-
heads! Down with the ‘respectabitity’ of sandstone and plate-glass, in [tag-
ments with the rmbhish of marbie and precicus wood, to the garbage heap
with all thai junk] )
“Oh, our convepts: space, home, stylel’ Ugh, how these concepts stink!
Destray them, put an end to them! Let nothing remain! Chase away their
schools, let the professocial wigs fly, we'll play catch with them, Blast, blast!
Let the dusty, matted, gummed up world of concepts, idectopies and systens
feel our cold north wind! Death to the concept-Hee! Dleath fo everything
stuffy! Death to everything catled title, dignity, auihority! Down with every-
thing sericus! )
Daown with all camels that won't go through the eye of a needle, with all
wosshippers of Mammen and Moloch! *The warshippers of [ore must

kauckle under to force!” We are sick of their bloodsucking — caterwauling in © -

the early light. ]
tn the distance shines our tomorrow, Hurray, three times hurray for our

Ln TauT, Frihficht ~ Eine Folge fiir die Verwirklichung des neuen Baugedankess. Uistein,
Bauwelt Fundamente, %oi.8.
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kingdom without force! Husray for the transparent, the clear! Hurray for
purity! Hurray for crystal! Hurray and again hucray for the fluid, the gracelul,
the anpular, the sparkiing, the Raskhing, the light - hurray for everlasting
architecture!
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Le Corbusier:
Towards a new architecture: guiding principles

Le Corbusior (I 1807 in La Chawede-Fonds, Switzerland, d. 1965 in Roquebrune,
Cap-Hartin, France) was alneady weli known cutside France when in 1920
those programmatic nates appearad in the perivdical L'Esprit Meuveou which

in 1923 he published in book form under the titie ¥ers une Architecture, 1n 1910
Le Corbusier had worked for a few months with Peter Behrens in Berlin, knew
the wark of the Dawischer Werabund [which, against van de Velde's

pratest - see page 28 - was afread y concerning itself with standardization and
the prablems of industriatization}, had since [917 travelied all over Europe and
waz now, (rom F920, evolving an assthetic of mass-production buitdiag,

‘Fhe enginecr's aesthetic and architecture

The Engineer’s Aesthetic and Architecture are two things that march together
and follew one from the other: the one being now at its fulf height, the other
in an unhappy state of retropression,

The Engineer, inspired by the law of Feonomy and governed by mathe-
matical caleslation, puts us in accord with umiversal law. He achieves
harmony.

The Architect, by his arrangement of forms, reatizes an order which is a
puie cceation of his spirit; by forms and shapes he affects our senses to an
geule degree and provokes plastic emotions; by the relationships which he
creates he wakes profound echoes inus, ke gives us the measure of an order
which we feel to be in accordance with that of cur world, he determines the
various movernents of our heart and of our understanding; it is then that we
experience the sense of beauty,

Three reminders to architects

Mass

Qur eyes are construcied to enahle ws to see forms in light.

Primary forms are beautiful forms because they can be clearly appreciated.
Archilects today no longer achieve these simple forms.

Working by calculation, engineers employ peometrical formns, satisfying our
eyes by their geometry and our understanding by their mathematics; their
work js on the direct Kne of good art.

Surface

A miass is enveloped in its surface, a surface which is divided up according to
the divecting and generating lines of the mass; and this gives the mass Its
individuality.

Architects today are afraid of the geometrical constituents of surfages.

The great problems of modemn eonstruction must have a geometrical solution.
Forced to work in accordance with the strict needs of exactly determined
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conditions, engineers make use of form-penerating and form-defining ele-

ments. They create limpid and moving plastic facts,

Plan

The Plan is the generator.

Without a plan, you have lack of order and willuiness,
The Plan holds in itself the essence of sensation,

The great problems of tomorrow, dictated by collective necessities, put the

question of ‘plan” in a new Fornr,
Modern life demands, and is waiting for, a new kind of plan, both for the
house and for the city.

Repulating lines

Anr inevitable element of Architectore,

The necessity for order. The regulating line is a gouarantec against wilfulness,
It brings satisfaction to the understanding.

The reguiating line is a means to an end; it is not a recipe. Iis choice and the
modalities of expression given to it are an inlegral part of architectural
credtion,

Eyes which do not see . ..

Liners

A great epoch has beguon,

There exists a new spirit.

There exists 2 mass of wark conceived in the new spirit; it is to be met with
particularly in industrial production.

Architecture is stifled by custom.

The ‘styles’ are a lie.

Styie is a unity of principle animating ali the work of an epoch, the resuit of a
stake of mind which has its own special character.

Cur vwn epoch is determining, day by day, its own style.

Cur eyes, unhappily, are unable yet to discern it.

Aeroplones

The acroplane is the praduct of close selection,

The lesson of the aeroplane lies in the logic which zoverned the statement of
the problem and its realization,

The problem of the house has not yet been stated,

Nevertheless there do exist stapdards for the dwelling house.

Machinery contains in itself the factor of economy, which makes for sefection,
The house is 2 machine for living in,

Aiiromobiles

We must aim at the fixing of standards in eorder to face the problem of

perfection,
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The Parthenon is a product of selection applied fo a standard.

Architecture operates in accordance with standards,

standards are a matter of logic, analysis, and minute study; they are based on
a problem which has been weil ‘stated’. A standard is definitely estabiished by
grperiment.

Architecture

The lessan of Rome

The business of Architecture is to establish emotional relationships by means
of raw materals,

Architecture goes beyond atilitarian needs.

Architecture is a plastic thing.

The spirit of order, a wnity of intention.

The sense of refationships; architecture deals with qeantities.

Passion can create drama out of inert stone.

The iiusion of plans

The Plan proceeds from within to without; the exterior is the result of an
interior,

The elements of architecture are light and shade, walls and space,
Arrangement is the pradation of aims, the classification of intentions.

hdan looks at the creation of architecture with his eyes, which ave 5 feet
g incies from the ground. One can only deal with aims which the eye can
appreciate, and intentions which fake into account architectura? elements. If
there come into play intentions which do not speak the language of architec-
fure, you arrive at the itlusion of plans, yon tranggress the rules of the Plan
through an ecror in coneeption, or through a leaniog towards empty show,

Fure creation of the mind

Contour and profile are the touchstone of the architect.

Here he reveals himself as artist or mere engineer.

Contour is free of all constraint.

There is hera no longer any question of eustom, nor of tradifion, nor of con-
struction nor of adaptation to utilitarian needs.

Contour and profife are a pure creation of the mind; they call for the plastic
artist,

Masg-production houses

A great epoch has begun.

There exists o new spirit.

Industry, overwheiming us like a flood which rolls on towards its destined
ends, has Turnished us with new tools adapted to this new epoch, animated by
the new spirit,

Economic law inevitably governs our acts and our thoughts,

The problem of the house is a problem of the epoch, The equilibriom of
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society today depends upon it. Architecture has for its first duty, in this period
of renewal, that of bringing about a revision of values, a revision of the con-
stituent elements of the house,

Mass-production is based on anatysis and experiment.
Industry on the grand scale meust occupy itself with building and establish the -
elements of the house on a mass-production basis. :
We muest create the mass-production spirit,

The spirit of constructing mass-production houses,

The spirit of Hving {n mass-production houses,

The spirit of conceiving mass-production houses, -

If we eliminate from our hearts and minds alt dead concepts in regard to the
house, and look at the question from a critical and objective point of view,
we shall arrive at the ‘House-Machine', the mass-production house, healthy
{and morally so too} and beautiful in the same way that the working tools and
instroments which accompany our existence are beautiful.

Beautiful also with all the animation that the artist’s sensibility can add to
severe and pure finctioning elements.

Architecture or revolution {excerpt)

... In building and construction, mass-production has already been begun;
in face of new economic needs, mass-production units have been created both
in mass and detail; and definite results have been achieved both in detail and
in mass. If this fact be set against the past, then you have revolution, both in
the method employed and in the large scale on which it has been carrfed out, .
... Our minds have consciously or unconsciously apprehended these events
and new needs have arisen, consciously or unconsciously.

The machinery of Society, profoundly onr of gegr, oscillates between an
amelioration, of historical importance, and a catastrophe. -
The primordial instinct of every human being is to assure himself of a shelter,
The vartous classes of workers in society today no lfonger have dwellings -
adapted to their needs; neither the artisan nor the intelfeciual,

It is a question of building which is at the root of the social unrest of today:
architecture or revolution,
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Bruno Taut:
Friihlicht {Daybreak)

tn Juiy 1920 Bruna Taut had o end the first series of hes Fréhlicke articies. The
editor of Stadthaukunst considered these contributions no lenger telerabie.
in 5921 Tautwent as municipal architect to Magdeburg and fror there, from
auturmn 1921 on, ke was able to coatinge the publication as aquarterly
periodical. Oroe again the friends of The Glass Chain had a chance to speak.
Qnce again Taut prefaced the fisst publication with a piece ofexp ressive,
hyma-Exe prose. Sut in the ensuing issues it bacame clear that rew ideasand
forces were finding expressicn, new ideas and forces more closely related to
reality. And new names: Oud, Michier, Mies var der fiche,

KOW DAY WILE EVENTUALLY BREAK - WHO KNOWS? BUT WE
CAN FEEL THE MORNING. WE ARE NO LONGER MOONSTRUCK
WANDERERS ROAMING DREAMILY IN THE PALE LIGHT OF
HISTORY. A COOL EARLY MORNING WIND IS BLOWING AROUND
US; HE WHO DOESN'T WANT TO SHIVER MUST STRIDE OUT.
AND WE AND ALL THOSE STRIDING WITH US SEE IN THE DIS-
TANCE THE EARLY LIGHT OF THE AWAKENING MORNING!
WHERE ARE ALL THE NOCTURNAIL SPECTRES! GLASSY AND
BRIGHT A NEW WORLD SHINES OUT IN THE EARLY LIGHT, IT IS
SENDING OUT ITS FIRST RAYS. A FIRST GLEAM OF JUBILANT
DAWN. DECADES, GENXERATIONS - AND THE GREAT SUN OF
ARCHITECTURE, OF ART IN GENERAL WILL BEGIN TS YIC-
TORIOUS COURSE./THE IDEA OF THE EAREY LIGHT IS NOT
MIRRORED N THIS SERIES FOR THE FIRST TIME. IT WAS AND IS
GOOD TO MAINTAIN QUR VIEW OF THE HORLZON WITH UN-
PIMMED IMAGENATION. TESTS OF THE REALIZATION OF THE
NEW IDEA ALREADY EXIST IN MATERIAL, AND THESE PAGES
ARE INTENDED FIRST AWND FOREMOST TO SERYE THIES REALIZA-
TION, STARTENG FROM THE ACTIVITIES OF A TOWN COUNCIL
THAT DELIGHTS IN THE FGTURE. THEY ARE INTENDED TO HELP
OUR COMRADES N GERMANY STRIDE FORWARD MORE JOY-
FULLY WITH US, AND OUR PATHS WILL MEET THOSE WEHO ARE
OUR BROTHERS IN SPIRIT BEYOND OUR FRONTIERS. | WE DO
NOT BELIEVE IN PARALLELS BETWEEN MATERIAL AND SPIRTT-
UAEL FLOWERING. THE FULL STOMACH POES NOT LIKE IDEAS,
THE OVERFULL HATES THEM, IT WANTS PEACE. TODAY MORE
THAN EVYER WE BELIEYE IN OUR WILL, WHICH CREATES FOR US
THE ONLY LIFE YALUE. AND THIS VALUE IS: EVERLASTING

CHANGE.
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1922 ‘De Stiji’:
Creative demands

De 5tiff made s vaics heard all over Eurcpe. Manih by monith the periodicat
spread the principles of elemwe ntal craativity. Theo van Doesburg travelied
from city to city delivering lecturas. *The progressive architects of Holland
have adopted an internatioral standpgint.” Which "has grown up out of
practice”. The field of practice kad itselfl expanded. in 1920 De 5473 formufated
its literature manifasto and in 1711 the manifesta Yers Ure reuvefle formotion du
mgede. A% the International Artists Congress in Dasseldor? in May 1722 van
Doesburg annpurced: *We are preparing the way for the use of an abjactive
universal means of creation.”

1. The end of exhihitions. Instead: demaonstration rooms for total
works.

2. An international exchange of ideas concerning creative problems.
3, The development of a universal means of creation for ail arts.

4. An end to the division between art and life, {Art becomes life.)

5. An end to the division hetween artist and man.
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‘De Stijl’:
Manifesto V: — [+ = R,

1923

Terwards Coflactive Buildirg is the heading over De St Manifesta ¥, written
in Faris. Cellective building means: constructive collaboration of architect,
sculptor, and painter inawerk existing inspace and time. All work to be
carried out according to the elemental laws of the specific material, The result
of this wark wiil be a flawless unity of the arts, from which all individual
eraotions have been banished. In e 5 V) Theo van Ocesburg and Cor van
Eesteren comrnert on the Paris manifesto: art and life can ne longer be
separated, Hence tha term art has become unusable, We are seeking an
ohjeciive system,

I. In close co-operation we have examined architecture as a plastic unit made

up of industry and technology and have established that a new style has -

emerged as a result.

I1. We have examined the laws of space and their endless variations (i.¢. spa- '
tia] contrasts, spatial dissonances, spatial supplementations) and have
established that all these variations can be welded together into a balanced

unity.

T1L. We have examined the laws of colour in space and time and have estab--

lished that the mutual harmonization of these elements produces a new and |
positive unity. :

V. We have examined the relationships between space and time and found
that the process of rendering these two elements visible through the use of
cotour produces a new dimension. :

V. We have examined the mutual interrelationships between dimension, pro-
portion, space, time and material and have discovered 2 final method of con-
structing a unity from them. :

VI. By breaking up enclosing clements (walls, etc.) we have eliminated the
duality of interior and exterior.

VII. We have given colour its rightful place in architecture and we assert that
painting separated from the architectonic construction {i.e. the picture) has
no right to exist. :

VIIL. The time of destruction is at an end, A new age is dawning: the age of
construction.

van Eesteren [ Theo van Doesburg | G. Rietveld
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van Doesburg and van Eesteren:
Towards collective building

Commentary on Manifesto V

We have to realize that art and life are no longer separate demains. Therefore
the idea of *art’ as illusion unconnected with real life has to disappear. The
word ‘art’ no loenger means anything to us. Eeaving this concept behind ws
we demand the construction of our environment according to creative }aw;
derived from a fixed principle. These laws, linked with those of economics
mathema?ics. technology, hygisne, ete., lead to a new plastic unity. In {,‘rl‘df:l"
that the interrefationships of these reciprocal jaws may be defined, the laws
themselves must first be established and understood. Up to now the field of
human creativity and the laws poverning its constructions have never been
examined scientifically,

These laws cannot be imagined, They exist as facts and can be elocidated
only by collective work and by experience,

Our era is inimical to all subjective speculation in art, science, technology,
and so on. The new spirit which already governs almost all modern [fife is
opposed to animal spontaneity (lyricism), to the dominion of nature, to
complicated hair-styles and elaborate cooking.

In order to create something new we need a method, that is to say, an
objective system. If we discover the same qualities in different things, we have
found an objective scale. Forexample, one of the basic laws is that the modern
constructor, by the means proper to his particular field of activity, brings to
tight not the relationship between things themselves, but the relationship
between their guakities.
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Oskar Schlemmer, F922

L]

Oskar Schiemmer:
Manifesto for the first Bauhaus exhibition

Although this manifeste in the publicity leaflet for the first Bauhaus exhibition
inWeimnar (July to Septermber 1923} was written with the approval in principle
of Oskar Schiemmer's board of governors, it went to press before the hoard had
been able to look at the text. Because of the staternent that the Bauhaus wasa
pathering point for those who wished to build the “cathedral of Socialism' the
manifeste section of the leaflet was pulped. The precavtion was &0 vain, Severak
complete copies reached the public and brought the Bashaus under suspicion of
being an institution that dabbled in politics.

The Staatliches Bauhaus in Weimar is the first and so far the only government
schoot in the Reich — if not in the world — which calls upon the creative forces
of the fine arts to become influential while they are vital. At the same time it
endeavours, through the establishment of workshops founded upon the
crafts, to unite and productively stimulate the arts with the aim of combining
them in architecture. The concept of building will restore the unity that
perished in debased academicism and in finicky handicraft. It must reinstate

. the broad relationship with the ‘whole’ and, in the deepest sense, make
. possible the total work of art. The ideal is old, but its rendering always new:
-~ the fulfilment is the style, and never was the *will-to-style” more powerful than
- today. But confusion about concepts and attitudes caused the conflict and
-- dispate over the nature of this style which will emerge as the ‘new beauty’
. from the clash of ideas. Such a school, animating and inwardly animated,

unintentionally becomes the gauge for the convulsions of the political and
intelfectual life of the time, and the history of the Bauhaus becomes the
history of contemporary art.

The Staatliches Bauhans, founded after the catastrophe of the war in the
chaos of the revelution and in the era of the flowering of an emotion-laden,
explosive art, becomes the rallying-point of all those who, with belief in the
future and with sky-stormting enthusiasm, wish to build the ‘cathedral of
Socialism®. The triumphs of industry and technology before the war and the
argies in the name of destruction during it called to life that impassioned
romanticism which was a flaming protest against materialism and the mechan-
ization of art and life, The misery of the time was also a spiritual anguish, A
cuft of the unconscious and of the unexplainable, a propensity for mysticism
and sectarianism, originated in the quest for those highest things which are in
danger of being deprived of their meaning in & world full of doubt and dis-
ruption. Breaking the limitations of classical aesthetics reinforced boundless-
ness of Feeling, which Found nourishment and verification inthe discovery of the
East and the art of the Negro, peasants, children, and the insane. The origin
of artistic creation was as much sought after as its limits were courageously
extended. Passionate use of the means of expression developed in altar paint-
ings. But it is in pictures, and always in pictures, where the decisive values take
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refuge. As the highest achievement of individual exaggeration, free from:
bonds and wnredeemed, they must afl, apart from the unity of the pictugs
itself, remain in debt to the proclaimed synthesis. The honest crafts walloweg:
in the exotic joy of materials, and architecture piled Utopian schemes op

paper, ‘
Reversal of values, changes in point of view, name and concept, resnlt fn the s

other view, the next faith. Dada, court jester in this kingdom, plays bail with ;
paradoxes and makes the atmosphere free and easy. Americanisms trans.:

fecred to Europe, the new wedged inio the old world, death to the past, 1o

moonlight, and te the soul, thus the preseni time strides afong with the :

gestures of a congueror. Reasan and sciepee, ‘man’s greatest powers’, are the
. regents, and the engineer is the sedate execwtor of unlimited possibilities,
Mathematics, structure, and mechanization are the clements, and power and
money are the dictators of these modern phenomena of steel, conerete, glass,
and electricity. Yelocity of rigid maiter, dematerialization of matter, organiza-
tion of inorganic matter, all these produre the miracle of abstraction. Based
on the laws of nature, these are the achievements of mind in the conguest of
natare, based on the power of capital, the work of man against man. The
speed and supertension of commercialism make expediency and witity the
raeasure of all effectiveness, and calculation seizes the transcendent werld: art
becomes a logarithm, Art, long bereft of its name, Hves a iz after death, In the-
monument of the cobe and in the coloured square. Religion is the procise:!
process of thinking, and God is dead. Man, self-conscions and perfect being:
surpassed in accuracy by every puppet, awaits resalts from the chemists
retort until the formuia for *spirit” is found as well . .. -

Goethe; *If the hopes materialize that men, with all their strength, with
heart and mind, with understanding and love, will join together and become
gonscious of each other, then what no man can yet imagine will ogcur — Alak
will no longer need to create, we wil create his world,” This is the s¥nthesis,
the concentration, intensification, and compression of all that is positive to
form the powerful mean. The idea of the mean, fac from mediocrity and
weakness, taken as scale and balance, becomes the tdea of German art.

Germany, country of the middle, and Weimar, the heart of it, is not for the
first time the adopted place of intellectyal decision. What matters is the recog-
nition of what is pertinent to us, so that we will nol aimiessky wander astray,
In balzneing the polar contrasts — loving the remotest past as well as the
remotest foture; averting reaction as much as snarchism; advancing from the
end-in-itself and from self-directedness to the typical, from the problematical
£t the valid and secure — we become the bearers of respoosibility and the
conscience of the world, An idealism of activity that embraces, penetrates, and
unites art, science, and techaclogy and that influences research, study, and
work will construct the "art-edifice” of Man, which is but an allegory of the
cosmic system. Today we cian do no more than ponder the total plan, Jay the
toundations, and prepare the building stones.

But

We exist! We have the »illl We are produacing?
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Werner Graeff:
The new engineer is coming

1923

The first number of the periedical G~ Materied wur elernenteren Gestoltong
{nateriat for elemental creativity) —agpearsd in July 193 in Beefin, The
publisher was the {ilm ploneer Hars Richter: his feliow aditors were
Werner Graefl{b, 1591 in Whappertal, lives in Essen} and Ef Lissiteky (b, 1590
in Srmalensk, d.1941 in Moscow). The editorial programmae foitowed inis
esseatial points the priaciples of the Stijl group. A rew contept was
intraducad: “The basic requirerment for the creation of elemental foom s
ecomamy, A gure relationship between forme and material. This cadis for
elermental means, complete mastery of the mzang. Elamental order, adherence
1o [1ws, Werner Graeff's coatribution isdated December %22 Alengsids it
stand theses from the Realist Marifesia, Moscow 1930,

Essential criterion for modern, creative people:

The capacity to think and fashion elementally.

The school for the new creation of form is: to elucidate the efements of
avery creative domain radically and unimpeachably. And: to live the modern
world-view in iis most extreme implications.

Now the new gengration of engineers is growing up!

This means: first the perfection - then the end of mechanistic technology.
The last mighty soaring of mechanistic technology, because the requisite laws
are a component of the modern world-view that has been mastered and the
means for the creation of elemental form are perfectly clear to the new
enginesr. ‘

Necessary congequences of this clarity and mastery are: simplicity, balance,
naturainess, the shrewdest economy.

The new engineer does not modify, he creates afresh; that is to say, he daes
not improve, but provides an gbsofutely efemental fulfilment of every demand.

In a few years, the new elementally trained generation of engineers w111i
gasily fulfil every demand that can rationally be made upon mechanistic
technology.

BUT THIS IS NOT THE END:

Above and beyond this, an immense, far more magnificent field, wlose first
outlines are already emerging in science and art, will open up to the leaders
among the new creators. In a decade hypotheses will develop info theories ~
and finally into mastered fows. Then the capacity to treat every fresh demand
in an absolutely elemental manner will lead forward only when it has become
part of man's flesh and hlood.

The new, more splendid technology of tensiors, of invisible mﬂverqcnts, of
remote controf and speeds such as cannot even be imagined in 1922 wilf come
into being, uninfluenced by the methods of mechanistic technology.

The new engineer is ready and waiting. Long live elementaf crealivi!
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Erich Mendelsohn:
Dynamics and function {excerpt)

1923

After his exhibition at Cassirer's in |919 Mendelschn was invited to contribute ::5:_

to the Amsterdam periodical Wendingen. An issue devoted to his work
appeared i Ockober 1920, This brought Mendelschn into close contact with
the group of architects calling themselves Architectura et Amicitiz in
Armstardarn {to whaom he delivered the lecture "Dynarmics and Function' in

1923}; but he also got to know their opponents, J. 1. P, Oud and memibers of tha

fotterdam De Stijl greup. As early as |919 Mendelschn wrote to-his wife:
‘The two groups must Find their way 1o one another ., . Otherwise Rotterdam
will constrizct itself into a cool death, Amsterdam will dynamize itself into the
miggic of 3 conflagration . . , Functionzt dynamismo is the postulate,”

Ever since science has come to realize that the two concepts matter and energy, |
formerly kept rigidly apart, are merely different states of the same primary .
element, that in the order of the world nothing takes place without refativity -
to the cosmos, without relationship to the whole, the engineer has abandoned ¢
the mechanical theory of dead matter and has reaffirmed his allegiance to

nature. From primal states he deduces the laws determining interactions. His

former arropance has piven way to the happy sense of being a creator. The
intellectually pre-sided inventor has become the intuitive many-sided origin- .
ater. The machine, till now the pliable tool of lifeless exploitation, has become -
the constructive element of a new, living organism. We owe its existence-

neither to the whim of an unknown donor nor to the joy in invention of a
constructive genius; it comes into being as a necessary concomitant of evolu-

tion at the same moment as need demands it. Tts real fask lies in satisfying the:

multiple motual interrelationships between population figures and increased
prodoction, between industrialization and human consumption; it has to
bring order into these interrelationships and master their effects.

Thus it becomes both a symbol of intensified decay and an element in a
life that is ordering itself anaw.

MNow that we have discovered its forces we apparently dominare nature, In
reality we merely serve it with new means.

We have apparently freed ourselves from the law of gravity.

In truth we merely comprehend its logic with new senses. The precision of

its revolutions, the harsh sound of its course, impel us to fresh clarity, the

metallic gleam of its materiai thrusts us into a fresh light.

A new rhythm is taking possession of the world, a new movement,

Medieval man, amidst ¢the horizontal tranguitlity of his contemplative work-
ing day, needed the verticals of the cathedrals in order to find his God high
above. Modern man, amidst the excited flurry of his fast-moving tife, can find
equilibrium only in the tension-free horizontal. Only by means of his wilt to
reality can he become master of his unrest, only by moving at maximum speed
will he overcome his haste. For the rotating earth stands still! It is unthinkable
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 {hat mastery of the air, dominion over the natural efernents should be given

up:[he task is to reduce them to commonplaces of knowledge,
The child fearns to telephone; numbers have lost their magnitude; distances
have been reduced to short watks. ' .
Technology is handicraft. The laboratory is a workplace. The inventor is

maStE L.

_. Rarely, it seems to me, has the order of the world so unequivocally
;avaaled itself; rarely has the Logos of existence opened wider than in this
time of supposed chaos. For we have all been shaken awake by elemental
events; we have had time to shake off prejudices and sated complacency. As
creators ourselves we know how very variously the forces of motion, the play
of tensions, work out in individual instances. All the more, then_, isit our_tgsk
to oppose excited flurry with contemplation, exaggeration wﬂh_ s;mpllcft:,r,
gncertainty with a clear law; to rediscover the elements of energy in the mudst
of the fragmentation of energy, from the elements of energy to form a new
whole. To work, construct, re-calcufate the Earth! But form the world that is
waiting for you. Form with the dynamics of your blood the functions of i:ts
reality, elevate its functions to dynamic supra-sensuality. Simple and certain
as the machine, clear and bold as construction. From real presuppositions
form art, from mass and light form intangible space. But do not forget that
the individual creation can be understood only within the context of the
totality of the phenomena of the age. It is just as bound to the relativity of its
facts as present and future are to the relativity of history.
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1923  Ludwig Mies van der Rohe:
Working theses

Mies van der Rohe's theses, written in May 1923, appeared together with his

design for an office building of reinforced concrete {1922} in the first number of

&, of which Mies was one of the founders, Apart from Miss (b 886 in Aix-la-
Chagpelle, d.196% in Chicago), Graeff, and Richter, other contribitors were

Gabo, Pevsner, Haussmann ~ a# of whom wers liviag in Berlin at the time ~and

Doesburg in Paris. This was a surprising cancentration and meeting of farces:
De Stijl and Russizn Constructivism met at a place at which. justhalf a year
earlier, in winter |1922-3 on the occasion of the architectural exhibition in the

Berlin Secession, critics had usanimousty stated: this is the ‘MNew Architecture!,

all aesthetic specuiation,
We reject < all doctrine,

and all formalism.

Architecture is the will of the age conceived in spatial terms,

Living. Changing, Mew.

Mot yesterday, not tomorrow, only today can be given form.
Only this architecture creates.
Create form out of the nature of the task with the means of aur time.

This is our work.

¢ F F | € E B U [ L D I N G

The office building is a house of work of organization of clarity
of economy.

Bright, wide workroems, easy to oversee, undivided except as the
arganism of the undertaking is divided. The maximum effect with
the minimum expenditure of means.

The materials are concrete iron glass.
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aeinforced concrete buildings are by nature sheletal buildings. No
nopdles nor armoured turrets. A construction of girders that carry
the weight, and walls that carry no weight. That is to say, buildings

consisting of skin and bones.
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Arthur Korn:
Analytical and Utopian architecture

This programmatic essay appeared in Decamber 1923 in Paul Westheim’s
Kunsthiote, Arthur Korn {b.18%1 in Breslag, lives in London] wasin 1%i%a
partner with Mendekohn and in 1722 opened an office with Sigfried
Weitzmann, Apart from interior designs and dweliing houses in 8erfin and
Silesia, Korndid a great deal of work for Jerusalem and Haifa. In 1923 he
designed a business centre for Hafla that won secand prize in the competition
antwas included by Gropius in Violume Cine of the Bauhaos books
{imarrationale Architekiur, Munich 19253 in 1924 Arthor Korn Became
secretary of the November Grouwp, The following eseay was his first
publication.

Architecture is symbol, Mimbus, Tendency to organization - music, towords

an impetus that carries right through to the end. Fmbrace and dissolution.
The house is no longer a bliock, only dissofution into cells, crystallization
from peint to point, the construction of bridges, joints, outer surfaces, tubes,
Quiter surfaces that envelop air, that expel air. Air sinks down between them
as frnit prunes canes, Air has streamed into them and wmakes them firm and
pliable.

Architecture is passionate loving. Rearing up. Circling round. Like us pressed

down, jumped up. Symbol. Fiery sign,

For what turns reality inte a work of art is the fiery sign. Burning cities.

Burning landscapes.,

Architecture as royal feader. Al materials have heen given into its hand: iron,
steel and glass, wood and porcelain, fabric and paper. It develops a feeling
for the substance, structure, and construction of every material. Furniture

bursts [eeth from germinating walls, and the reed huts of the natives have fong -

BED FROWS up into fantastic grass towers,

Architeciure, meaningful as the machine, as the underground railway - the
air cabin, the motar-car body. Inconspicuously collective,

But the impersonal utilitarian building is only habitable if behind the satisfied
need there stands the symbo¥c ort form that feels the organism and asks:
Upon what points of snpport, what outer surfaces does the building stand?
How do the areas of light rest juside it, how do the planes stand ~ straight,
tilted ? How do the movable and immovable furnishings link up with it? How
does the artificial Jight source sit? How does the cclour stand or move 7 How
does the building relate to the close and distant environment, to the atmos-
phere ? How do the individual rooms relate collectively ? How does the whole

acquire significance in relation to the smallest part and in what way does the 7
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whole beconie a cetl of the !arg:er community T How does the whg
into 2 symbol of the human being and of landscage‘? -

The faceless soiution iz inadequate. The American — rectilinear .. rational
¢ity is deadly. o o ]

Jn practice, the impersonal uuiztal_-tan bufidzng is only habitable if i 5 o
gructive. Construction, however, is attained only through analysis The
machine designer also asks first: What task is the machine to fulfil ~ tarying

janiag, boring? And if I wish to produce a boring action, I need the rotating
avement. He first analyses and then constructs.

The architect also begins with an analysis of the building programme, the
dwelling, the factory. He discovers parts, rooms, -.?ei”ﬁs, He fashions the com.
municatians, the horizontal tubes, the vertical stair towers. _Hf: discovers the
focal points and fixes them like the centre-bit on the plane disc,

He discovers the primal cell that is peculiar to every organism, every house,
and every town and ¢o it alone, and that stamps all its forms., He analyses the
material, its inner construction, its strength, ils structure. _

He analyses the whole construction, upon which everything stands, the
thin supports and discs in the nucleus, and hangs around it the outer wall with
its apertures. Thus he analyses every factor that plays a part.

And only then does he build up the canstruction.

Interlocking of the material body and the spherical air space above jt,
Entry of air into the body-mass and envelopment of the bod)i with wir?s that
produce new air planes, Arms, siretched out from the centre into the air, and
fibs, grown through the fioor, )

Analytical building, utilizing the ultimate secrets of the material, the con-
struction, the eeflular organization, and intercommunications, is the indis-
pensable prerequisite. 1t is the basis - ne less, and vo more,

Hut then it is & matter of art to create the total work in a completely original
way, as though it had just come into the world. ]

A myskical happening according to noknown, unconscious laws and yet a
conerete event, which mysteriously recreates the first rational procedure in a
spiritual reaim of its own. _ .

There remains the incomprehensibie mystery that the razor-sharp analytical
construction and the Utopia born in the realm of the unconscious intersect at
one point, as though the uneonscigus genius in us repeated the creative pro-
cess again to the same end on a higher plane voknown w us. )

The symbol and the fiezy sign in us is ns concrete as the analytical con-
struction, And not only in me. The conilict between the machine-man ad the
anarchistic-artistic man, between the coilectia: and the individual personalgty
thot organizes itself freely and in accordance with mystic laws, fike the voice
of music, repeats on a larger scale the rise from the necessary constructive—
analyticai reality to the intuitive-artistic one.

le develop

"



1924  Theo van Doesburg:

Towards a plastic architecture

En_ Paris. Theo van Doesburg cace again - and not for the fast time —formuiateg
his theary of eief'nental construction. After his stays in Weimar, wiere in 1973 °
he gave €ourses in the immadiate proximity of the Bauhaus - Srom 1927 £32y 5
Mec-Plasticisrn, from the twa centres Weirnar and Berlin, dominated the whf ¢
ol medern design’ — he sectled in Faris, Durieg November/December 573 k.
abig D Stijl exhibition was held in the Galorie de FEfue Maderre, which
braught the young Paris architects into contact with the B St mr;vemenz
A demaonstration of the new domestic architecture was orgenized by van *
Doesburg in Paris in spring 1924,

l. Form. Elimination of all concepr of form in the sense of a fixed type | :
esseniial tn'ﬁu: healthy development of architecture and art as a4 whole Inil
steaq of using earier styles as models and imitaing them, the proble:éz orf:;
architecture must be posed entirely afresh. ’ :

2, The new architeciure is elemental; that i3 1o say, it develops out of the-;'

elements of bui§d§n E in the widest sense. These elements - snch as function
mass, sucface, time, space, fight, colour, material, ete. - are plasiic. E

3. The new architecture is economic; thut is to say, it emplays ils eicmf:z%taii

means as effectively and thriftily as possible and squanders neither these:
means nor the material,

4, The r:uz-:w‘arch ttecture is functional; that is to say, it develops out of the exact
determination of the practical demands, which it contains withinclear outlines, .

5. The new architccmrg 18 formless and yet exactly defined; that is to say, it s
nal subject to any ﬁx?d aesthetic formati type, It has no mould (such as con-.
fectioners use) in which it produces the funciional surfaces arisins out of i
practical, living demaneds, -
In contradistinction to all earlier styles the new architectural methods know :
no closed type, no basic type. '
_ I:h; functional space is stricily divided into rectangular surfaces having no -
individuatity of theic own. Although each one is fixed on the basis of the -

others, they may be visualizad as extending infinjtely. Thus they form 3 co- |

prdinatec! system in which alf points correspond to the same number of points
in the universe. It follows from this that the surfaces have a direct connexion -
to infinite space, :

6. The new architecture has rendered the concept momamneniad independent of
Jarge and small (since the word ‘monumental’ has become haekneyed it is .

replaced by the word *plastic”), It has shown that everythi i i
basis of intereelationships. rything exists on the '52

EE:

1, The new architecture POSSESSES N0 single passfve fretor. 1t has avercome the
apening (in the wall), With ity apesness the window plays an active rale in
ﬂppositmn to the efosadness of the wa!iﬁ surface, ‘Nowhf:rc does an opening or
a gap occupy the foreground; everything is strictly determined by contrast.
Compare the various connter-constructions in which the elements that archi-
tecture consists of (surface, live, and mass) are placed without constraint in
a three-dimensional refationship.

%, The ground-pfan. The new architecture has opened the walls and so done
wway with the separation of inside and cutside. The walls themselves ac longer
support; they merely provide supporfing points. The result is a new, open
ground-plan entirely different from the classical one, since inside and outside
AOW [ass over into one another.

%, The new architecture is open. The whole structure consists of a space that
is divided in accordance with the various functional demands. This division is
carried out by means of dividing surfaces (in the interior) or protective surfaces
{externally). The former, which separate the various functional spaces, may
be movable; that is to say, the dividing surfaces (formerly the interior walls)
may be replaced by movable intermediate surlaces or panels (the same method
may be emyployed for doors). In architecture’s next phase of development the
ground-plan must disappear completely. The two-dimensional spatial com-
position fixed in a ground-plan will be replaced by an exact constructfonal
cafcuiation ~ a calcuiation by means of which the supporting capacity is
restricted to the simplest but strongest supporting points. For this purpose
Euclidean mathematics will be of no farther use - but with the aid of col-
culation that is non-Euclidean and takes into accowsnt the Four dimensicns
everything will be very easy.

10, Space and time. The new architectare takes account not only of space but
also of the magnitude tine. Through the unity of space and time the archi-
tectural exterior will acquire a mew and completely plastic aspect. (Four-
dimensional space-time aspecis.)

15, The new architecture is asfi-oubie; that is to say, it does oot attempt to fit
alt the functional space cells together into a closed cube, but profects fanctional
space-cefis {as well as overhanping surfaces, Balconies, etc.) cenfrifugally from
the centre of the cube outwards. Thuas height, breadth, and depth plus time
gain an entirely new plastic expression, In this way architecture achieves a
more or less floating aspect (in so far as this is possible from the constructional
standpoint — this is a probiem for the engineer!) which aperates, as it were, in
opposition o natural gravity,

12, Symmetry ond repeiition, The new architecture has eliminated both
monotonous repetition and the stiff equality of two halves - the mirror image,
symmetry. There is no rzpetition in time, no steeet front, no standardization,
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A block of houses is just as much & whole as the individual house. The lawg
that apply to the individval house also apply to the block of houses and to the

city. In place of symmetry the new architecture offers a balanced refarfon.rfn:g'{
of unequal parts; that is to say, of parts that differ from each other by virtue -
of their functional characteristics as regards position, size, proportion ang -
siteation. The equality of these parts rests upon the balance of their dig:
similarity, not upon their similarity. Furthermore, the new architecture hag:

rendered front, back, right, left, top, and bottom, factors of equal value.

13. In contrast to frontalism, which had its origin in a rigid, static way of life,
the wew architecture offers the plastic richness of an all-sided development in

space and time.

4. Colour. The new architecture has done away with painting as a separate
and imaginary expression of harmony, secondarily as representation, primarily -

as coloured surface.

The new architecture permits colour organically as 2 direct means of ex-
pressing its relationships within space and time. Without colour these rela~
tionships are not real, but /mvisible. The balance of organic refationships -
acquires visible reality only by means of colour. The modern painter’s task
consists in creating with the aid of colour 2 harmonious whole in the new four- ;

dimensional realm of space-time - not a surface in two dimensions. In a fur-

ther phase of development colour may also be replaced by a denaturalized )
material possessing its own specific colour (a problem for the chemist) — but -

only i practical needs demand this material.

I5. The new architectuce is anti-decorative, Colour {and this is something the
colour-shy must try to grasp} is not a decorative part of architecture, but its -

organic medium of expression.

16, Architecture as a synthesis of Neo-Plasticism, Building is a part of the new :
architecture which, by combining together all the arts in their elemental :

manifestation, discloses their true natuce.

A prerequisite is the ability to think in four dimensions — that is to say:the

architects of Plasticism, among whom I also number the painters, must con-
struct within the new realm of space and time.

Since the new acchifecture permits no images fsuch as paintings or sculp-
tures as separate elements} its purpose of creating a harmonious whole with
all essential means is evident from the outser. In this way, every architectural
element contributes to the attainment on a practical and lopgical basis of a

maximum of plastic expression, without any disregard of the practical
demands,
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Ludwig Mies van der Rohe:
Industrialized building

In the third edition of G {10 June [924) Mies van der F.-:J’m;,_usi rg h.:'s Dl'l'.:n

concise style of expression, demanded a furdamentat revision of the whofe
tuilding industry. The demand for geonomy of mai&r!als E_md +-:-c-:':s tructions,
made a year earlier in the first issue of G, was now exte!med _.Io_me wh:c.lel .
nuildirg process, kegirning with the mans_:factu re of rew byl.dTg !‘na;elna.s and
ending with mere assembly work on the site. For tI:a _F=.r‘st Eimehx ”,.t h such
uneguavocal ciarity attention was directed not nnlax-:,-usu.:el;,r o the s e;th -
architecture — but also to the prerequisites far industrialized forms of builging,

A littte while ago the need for an industrialization of the building trade was
still contested by almost ail interes?cd parties, and I regard it s progress
that this question is now seriously d1scus*lsed by a 1argcr canffe, even if f:exlf of
those concerned are really convinced of this need. Tlhelmcreaamg %ndusirlailza_
tion in all fields would also have spread to the btulidmg traE]e with no regard
for outmoded outlooks and emotional vailue_s, ti_' special circumstances had
not here barred the way. 1 see in industna}hzatl{m t-hei cenirql pmi‘ﬂcm af
building in our time. If we succeed in carrying out this deusErLa];z_slttrson_. Eh.:
social, economie, technical, and also artistic pr_oblcms watl‘bc readily S{JF:L,d_
The question of how industrialization is to be anthI:duced is easily aus?xrcﬁ‘
once we know what stands in the way. The supposition that anﬁtiquatf:ld ::;;im
of organization are the cause is incorrect. Thf::.-f arc not the cause bli::l { };E‘tEJd ect
of a situation, and they in no way clash with the character of the Df u.a 1 ling
trade. Repeated attempts have been made to arrive at new forms o oiga..uzaé
tion, but they have succeeded only in those parts of the Eraldel that permitte ¢
industrialization. Moreover the extent to which modern building h&s become
a matter of assembly has undoubtedly been c:-;agg_erated. Prefabrication has
been carried out almost exclusively in the construction of han gars forind us{t_ry
and apriculture, and it was the iron foundries that first prefabricated Fa;t:s c;f
assembly on the site. Recently timber firms have also begun to pre au ni:Ea:,
parts so that building shall be a matter purely of assembly. In I—llrfms;:1 il wob 1:,r
buildings the whole of the main frame and %arga’parts of the interior 1?'?’ : r::inl
constructed in the same manner since fime 1mmemor1ali and are entirely
manual in character. This character can be i_:hangeci m:]t]aer bl:,r ec?nomsﬁ
forms nor by working methods andlit is precisely this which rundq:‘nra sma '
undertakings viable. Naturally matenalland wapges can be saved bg;! the u}fe 3‘
larger and different types of building umts, as néew me!hod.s gt' bui tr;g show;
but even this in no way changes the manual character of building. & ofeower
it must be borne in mind that the brick wall has incontestable advantages over
hods of construction, ) , )
thieisnr?:t I;LBim?ch a question of rationalizing existing working methods as of

damentally remoulding the whole building t.ranie. o
furﬁ‘:oaiong as i'c use essentially the same materials, the character af building
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will not change, and this character, as I have already mentioned, ultimate]
determines the forms taken by the trade, Industrialization of the building

trade is a question of material. Hence the demand for a new building materia] -
is the first prerequisite. Qur technology must and will succeed in inventing a
pulid:ng mategial that can be manufactured technotogically and utilized
mdus'graaﬂy,‘that is solid, weather-resistant, soundproof, and possessed of
good insulating properties. It will have to bea light material whose utilization
does_ not merely permit but actuaily invites industrialization. Industrial pro-
duction of ?.H the parts can really be rationalized only in the course of the
manufacturing process, and work on the site will be entirely d matter of
asserpb!}r and can be restricted to 2 far shorter time than was ever thought :
poss:blfa. This will result in greatly reduced building costs. Morcover the new
trf:nds in architecture will find their true tasks, It is quite clear to me that this :
will legd to the total destruction of the building trade in the form in which it -
has existed up to now: but whoever regrets that the house of the future can no

longer be constructed by building craftsmen should bear in mind that the
motor-car is no longer built by the wheelwright,
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1924 Hermann Finsterlin:
Casa Nova

*Aschitecture of the Futura - Play of Forms and Subtle Constriction” was the
subtitle given by Hermann Finsterlin (b, 1887 in #unich, fives in Stuttgare} to
his essay which took up the whele March 1924 issue of the Amsterdam
periodical Wendingen. His architectural fantasies had already aroused
considerable interast in 1919, when Gropius invited Firsterlin to take part in
his Exhibition for Unknown Architects {p.45), Bruno Taut peinted fwo fongish
contributions by ki ir Frihlicktin [920- 1. The refatively late peblication in
Wendingen — in terms of the general trend - shows that the Architecturaet
Arnicitia group was stii asserting its viewpoint (knowledge theough vision}
against Dia Stijl in 1924,

Awalkel Awake from the compulsive sleep into which you children of Adam
have been plunged by the unripe fruit of the world tree and plnck your divine
happiness, now never to be lost again, from its infinite branches: the know-
ledge of the primal meaning of all being — “development’. Life is the un-
conscious answer to stimuli, experience is human existence. The value of a life
follows from the sum of the creature’s experience in Creation; therefore the
duration of a life and the course it fakes are not matters of indifference.
Adjust your sieve to the measure of your highest will, so that all inadequacies
and compromises filter through it; they are not worth retaining. Do nof give
preference to line and surface, which make you conscious of the corporeal;
this is ingratitude towards the heritage of the creature. Do not beat the drum
where the bellows of & gigantic organ await you; do not imitate — that which
has once existed has no need of repetitions, they are always feebly degenerate
and merely a waste of your titne. Cease to invent, it merely robs you of your
eyes. Why do you strive to broaden your senses? The mania for discovery is
merely poverty of imagination and creative power. There is nothing beyand
your outward senses that you could not create with your inmost primal sense,
that miniature version of the cosmos, the mightiest wonder of human exist-
ence, Discover this philosophers’ stone that renders you all-powerful like the
world spirit.

The apparent basic difference between things lies only in you and in your
temporal and spatial distances from them, only in the measurement of time
arising out of your organic mechanism. This alone creates the antitheses of
space and time, matter and energy, rest and motion, life and death, Push on
to the centre point of the world and you will find yourselves again, in changed
shape, at the root of the world tree, in whose sap appearance and being flow
into one,

Everything has form — is form:
Radiations, scents, sounds, and the most mysterious sensations of the soul,
Form is only a relatively over-rapid, uninterrupted system of forces flowing
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within a closed movement and developing in a relatively close-meshed manner
within four-dimensional space, its peculiar material manifestation the con-
sequence of its own speed and multiplicity and the playful struggle it is wagin I
with the objects of space, with the pressure of Tight, and af the surgings of the
most subtic spirits; a pressure imparted by mutually motivatin g densities that
flow forward and back, modify ar interpenetrate each other, arrange them-
selves according to selective affinities. This path of strupgie will always be
marked by halting places, nodal points, since the enteTey waves, no maticr how
confpsingl}t manifold they may be, come inte equilibrium, These are ihe
arc}{itecipmc racments in world events. In the reaim of the infinitely smajl and
the 1nﬁn§te!y farge there are in every particle of time an infinite aumber of
such ‘buildings’. But none of the earthly planes could measure itsell against
the structures refined in the fire of the essential human tools, We earthlings
can discern the manifestations of refined forces only in a few small objects of
nature firmly determined by formulae - in twinned crystals or glacial ercsions

in over-cultivated flowers and the skeletal joints of the higher animals: but wé
entirely lack the inner impression of the smalf-scale environmen, since the
§andsizal}c, above all mountains, is scarcely apprehended as a unitary spatial
expenience and the causal forces of rock and ice caves do not provide formal
refinements of the highest kind, Just tell me then why man has never yet
created for himself the wonderful space incomparably rich in stinuli, the scEdi-
fied echoes of a rich and unigue soul?

i beg you to lay aside the iffusion that the purpose of human buildiug is to
create deelling-places, that is to say sheltering caverns, for objects, plants,
ﬂ{“?"{ﬁls’ men, and pods, All predetermined purpose falls like a keayy, in-
hibiting hazd upon the motive force of a divinely free, pure will, ForgeL’that
you exist, create vast divine vessels, and when a sofermsn hour of your souls
takes on a rigid skin, then dedicate this monument as the permancnt womb of
your body or of that of your fellow men. Humas space - no fonger the hollow
impression of a few elementary stereametric bodies, but a glacier-grinding
system of the soul, not the product of nature spirits determined by earthly
metabolism but stubborniy ground out by the finest millstones of the human
s‘ouI or hollowed out in an instant by the preatest possible heat and pressure
%Ikﬁ' a geode in the rock. Light sources the thinnest places between prodiferat-
ing matter, Ehe motionless vessel-substitutes constituted by the old furniture
made up of foreign bodies - the floor, only more a co-operation on the part of
the ptane held forcibly horizontal that relates the most enchaniing stories of
form 1o the newly discovered sensitivities of the soles of our feet. The first
truly ﬁpcciﬁc shelter of the highest animaf species, to which it has been entitled
ever sinoe it b!:came human -~ the maternally satisfying ‘organ’ of a huge and
ghpst%y organism, now rendered independent and visible, though for the time
being still crudely material, the child of man’s first naturai ‘dwelling’. {The
shm?lt of a divine animal with a Fabulous cor poreal relief, which vanished likea
pe1ng composed of soft material tired of materiality, came to life again and
inherited only the faultlessly stabilized depth-image of its testimony to life.)
Seal of the soul that gives everyone blind to the world around him the echo of
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his inner volce, bringing him a happiness which the crudity of the lowest
spatial class is simply not able to produce.

Did the builders, banished to the roots, forget that the tree of development
ig continued across the earth in limitless mmification, division, refinement
down to the formula poverning the growth of biossoms 7 Could such a name-
Joss incest otherwise have so depraded humar architecture that, like a defec-
give barrel organ, it repeats the first bars of a popular song of farm, the first
bars of a symphony of form that is as infinite as the universe? The ABC of
pliysical form and the modest links between this trinity remained the stammer-
ing vocabulary of human architecture until our own day. The theee affotropic
states of the primal shape, the sphere — its movement towards a goal in the
cone and the path inle the infinite in the astragal, approaching the resistance
effects of the poivhedron in the polyvertex and the polygon. These few charac-
teristics of the primal shape have coupled to form the first hybrids, uniting,
interpenctrating or sphitting up; but these half“breeds remained infertile
ghrough the millenia, the decision {o create ihe boundless varieties of form in
irseff” through progressive combination of the most manifbold bodies, in-
ceeasingly rich in the parts of which they are composed, was not taken. Upto
the present, building has consisted in the breaking down of forms,

Show me how you built and X shall tell you who you were, Do you nations
hear the judgement of the judge Clio? {individuals can deceive, countless
maotives determing the nature of the dwelling in which they clothe themselves,
but a singhe nation during a single culturai period cannot fail to express itself;
its architecturai ergans will reveal the degree of its fecling as expressed in the
material and allot it its place on the evolutionary dadder, its branch on the
family tree of the living.) We have been moulded by the machine for centuries,
but beyond this positive dance of death, this imregarded single-pfane, single-
track skeletal development, this misunderstood incorporealization, whose
inertia factor, the equilibrium of aechitecture, was set free from the nauseating
popular-song repetition of oxe formula of motion, the god of the earth will
recall his noble mission. {The best thing about the machine was at most the
ecnstruction of its members, the first atternpt at formal refinement.) Was it a
8od whao svrote this sign? This enthusiastic question asked by posterity ought
to flave been the Efelong ambition of every builder when his pencii was guided
by the pulses of the most central spirit, when he plnted the hieroglyphic seed
for an eighth wonder of the world.

Bufiding is the experience of space; inspiration, invention, the clearest, most
sudden awareness of the soul's echo in the primeval jungle of the environ-
menl; a purposeless, unexampled play of the finest forces in porons maifer
whose flux came to a standstiil in & moment of highest reflection, oblivious of
pleasure, existing in appearance only, a waking sleep of lorces, a sfatfonary
movement that might at any time contime to flower in all directions or dis-
integrate into well-shaped companent parts, spontaneousty sphtting up like a
living crystal without beginning or end like everything through which there
quivers the pulse of the eternal. I tefl you such a structore will please the eye
like Memmnon's granite body when the sun caresses it wilh its wakeful gaze,
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such a vessel must be fragrant as the blossoin that surrenders itself to the light
flooding from the full moon — such a thing must play colourless in colours
like the intricate patiern of a thousand rainbows — because it is the immediate
primal and eternal, universal expression of being, (The final victory of the
nobility of being over the mass rule of repetition which at best simulated a
maodest variation in frant of distorting mirrors or sought unviable hybrids in
out-of-keeping revivals and compulsive deformations.) ,

And the day will come when grand simplicity will once again dawn with its
everlasting calm, this highest possible intensification of reality which we are
just still able to imagine. This simplicity has little to do with the naiveté of our
present-day constructions. Above and beyond the so-called ‘formless’ state
which does not exist, because just this state is the most evolved and formalty
most mature as a result of the countless effects that gramudate its raised and
lowered rehief most finely to the point of apparent unity; above and beyond
the imagined chaos that bears within and without itself an infinite number of
standpoints whose approximations reveal to themselves the closely concealed
superpositions in the most pleasurable and agonizingly ecstatic riches (for
staj:ic.::. is oitly a fermata in the flow of shape-notes of the dynamic), extreme
splitting up repeats in the realm of the spiritually huge the figure of its first
smlalfest primal image; unconscious restriction of absolutely human charac-
teristics, of the most refined supra-personal formulae. Then too the day has
come when those who know slumber wakefully under the dome of melting
stars or under the protective vault of natural caves, in the godlike feeling of
the uninterruptible omnipotence of their imagination (or consciously em-
bracing the unexcellable apparition of their image of likeness in the most
knowledgeable love).

But first we must travel the long, agonizingly blissful path, the détour back
to paradise. Etimm architectura non facit saltus! But first the giant baby archi-
tecture must deveiop so that it fearns to walk tAis path.

(Do you ask about the technical means of this architecture that does not
seem Lo be of this world ? Where there is a will there is a way. Think of the
enormous cave sculptures of the Incas, of the monolithic temples of India, of
the possibilities of iron and artificial stone, and the gigantic glass flux of the
future. The means that are called upon to give shape to such a wealth of
physical appearance will have to be correspondingly multifarions.)
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{924  Kasimir Malevich:
Suprematist manifesto Unovis {excerpt)

O} May 1934 Kasimir Melevich £8. 1878 near Kiev, d.E%35in Leaingrad)
pubiished kis Supremedist Manifesto, to which he attached the abbreviation
Lingeeis: 'Establishrmert of new farms of art”, Already inwiater 19135414
Madewich's Black Sguare on White Ground hung in the 'last Futariss exhabition
“0.E0" ' in St Patersburg as a guiding image for new forms, the *Zero Form” or
'raked uaframed icon of my time’ {Malevich). His book Die gepenstondslase
Welz {first published by the Bauhaus in %27 and published 3 an English
trarsfaticn i 1999 as The Mor-Objactive Werld) grevw in the confusion of

the years of war and revelution in Russia. Gabo and Pevsner, Kandinsky,
lissitzky, and Mohaoly-Magy carried Suprematism into Surcpe with thermas a
catalyst.

The art of the present, and in particular painting, has been victorious on the
whaole front. Consciousness has overcome the flat surface and advanced to the
art of creation in space. Henceforth the painting of pictureswitl be left to those
who have been unabie, despite tireless 1abour, to free their conscliousness from
the fat surface, those whose consciousness has remained flat because i could
not overcome the fiat surface.

Through spatial conscicusness painting has developed into the constructive
creation of form.

In crder to find a system {or the spatial orders, it is necessary to do away
with alt dying systems of the past, with all their accretions, by advancing un-
flaggingly along the new path . ..

Our path will be difficult, very difficult! The vis inertice of economic and
aesthetic concepts is positively unshakable, Therefore Futurism too, with its
dynamism, fought against all clinging to yesterday. This struggle was the sole
guarantee of the timely dissolution of these things. But aesthetics too, that
mendacious emotional concept, declared implacable war on the new art.
Since 913 this strugple has been carried on more intensely under the motto of
Suprematism as the ‘nen-objective world-view'!

Lie must be purified of the clutter of the past, of parasitical eclecticism, so
that it can be brought to jts normal evelution,

Victory of today over Fond habits presupposes dismissal of yesterday, the
clearing of consciousness from rubkish ... Everything that still belongs to
vesterday is eelectic: the cart, the primitive plough, the horse, coitage in-
dustries, landscape painting, statues of Hberty, triumphal arches, factory
meals, and — above all — buildings in the classical style.

Everything is eclecticism locked at from the age of the aeroplane and radio.
Even the moter-car really belongs in the lumber room already, in the prave-
vard of eclecticism, like the telegraph and the telephone. FThe new dwellings of
man le in space. The Earth is becoming for him an intermediate stage;
accordingly airfields must be built suited to the aeroplane, that is to say with-
out columnar architecture.
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The new man's provisional dwellings both in space and on Earth must be

adapted to the aeroplane. A house built in this way will still be habitable to-
morrow. Hence we Suprematists propose the objectfess planets as a basis for
the comemeoen creation of our existence. We Suprematists will seek aflies for the
struggle against outmoded forms of architecture . . .

If the Leningrad of the future were built in the style of the American sky-
scraper cities, then the life style and the thinking of its inhabitants would also
correspond to the Americans’. Yet among curselves ever greater efforts are
being made to squeeze present-day existence inte an antigue mould . . .

The forms of classical antiquity, they say, are important, and only idiots
could fail to recognize their value for the proletariat. But where then is the
aeroplane, or even merely the motor-car, to be housed? How can modern
technoicgy be expressed in antigque forms?

We Suprematists therefore accept the fate of being constdered idiots and
dispute the necessity of antique forms for our time. We emphatically refuse
to be pressed into antigue moulds,

We don’t want to be firemen whase legs ace clad in modern trousers, but
whose heads are embellished by the helmets of Koman legionaries; we don’t
want to be like those Negroes upon witom English culiure bestowed the
umbrella and the top hat, and we don’t want cur wives to run around naked
like savages in the garb of ¥enus!

We recognize the grandeur of classical art. We don’t deny that it was great
for its time,

Mot do we dispute that the proletariat must get to know classical antiguity
and acquire the right attitude to it. But we dispute very emphatically that
classical antiquity is still fitted to our modern world,

Every new idea demands the new form appropriate to it

Therefare we refuse to recognize classical temples, which were adequate
both for the pagans and for the Christians, as now suitable for club houses or
& ‘House of Culture’ for the proletariat, even if these temples are cafled afier
the leaders of the Revolution and decorated with their pictures!?

We want to create new relationships to the content of today, relationships
that do not move on the plane of classical antiquity, but on the plane of the
present, of today!

We regard the form of aestheticizing representational painting as finished.
Suprematism has shifted the emphasis of its activity to the architectural front
and calls upon alf revolutionary architects to join it.

Lk

1925 le Corbusier:
Guiding principles of town planning

Le Corbusier"s fundamental essay an town planning {(Urbanisme’ appeared in the
Callection de ' Esprit Wowveou in |925. Once apain —as in Vers une

Architecture ~there is a programmatic statemerst; once again the individual
chapters are prefaced by guiding principles. The sensational Plon Yoisin for

Paris, for 'a city of the present with three miEson inhabitants', had been in
ewistence since 1932, it had never ceased to preccoupy town planners since its
apoearance. Mow Le Corbusier drew conceptuat consequences, linking

axioms with events of the day in his own enthusiastic manner. '| felt very clearly
that events were pressing, 1922-5 - how fast everything moved®

IF it yearns after primordial truths,
the spirit destroys itself;

if it weds the earth it thrives.

Max Jacob { Plilosophies, No.1, 1924)

The town is a working tood,

Towns do not normaily fulfif this function. They are inefficient: they wear
out the body, they frustrate the mind.

The increasing disorder in our towns is offensive: their decay damages our
self-esteent and injures our dignity.

They are not worthy of the age. They are no longer worthy of us.

A town!

It is an assault by man upon nature. It is a human action against nature, a
human organism designed For shelter and worle, It is a creation.

Poetry is a human act - concerted interrelationships between perceptible
images. To be exact, the poctry of nature is nothing but a construction of the
human spirit. The town is a powerful image that activates our spirit. Why
should not the town, even today, be a source of poetry 7

Geometry is the means with which we have provided curselves for looking
around us and expressing ourselves.

Geometry is the basis.

It iz alse the material foundation for symbels signifying perfection, the
divine.

Et brings us the lofty satisfaction of mathematics.

TFhe machine develops out of geometry. Thus the whole of the modern age
is made up above all of geometry; it directs its dreams towards the joys of
geometry. After a century of analysis, modern arts and thought are seeking
something beyond the random fact and peometry leads them towards a
mathematical order, an attitude of mind that is increasingly widespread.
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The house poses the problem of architecture afresh by calling for totally new
means of realization, an entirely new ground-plan adapied to a new way of
life, an aesthetic arising out of a new frame of mind. There comes a time when ©
a collective passion stirs an epoch (the Pan-Germanism of 1900-20, or the

charity of the first Christians, etc.}
This passion animates actions, gives them a strong tinge and a direction,

Today this passion is the passion for precision, Precision carried a very long

way and elevated to the status of an ideal: the striving for perfection,

It is no pood being defeatist i one {s striving after precision. This requires -

stubborn courage and strength of character. Our era is no longer one of
redaxation angd slackness. Ft is powerfully tensed for action. Whatever one
does, it is no good being defeatist (or foolish or disenchanted). We must
believe; we must reach down to the good in the depths of people.

It is no good being defeatist if we are going to dream of modern town
planning, because this invalves everturning many accepted ideas. But today
we may dream of carrying out modern town planaing, because the time has
corme and & collective passion has been unleashed by the most brutal necessity
and by a lofty feeling for truth. The awakened spirit is already reconsteucting
the social framework.

It secins that a series of experiments are poiniing o the sofution and that
hypothetical concepts are strongly rooted in statistical truths. A time is
coming when a collective passion will be capable of stirring an epach.

Last year I was working on this book in the vacuum of a Paris summer. This
temporary slackening of the life of the great eity, this caln, Rnally bepan to
make me feel that I was allowing myself to be carried away by the magnitude
of the subject, carried beyond the reality,

Came 1 October. At dusk, at six o'clock on the Champs-Ebvsées, everything
suddenly went mad, Alter the vacuum, the traific furiously slarted up apain,
Then each day increased this turmoi! further, You go out and the moment you
are out of the door, with no transition, you are confronting death : the cars are
racing past. Twenty years ago 1 wag a student, In those Jays the foadway
belonged Lo us; we sangin if, we argued . . . the horse bus rolied gently past.

That { Oetober 1924, on the Champs-Elysées, we watched the event, the
titanic rebirth of this new thing whose vigour had been broken by three
months of holidays: the traffic. Cars, cars, apeed, speed! One is carried away,

seized by enthusiasm, by joy. Mot by enthusinsm ai seeing the shiny bodywork .
glistening in the light of the headlamyps. Buienthusiasm over the joy of power., -

The frank, ingenuous enfoyment of being at the centre of power, of energy.

We share in this power. We are part of this society whose dawn is breaking. .
We have confidence in this new soeiety, confidence that it will find the mag- :

nificent expression of its energy. We believe in it.

Its energy is like = torrent swollen by storms: a destructive fury. The town
is breaking in pieces, the town cannot last, the town is no good any longer,
The town is too old. The tarrent has no bed. Then there is a kind of cataclysm.

E)

It is something absolsiely abnormal: the balance is upset more and more
each day.

Now the danger is felt by everyone. Let us note in passing that in a few
years the joy of living has already been forgotten (the good, centuries-old joy
of strodting tranquilly along on one's legs); we are caught up in the attitude of
a hunted animal, in a daily fight for life;! the sign has changed; the normality
of existence has been destroyed, has become marked by the nepative sipn.

Fimid remedies are put forward . .. You know the childish ardour with
which the inhabitants of a viilage erect improvised barriers, in haste and
terror, to hold back the torret that has swoilen under the effects of the storm
and is already rolling along destruction in ifs furiously swirling waters . . |

Fifteen years ago, in the course of long journeys, I measured the omaipotent
force of archilecture, but I had to pass through diffecult stages in order to find
the necessacy environment, Architecture submerged beneath o deluge of dis.
connecied heritages atiracted the spirit only via & difficult detour and stirred
ihe emotions only weakly. By contrast, an architectuze firmly rooted in itg
environntent gave rise to a delightfut sense of harmony and stirred one deeply.
Confronted by the facts and far from all text-books, 1 felt the presence of an
essential factor, fown plannding, an expression unknown to me at the time,

I was emtirely devoted to art.

There was a iime when the reading of Camiflo Sitte,® the Viennese, in-
sidiously won me over to the picturesque view of the city, Sitte’s argmments
were skilful, his theories seemed correct; they were based on the past. In Tact,
they were the past - and the miniature past, the sentimental past, the rather
insipnificant Bitle flower by the roadside, This was not the past of apopees; it
wits the past of compromises. Sitte’s eloquence went well with this touching
renaissance of the ‘home’ which, in a paradox worthy of the cottage, was
destined grotesguely to divert architecture from its proper path ("regionalism®),

In 1922, when 1 was commissioned by the Salon &’ Automne to design the
diorama of a city of three million inhabitants, 1 entrusted myself to the sure
paths of reason and having dipested the Iyricism of days gane by, I had the
fecling that I was in harmony with thal of our own day, which 1 love,

My close friends, surprised to see me deliberately overstep immediate
possihilities, said to me: *Are you designing for the year 20007" Everywhere
journalists wrote of *the city of the future’, And yet I had named this work
‘A Contemporary City'—contemporary, because omorrow belongs to na one,

I felt very clearly that events were pressing. 1922-5, how fast everything
moved!

1625 ihe Imternational Exhibition of Decorative Arts in Paris finally
demcnsteated the pointlessness of backward plances. There was to be a
complete pevulision; a new page was turned,

*This is precisely truc; we risk our lives at every step, Snppose your faat slips, or a fuinting fit
causes you by stumbie, .,
* Drer Stddtedan.
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It is generally agreed that ‘sublime’ Futilities are followed by serious works, '
Irecorative art is dead. Modern town planning is born with a new archi.

tecturé. An immense, devastating, brutal evolution has burned the bridges
theat link us with the past.

Recenily, a young Yiennese architect - terribly disillusioned ~ admitted that

old Europe was on the verge of dying, that young America alone could
nourish our hopes.

‘Mo architectural problem any {onger confronts us in Europe”, he said. “Up
to this day we have dragged ourselves along on our knees, weighed down,
crushed by the tangled burden of successive cultures. The Renaissance, then
the two Louis have exhausted us. We are too rich; we are surfeited; we no
longer possess the virginity that can give rise to an architecture.'

*The problem of architecture in old Eurcpe’, I replied to him, ‘is the big
modern city. It is a matter of Yes or Mo, of life or slow extinction. One or the
other, but it wilk be the former if we wish. And precisely the past cultures that
weigh us down will afford us the pure, distilled solution, passed through ali
the sieves of reason and the sensibitity of an éfite.”

Faced with the 1922 diorama the director of the New York Broors said to me:
‘In two hundred years Americans will comne and admire the rational works of
modern France and the French will po to be amazed by the romantic sky-
scrapers of New York!

Summary:

Between believing and not believing, it is better to believe.

Between acting and disintegrating, it is better to act.

To be voung and full of health means to be able to produce a great deal,
but it takes vears of experience to be able to produce well.

To be nourished by earlier civilizations enables us to dissipate obscurity
and bring 2 clear judgement to bear on things. It is defzatist to say that once
one has left one’s student days behind one is nothing but & bas-been. They
decide that we are ofd ? Gld? The twentieth century in Eurcpe may be the fine
maturity of & civilization, Old Eurape is not ald at all. Those are just words,
Old Burope is full of vigour. Cur spirit, nourished by centuries, is alert and
inventive, Europe's strength is in her head, whereas America has strong arms
and the noble sentimentality of adolescence. If in America they produce and
feel, in Europe we think.

There is no reascen to bury old Eorope.

Man strides straight ahead because he has a goal. He knows where he is
going; he has decided in favour of a particular direction and §s striding straight
towards it.

The set square is the necessary and sufficient tool for action, because it
serves to determine space with absolute unambiguity.

Erd

A food of action which feaves purposes way behind it, taking shape accord-
ing to the special capacities of the peoples, stirs the emotions and comes to
dominate developments; i {ssues orders; it firmly establishes behaviour and
gives events their deeper significance.

At first this flood of action disappoints; but on closer consideration it en-
courages and arouses confidence. The great works of industry do not call for
great men,

Let us take care that the enemy of joy — despair - does not slip in unnoticed.
Despair over cities. Despair engendered by cities.

A Turkish proverh: Where you build, there you plant trees,

In our case we cut them down,
And what about moter cars ?

So much the better, replied the great aedile, they won't be able to drive
any more,

Statistics show the past and sketch the future; they furnisk figures and give
the dicection of curves.
Statistics serve the purpose of setting problems.

The machine gives our dreams their andacity: they can be realized.

YWe need a guideline, We need basic principles for modern town planning. We
need to advance through the construction of a theoretical edifice of the uimast
stringency to the formulation of the basic principles For modern town
planning.

The city of speed is the city of success.

On 9 May 1925 half the chestnut trees along the Avenue des Champs-Elysées
had black leaves; the buds could not unfold; the tiny, crippled leaves curled
up like the bent fingers of ahand . . .

It is assumed that the third generation to live in a big city will be sterile.

At the present moment, vast masses of dilapidated houses are being de-
molished at strategically important points in Paris and replaced by multi-
starey buildings.

This is being allowed to happen. A new city is being permitted to spring up
over the old city that murdered {ife, and this new city will murder life alt the
more infallibly because it forms positive knots of stasis, without in any way
medifying the street-plan.

These fruitless operations on the land in the centre of Paris are like a cancer
that is being allowed to overprow the heart of the city. The cancer will stifie
the city. Simply to let things happen here represents an incomprehensible un-
concern in the hour of danger, throngh which big cities are at present passing.
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“They are drawing straight lines, illing in holes, levelling off and coming tp

Nihitism . . " €sic!) (Furious outburst by the preat town planner presiding <&

over & commission for city extension plans.)

I replied: ‘I beg your pardon, but that, correctly speaking, is man’s task,’

{Authentic incident.) Extract from the documents Cacophany.
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Woalter Gropius:
Principles of Bauhaus production [Dessau]
(excerpt)

in Septernber 1912 Feininger askad in Weirmar: “Why ang how this woluntary
submission to the tyranny of van Doeesburg and the complete recalcitrance
towards all measures originating frem the Bauhaus?' He meant by this the
effacts of the "rival courses’ given by van Doesburg inWeimar, *if Cossburg
weerg 4 teacher at the Bauhaus ke would b2 L . rather useful to the whole
entarorise.” The fascination of e Stijl ideas not only captured the students, but
slscinfluenced the Bauhkaus teachers. As early as 1923 (inaletter of 5 Ocrober)
Feininger noted how Gropius's attitude to handicrafts and industrial products
weas charging. Ir [935, with the transfer to Dessau, this process was complete.

The Bauhaus wants to serve in the development of present-day housing, from
the simplest household appliances to the finished dwelling.

In the conviction that household appliances and furnishings must be
rationally related to each other, the Bauhaus is secking — by systematic
practical and theoretical research in the formal, technical and economic
fields ~ to derive the design of an object from its natural functions and
relationships.

Modern man, who no longer dresses in historical garments but wears
modern clothes, also needs a modern home appropriate to him and his time,
equipped with afl the modern devices of daily use,

An object is defined by its nature. In order, then, to design it to function
correctly — a container, a chair, or a house - one must first of all study its
nature; for it must serve its purpose perfectly, that is, it must lelfif its function
usefully, be durable, economical and ‘beautifnl’. This research into the nature
of objects leads to the conclusion that by resolute comsideration of modern
production methods, constructions, and materials, forms will evolve that are
often unusual and surprising, since they deviate from the conventional {con-
sider, for example, the changes in the design of heating and Hghting fixtures).

It is only through constant contact with newly evolving techniques, with the
discovery of new materials and with new ways of putting things together, that
the creative individual can learn to bring the design of objects into a living
relationship with tradition and from that point to develop a new attitude
toward design, which is:

a resolute affiemation of the living environment of machines and vehicles;
the organic design of things based on their own present-day laws, without
romantic gloss and wastelul frivolity;

the limitation to characteristic, primary forms and colours, readily accessible
to evervone,

simplicity in raultiplicity, economical utilization of space, material, time, and
money.
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The creation of standard types for all practical commodities of everyday us
is a social necessity.

O the whaole, the necessities of life are the same for the majority of people
The home and its furnishings are mass consumer goods, and their design j

more a matter of reason than a matter of passion. The machine — capable of
producing standardized products — is an effective device, which, by means of
mechanical aids - steam and electricity — can free the individual from working -
matually for the satisfaction of his daily needs and can provide him with mass.

produced preducts that are cheaper and better than those manufactured by

hand. Thete is no danger that standardization will force a choice upon the
individual, since, due to natural competition, the number of available types of
each object will always be ample to provide the individual with a choice of

design that suits him best.

The Bauhaus workshops are essentially laboratories in which prototypes of
products suitable for mass production and typical of our time are carefufty
developed and constantly improved.

In these laboratories the Bashaus wants to train a new kind of collaborator
for industry and the crafts, who has an equal command of both technology
and form,

To reach the objective of creating a set of standard prototypes which meet
all the demands of economy, technology and form, reqaires the selection of
the best, most versatile, and most thoroughly educated men who are weli
grounded in workshop experience and who are imbued with an exact know-
ledge of the design efements of form and mechanics and their undeelying laws,

The Bauhaus represents the opinion that the contrast between industry and

the crafts is much less marked by the difference in the toals they use than by -

the division of labour in industry and the unity of the work in the crafts. But
the two are constantly getting closer to each other. The crafts of the past have
changed, and future crafts wilk be merged in a new productive unity in which
they will carry out the experimental work for industrial preduction. Specula-
tive experiments in laboratory workshops wilf yield models and prototypes
for productive implementation in Factories,

The prototypes that have been completed in the Bauhaus workshops are
being repreduced by outside firms with whom the workshops are closely
related.

The production of the Bauhaus thus does not represent any kind of com-
petition for either industry or crafts but rather provides them with impetus
for their development. The Bauhaus does this by bringing creatively talented
people with ample practical experience into the actual course of production,
to take over the preparatory work for production, from industry and the
crafis.

The products reproduced from prototypes that have been developed by the
Bauhaus can be offered at a reasonable price only by utilization of ali the
modern, cconomical methods of standardization {mass production by
industey) and by large-scale sales. The dangers of a decline in the quality of

the product by comparison to the prototype, in regard to quality of material -
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gard of quality work.

ad workmanship, as a result of mechanical reproduction wilf be countered
all available means. The Baukaus fights against the cheap substitute, in-
" ferior workmanship and the dilettantism of the handicrafts, for 2 new stan-
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Frederick Kiesler:
Space City architecture

Theo van Deesburg, in a backward look at the path iravelled by e Stijl,
related the great interest shown by young architects in the first exhibition of

the e Stijl group in Paris at the end of 1923, "We wanted to bring architecture K
and painting inte the closest possinle creative refationship, The house was taken

apart, broken down into its pfastic elements, The static axisof the cld

corstruction was destroyed - . . The house came asway free from the grourdand ©

the ceilirg, as a roof terrace, became as it were an "y neowered') storey.’
Frederick Kiesler, one of these voung architects (b, 1824 in Vierna, pupif and
feiend of Adoif Loos, d. 1965 in Mew Tork), carried this first step further:
naowails, no forndaticns.

1 demand the vital building, the space city, functional architecture:
the building that is adequate to the elasticity of the life function.

1. Transformation of spherical space into cities.

2. To set us free frem the ground, the task of the static axis.

3. Mo walis, no foundations.

4. A building system of tensions in free space.

%. Creation of new possibilities of living and, through them, needs

that will restructure society.

£

Le Corbusier/Pierre Jeanneret:
Five points towards a new architecture

The dexlaration Five peints towards @ rew drokitecture is roughly
contemporarecus with the designs for Le Cerbusier's houses in the
Weissenhof settlement, $tuttgart, |927, the second big exhibition of the
Dreutseher Werkbund, Under the guidance of Mies van der Rohe, who - with
the support of comrades-in-arms of the & group, such as Werner Graefi - gave
each architect the greatest passible freedom to carry out his ideas, the
exhibition became ong of the most important events in domestic architecture
betwesn the two wars and led directly to the famous Berlin houting estates
under Martin Wagner at the end of the twenties.

The theoretical considerations set out below are based on many years of
practical experience on building sites.

Theory demands concise Formulation.

The Following points in no way relate to aesthetic fantasies or a striving for
fashionable effects, but concern architectursl facts that imply an entirely new
kind of building, from the dwelling house to palatial edifices.

1. The supports. To solve a problem scientifically means in the first place to
distinguish between its elements. Hence in the case of a building a distinction
can immediately be made between the supporting a2nd the non-supporting
elements. The eardier foundations, on which the building rested without a
mathematical check, are replaced by individnal foundations and the walls by
individual supports. Both supports and support foundations are precisely
calculated according to the burdens they are called upon to carry. These
supports are spaced out at specific, equal intervals, with no thought for the
interior arrangement of the building, They rise directly from the floor to
3, 4, 6, etc. metres and elevate the ground floor, The rooms are thereby re-
moved from the dampness of the soil; they have light and air; the building
plat is left to the garden, which consequently passes under the house. The
same area is also gained on the flat roofl

2, The roof gardens. The flat roof demands in the first place systematic utiliza-
tion for domestic purposes: roof terrace, roof parden. On the other hand, the
teinforced concrete demands protection against changing temperatures. Over-
activity on the part of the reinforced concrete is prevented by the maintenance
of 2 constant humidity on the roof concrete. The roof terrace satisfies both
demands (a rain-dampened layer of sand covered with concrete slabs with
trwns in the interstices; the earth of the flowerbeds in direct contact with the
Iayer of sand}. In this way the rain water will fow off extremely slowly, Waste
pipes in the interior of the building. Thus a latent humidity will remain con-
tinually on the roof skin, The roof gardens will display highly luxuriant
vegetation. Shrubs and even smalf trees up to 3 or 4 metres tall can be planted,
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In this way the roof garden will become the most favoured place in the buj]
ing. In general, roof gardens mean to a city the recovery of all the builty
area.

3. The free designing of the ground-plan. ‘The support system carries the intep.
mediate ceilings and rises up to the roof, The interior walls may be placed;
wherever required, each floor being entirely independent of the rest. There ary!
no longer any supportmg walils but only membranes of any thickness required;:
The result of this is absolute freedom in designing the ground-plan; that is t;,?
say, free utilization of the available means, which makes it easy to offset the?

rather high cost of reinforced concrete construction.

4. The horizontal window. Together with the intermediate ceilings the supponsz
form rectangular openings in the fagade through which light and air entey
copiously. The window extends from support to support and thus becomes
horizontal window. Stilted wertical windows consequently disappear, as dg
unpleasant mullions. In this way, rooms are equably lit from wall to wall;
Experiments have shown that a room thos lit has an eight times strongey

illamination than the same room lit by vertical windows with the same
window area.

The whole history of architecture revolves exclusively around the wall
apertures. Through use of the horizontal window reinforeed concrete sud-
denly provides the possibility of maximum illumination.

5. Free design of the fagade. By projecting the floor bevond the suppc-rtmg
pillars, like a balcony all round the building, the whole fagade is extended
beyond the supporting construction. It thereby loses its supportive quality and
the windows may be extended to any Iength at will, withouot any direct rela-
tionship to the interior division, A window may just as well be 10 metres long
For a dwelling house as 200 metres for 2 palatial building (our design for the
League of Nations building in Geneva), The fagade may thus be designed
freely.

The five essential points set out above represent a fundamentally new
aesthetic, Nothing is left to us of the architecture of past epochs, just as we

can no fonger derive any benefit from the literary and historical teaching:

given in schools.

Constructional considerations
Building construction is the purposeful and consistent combination of build-
ing elements,

Industries and technolopical undertakings are being established to deal
with the production of these elements,

Sertal manufacture enables these elements to be made precise, cheap and
good. They can be produced in advance in 2any number required.

Industries will see to the completion and uninterrupted perfecting of the
elements,
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Thus the architect has at his disposal a box of building units, His archi-
ecgu:al talent can operate freely. It alone, through the building programme,

: Jetermines his architecture,

The age of the architects is coming.
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1927 Ludwig Mies van der Rohe:

On form in architecture

This Farnaus letter to B Riezler, editor of the Werkbuad [ournal Die Form, was
pubiished in the journal's second year. If the Stuttgart Weissenhof setilement
is 2 buglt manifestation of & new style, the inescapabnle sign of a new wilk in
architecture, then Migs van der Rohe's letter on form in architecture may e
tooked upon as a5t open question: Will life fill the new hou ses! Will this new
architecture be taken upand carried by life, so that a new feeling for life is torn
of the community-living that takes place in them? The letter tfirows a bridge
across to the theses of Hermann Muthesius and Henry van de Veide and might
be said to recorcile the opponents of 1914

I do not oppose form, but only formasa goal. o
And 1 do this as the result of a number of experiences and the insight I have
gained from them.

Form as a goat always ends in formalism. .
For this striving is directed not towards an inside, but towards an outside.
But only a living inside has a living outside.

Ouly intensity of life has intensity of form,

Every How is carried by a What.

The unformed is not worse than the over-formed.

The former is nothing; the latter is mere appearance.

Real form presupposes real life.

But not something that has already existed, nor something thought out.

Here lies the criterion.

We do not evatuate the result but the starting point of the crealtivc Process.
Precisely this shows whether the form was discovered by starting from life, or
for its own sake. .

That is why I consider the creative process so essential.
Life s for us the decisive factor. _
In all its Fullness, inits spiritual and real commitments.

Is not one of the Werkbund's most important tasks to illuminate, to make

visible, the spiritual and real situation in which we stand, to order its currents

and thereby to [ead the way? ]
Must we not leave everything else to the creative powers?

[

1927  Hugo Haring:

Formulations towards a reorientation in the
applied arts (excerpt)

‘Mo path recessarily leads froen the applied arts to architecture.” Thus Hans
Peelzig in F908. Hugo Hiring continued twenty years later in his lecturs to the
Warein fir deutsches Kunstgewerbe {Society for German Arts and Crafts) in
Berlir at the begirning of December 1927: "Worlk on the house of teday isto
be regarded as only a preliminary exercise until town pianaing hasundergone
the radical transfarmation: calied for by the transformation of society and the
resulting prablems kave been finally solved.” For those whe Sid not yet know
Haring - then secretary of the Beriin architects' association Cer Ring —a new
dimensios of thinking or all matters of planning and building was opened up.

There are objects which are on the one hand works of art, on the other are
interided for use. The fact that they are intended for use cannot always be
recognized fmmediately by a simple person. We call such objects applied art.
Many of cur museums are filled with products of applied art.

The habit, for thousands of years particularly characteristic of the upper
tevels of society, of so altering utilitarian objects in the name of art that they
became totally unsuited for use is no longer entirely Fashionable. We now
consider it uncuttivated to apply Pallas Athena to the bottom of a bowl; we
regard it as tasteless to fashion vessels in the shape of heads or animals and
use their interior as containers; we no longer make table legs look like
lions' feet.

Today we demand utilitarian objects without adornments, not disguised as
something else, free from masking, incrustations, They may nevertheless be
noble and exquisite obijects, highly valuable products; exquisite quality can be
attained without senseless twisting and bending, impressed patterns and the
like, which only infringe against the object’s essential rights.

The shape of the object is determined by the forms arising out of its pur-
pose, with their own expressive values, and the forms that are ereated for the
sake of a particolar expression. Of the form dictated by purpose we may say
that it is already given by the elemental laws of the material. A table, a bowl,
a knife, a hammer is elemantal in its basic form, This basic form is the same
al over the world and at all periods.

The form dictated by purpose is the constant element in the object; the

- problem of expression gives it its ever changing character.

In nature there is no independent problem of appearance; hence there is

- nothing in opposition to the forms dictated by fitness for purpose. This occurs
- only among mankind. The essential problem of applied art is clearly that of
" appearance,

There is no worse enemy of the form dictated by purpose than applied art.

: - The causes may vary, the effect is always the same, namely, violation of the
- utilitarian object. If we realize this today, a great change ymust have taken
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place in us, sinee in the thousands of years ofd history of objects this vie
point has very rarely exercised any effective influence. I see in this fact a mory
pain by the present, I regard it as the sign of @ new, evelving crdiure, 1t can aly
be looked at differently. It may be said that we have become rationalistic,
no longer attach any value to having an Apolle striding across the Greg
landscape with his lyre depicted on our teapots . . .

The applied arts or industrial design must be locked at not ondy from 1
standpoint of the artist or the craft, but also from that of society, The pr
ducts of the apphied arts are typical creations of society. Without putting
into words, the arts and crafts movement that started thirty years apo w
thinking and working for a bourgeois German middle cfass, for essentially
German conceptions of culture that had arisen in quite specific social straty
The hopes of conquering the world with a new form of applied art were boung
to be dashed, since this applied art had absolutely no relationship to thegy
demands of an internationat society. The world market continued to b
dominated by French taste.

Particularly after the war, the cxpression acts and crafts { Kunstzewerbe) had.
come to have a contemptuous flavour. To say that something was arty crafty”
implied that it had got stuck at an earher phase of evolution, that it sprang’
from the taste of a narrow cubtural group and was out of step with an inter-
national outlook,

Thirty vears age we could not possibly imapgine what the furnishings of a°
dwelling would look like in 1927 - we are just as unable 10 imagine today ' |

what a house will look like in 1950. Work on the house of today is to be:

regarded as only a preliminary exercise until town planning has undergong: £

the radical transformation called for by the transformation of society and the:

resulting problems have been solved. Our preseat-day building of housing I

estates is in no way a solution, but a very inadequate expedient. A possible: |-
solution must be preceded by a transformation of town planning and this in- §

turn by a transformation in the land guestion, 1
Our living rooms have become empty. They now contain only the essentials,” §-
Cupboards have been swallowed up in the walls; beds, at least during the day,: 1

are beginning to disappear. The architects of the Stuttgart Werkbund Housing |

Project had the greatest difficulty in finding tables and chairs for their rooms,: {
to say nothing of cupboards, although in Stuitgart and elsewhere thousands:
and thousands of tables and chairs were standing about in furniture stores.
and these tables and chairs would andoubtedly have satisfied the objective:
demaands made upon them. The only drawback was theic appearance.

International society clings resclutely to its ofd furniture and continues te’
furnish its rooms in the antique manner. Antique shops multiply daily - proof:
that the products of modern industrial design are Tess than ever able to satisfy:
the demands of customers with the money to buy, We say that the present-day-
bank manager comes home from his office in a Maybach car and sits down in:
a Louis Seize salon. Well, where could he sit, so Iong as he is not offered;
anything corresponding to his Maybach? Where are the shops in which he’
could buy furniture & fz Maybach? The products of the various modem: |-

o4

workshops are still far from satisfying such demands. And where are the
cehitects who can baild a house & iz Maybach, sugposing the bank director
canted to buitd one ? This is not altogether the arci_utects’ Fault, however, but
5 also due to the fact that outside business, bank dH’lEFED[‘S do not like to take
(isks, that they don’t want to bother about the design of a new house and
after working hours sim ply want to take things easy. They weould buy Maybach
pouses if they could be offered them,.

The present task is to create articles of use which smodern man needs. We
have working and sports clothes, serviceable sports equipment, serviceable
gols, weapons, instruments, ships, cars - but we do not have tables, chairs,
fuenishing fabrics, ete. to go with ther.

When there is nothing more we can take away From an object without
destroying it, we have come considerably closer to the goal. A chair ils not
porn with either lion’s legs or serpent arms, but nor is it born with nickel-
p]ated steel tubes, o i

Today society ne longer needs furnishings indicating soctal status, but
atilitarian objects. Nor should the latter have any relics of the former attached

¢o them. i . . o
We want to furnish cur rooms as we consider practical, without stylistic

“yules and without any kind of compulsion, The utilitarian objects constitute
 the essential element in the furnishing. Rooms will ne longer differ as between
= Gothic and Empire, but according to the culture of their occupants.




1928  Erich Mendelsohn/Bernhard Hoetger:

Synthesis ~ World Architecture

Ina jeint publication that was certainly rot interded by either of tham, the
master of architectonic velumes and the scalptor who designed buitdings met
cne ancther, They came fram different worlds. One had sworn alegiance to thy .
big city, had travelled all over the world, knew the horizons of the pecples ia
West ard East. The other lived almost in seclusion in a cavelike house on the
moor reas Worpswede. World architecture means for the formaer to combine
incne the polarwisdoms of the ceatury; the latter sees his oersofality asan
artist exposed to the cold blast of machanical tensians. This imaginary dizfogue
between two essentially different ternperaments conginues, B isa cialogue
between archetypes,

Erich Mendelsohn: Synthesis {Berlin 1928)

The problem of the new world architecture is:
The finiteness of mechanics
plus the fnfiniteness of fife.

The history of America is the history of maximum economic development
the history of the development of the New World on the basis of technology
and realistic intellipence. The history of Russia is the history of the un-

paralieled leap from absolutism and maximum agrarian power to state .
socialism. The beginning of the history of the New World is development on -

the basis of technology and intellectual ideas. Hence for both of them, Russia

and America, techuology is the common soil, It is true that America says: -

I am the world, I myself am life. Whereas Russia says: I still have to create

the world, my life belongs to all men. But both have understood the epoch, -
impulsively and as though it were a destiny; both are agreed that the com- -

munal forms of expression, as they have existed tifl now, have undergone a
fundamental change:

Only the active hand, the active mind has a right to life.
Symbol of the machine, the acroplane, the splitting of the atom.
God lives only in the deed,

not in Faith,

not in reflection.

Art creates only reality.

ATt is the highest expression of life,

is lifia itself,

But: this kind of febrile and over-insistent attitude characteristic of the transi-

tion period easily leads into the danger of romasnticism. Thus the Russian, .
technologically speaking still primitive, seeks salvation in the exaggeration -
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of man that first creates the basis for politics and economy. Society, culture,

mated appendage of the machine but its Iii’l‘\f:f:rllfﬂ[, its master. Only th;ﬂugh
nastery of his totally altered needslwﬂl-ms vision also become free again for
‘1" he needs of the mystical elements in his nature that are turned towards the
“qystery. The hope of the new world has as its signal beacon a magnificent
.| combination: Russia’s power of sacrifice.

" yehemence of emotion -
- the intuitive, -
" the impulsively religious element in its nature ~

£

g form of intelligence alien to hin}, whx?reas_the tcchnollqgica_lgy hig;—,g_y
seloped American seeks his in the intensification of a sp1r1ma!ft}r‘ that is
JJien O hin. Europe will mediate between these two poles of th:i: creative will,
Sy merica and Russia, provided it rememl;ers 1E{se1f and retains its ow?raii
cplidatity, provided it strikes a happy m‘edmrln, pives expression both to idea
2 4 brain, spirit and intelligence. For intelligence regulates our passions —
aﬁt the homan spirit makes the law. Therefore technology ends with man
':;mseif. For onee technology becomes an end in itself mechanicat theory
jeads 1o an over-valuation of technical inventions and makes of technology
anidol. Therefore no falsification of the hulman spirit through mechamzat:c_m.
on the contrary, it is the planned subjugation of natural forces to the service

ows on the foundation of the economy, Man, therefore, is not the auto-

combined with America’s unproblematic activeness and energy,
apphied at America’s high technological fevel!

Russia and America,

the collective and the individual,
America and Russia,

the earthly and the divine.

This is the problem of the new world architecture:
The finiteness of wrechanics
plus tire infiniteness of life.

Besnhard Hoetger : World Architecture {Worpswede 1923)

Architecture is unquestionably the most popular qf all arts today. The age of
the machine, of objectivity, the practice of rendering the construction visible,
ate captivating recipes and principles, with which the layman can outdo even
the expert. Recipes for artistic creation, promulgated by a fem:, become Fhe
treasury of knowledge of the vain. But we ought not to sin against the living
spirit, for the spirit of the age seeks in everlasting repetition to transmute
itself into matter, The vain striving for objectivity, for beautiful su}'facas,.fgr
emphasized construction breeds intellect and denies the creative spirit,
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Recipes, even architectural recipes, serve the weak, give them the happy [OSsis
bility of jumping info the circle of creative architects armed with T-squace,
set square, and intellect. Wise insipht and the needs of artistic creation Wil

break through all restrictions imposed by recipes and principles. To appear ty.:
be objective does not always mean to be objective. To be objective does [
necessarity mean to be artistic, because artistry always presupposes its oWy
objectivity as a matter of course. We want no inhibitions and checks by
recipes, we want the free spirit to find its own laws. The creative momeng |
demands not the transparent wall, not the beautiful surface, not construction :
but synthesis. And this synthesis is not the sum of petty and doubtful details, -
but the outcome of an intuitive frenzy. Just as creation often demands 5
gentle shift from meditation to concentration as a prerequisite, so attainment

of an elogquent and final form often calls for a detour via superfuity, In

‘objective” architecture the vain surface sprawls over a wide ares, tolerates

neither sculpture nor picture, is self-sufficient at the expense of cosiness. We
do not wish to renounce the factors that increase our feeling for life and the
world. We want to experience the intoxication of our blood in alf things. We
do not want to throw the pictures out of our rooms because they are ‘irrele-
vant,” we want rather to draw them inte the great joyful rhythm of our house,
We want to look at sculpture just as we want to read books, we don’t want to
bar carpets because they are ‘dust traps’. We want the whole wealth of the
possible and justified, because it belongs as a necessary factor to our person-
ality. Sculpture and painting will live on in spite of this vain effort at Suppres-
sion, because in keeping with the times they have set themselves free from
architecture to attain a powerful life and content of their own. Cities witl
change into a shape that restores the sun and movement to the city dweller,
This will be the beginning of a new world architecture. What is decisive here
will not be the width of the streets, nor the height of the buildings that line
them, nor their fronts and cotlines, nor their balconies, nor the shapes of their
roofs, but solely and alone the creative longing of the citizens. There will be
no rmore corridors and house surfaces, neither in the old nor the new sense,
there will be structures that thrust forward and slide back in response to the
habits of the cccupants, in order to make it possible for them to see and feel
the sun again. Roofs will not form an alignment but will lie lower or rise
higher as demanded by the desire for roof gardens. Man’s longings will be
determinant, not the profit motive. We want the individual room, ot the
factery-made product; we want personality, not norm, not schema, not series,
not type, We want no violation of our creative feeling, not even by archi-
tecture, we want o live our life. The wealth of the spirit shall glow, all pro-
ductive possibilities shall blossom, unconcerned about ‘objectivity”. Give
form to the inner vigour, that cold souls may become warm.

CIAM: .
La Sarraz Declaration

e vear after the \Weissenhof exhibition in Stutigart, a group of architects —
feleg};tcs from warious nationat groups — gathered frorrE 1640 38 fune (928 at
Chateau Sarraz in Switzerland, The subject of the meeting was a programme
drawn ug in Paris of preblems confroating the new architecture. They agreed,
afthough rot without argument, an the sta[‘.dpmnts and working rnv."zthads
oroposed by Le Corpuster and Giedion. With a final official c[eciarahog ClLAM
ECcngr‘es Internaticnals: 4" Architecture Moderne) was coantd:ared as fgunded.
It rermained for aver thirty years the medium aofa world:w;d.e mtea:u:hange of
ideas. It was the CIAM congrasses which brought the obiectives of ‘towa
pranning” into perpective.

The undersigned architects, representir}g the na?fonal proups of modern
architects, affirm their unity of viewpoint regar-:i‘mg_thc fundamentarl con-
ceptions of architecture and their professmna! oi_Jhg’a'tlons towards society.

They insist particularly on the fact that ‘building’ is an elementary actiwl.'_}ty
of man intimately linked with evolution and tl-ae dcv_e:iopmf:nt of humank ; e%
The destiny of architecture i?‘ to exEress the ;J:}entatlon of the age. Works o

{tecture can spring only from the present time., ] )
ar?glﬁii thereforcprcfﬁsc categerically to apply in ‘thl:i:li‘ working mcth{c;ds
means that may have been able to itlustrgte past societies; they afﬁm[ io alj.-'
the need for a new conception of architecture that satlsﬁr.?s the spiritual,
intellectual and material demands of present-day life. Consc}ous of the deep
disturbances of the sociat structure brough} about by machines, ‘the?f TeCOE-
nize that the transformation of the economic order z_ind of social tife }nescapi
ably brings with it a corresponding transformation of the architectura
IO ] .
ph’;;zr?;te?ltion that brings them together here is to attain the mdlspfznsable
and urgent harmonization of the elem::.nts i_mfolved by replacing arch:tectun:
on its true plane, the economic and sociological plzfne. Thus architecture mysh
he sef free from the sterilizing grip of the academies that are concerned wit
ing the formulas of the past.

pr?:furi\rm!;fed by this conviction, they declare themselvqs members ofi an
association and will give each other mutuval support on the ar::ternat.mnal plane
with a view to realizing their aspirations morally and materially.

I. General Econemic System

1. The idea of modern architecture includes the link between the phenomenon,
of architecture and that of the general economic systent.

2. The idea of ‘economic efficiency’ does not imp]:-.r_ produsction f'urmsl;z!ng
maximum commercial profit, but production demanding a minimum Working

effort.
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3. The need For maximum economic efficiency is the inevitable resuft of th
tmpoverished state of the peneral economy.,

4. The most efficient method of production is that which arises from rational, : ]
ization and standardization. Rationalization and standardization act directly
on working methods both in modern architecture (conception) and in the :

buitding indusiry {reafization).

5. Rationalization and standardization react in a threefold maaner:

() they demand of architecture conceptions leading to simplification of work.

ing methods on the site and in the factory;

{b} they mean for building firms a reduction in the skitled labour foree; they 7}
lead to the employment of fess specialized labour working under the direction

of highly skilled technicians;

{c) they expect from the consumer {that is to say the customer who orders the *
hiouse in which he will live) & revision of his demands in the direction of a re.
adjustment to the new conditions of social life. Such a revision will be mani- .
fested in the reduction of certain individual needs henceforth devoid of real -
fustification; the benefits of this reduction will foster the maximum satisfac.

tion of the needs of the greatest number, which are at present restricted.

6. Following the dissolution of the guilds, the coltapse of the class of skilled

craftsmenis anaccomplished fact. The inescapable consequence of the develop.-

ment of the machine has led to industrial methods of production different -
from and often opposed to those of the craftsmen. 1ntil recently, thanks to
the teaching of the academies, the architectural conception has been inspired
chiefly by the methods of craftsmen and not by the new industrial methods, ©
This contradiction explains the profound disorganization of the art of ¢

building,

7. 1t is urgently necessary for architecture, abandoning the outmoded con- :
ceptions connected with the class of craftsmen, henceforth to rely upon the -
present reakities of industrial technology, even though such an attitude must -
perforce lead to products fundamentally different from those of past epochs.

IT, Town Planning

1. Town planning is the organization of the functions of collective life; it -
extends over both the urban agplomerations and the countryside, Town :

planning is the organization of life in alf regions,

Urbanization cannot be conditioned by the claims of a pre-existent aestheti- :

cismi: its essence is of a functional order.

2. This order includes three functions: (a) dwelling, (k) producing, {c) relaxa-

tion {the maintecance of the species).

[£0

1ts essential objects are: (a) division of the soil, {b) crganization of traffic,

(e fegislation,

3, The relationships between the inhabited arcas, the cultivated arcas (includ-
ing sports) and the traffic areas are dictate_d- by the ecanamic a_nd _social en-
yironment. The fixing of population densities establishes the indispensable
classification. . . .

The chaotic division of land, resufting from sales, speculations, inheritances,
must be abolished by a collective and methodical land policy.

"Fhis redistribution of the jand, the indispensable preliminary basis for any
town planning, must include the just division between the oWners and the
coptunity of the unearned increment resulting from works of joint interest.

4, Traffic control must take in all the functions of collective life. The growing
intensity of these vital functions, always checked against a reading of statistics,
demonstrates the supreme importance of the trattic phenomenon.

5. Present-day technical facilities, which are constantly growing, are ti‘tf‘: very
key to town planning. They imply and offer a total transformation of existing
segislation ; this transformation must run parallel with technical progress,

[II. Architecture and public opinion

. [t is essential today for architects to exercise an influence on public opinion
by informing the public of the fundamentals of the new archi_tecture. Through
the baneful effects of academic teaching, opinion has strayed into an erronecus
conception of the dwelling. The true problems of the d'_welling have been
pushed back behind entirely artificial sentimental conceptions, The problem
of the house iz not posed.

Clients, whose demands are motivated by numerous factors that have
pothing to do with the real problem of housing, are generally very bq{i at
formulating their wishes. Opinion has gone astray. Thus the architect satisties
the normal prerequisites of housing only poorly. This inefficiency involves the
country in an immense expense that is a total loss. The tradition is created of
the expensive house, the building of which deprives a large part of the po puia-
tion of healthy living quarters.

2. Through educational work carried out in schools, a body of fundamental
truths could be established forming the basis for a domestic science (for
example: the general economy of the dwelling, the principles of property and
its maoral significance, the effects of sunlight, the ill effects of darkness, essen-
tial hygiene, rationalization of household economics, the use of mechanical
devices in domestic life, ete)

3. The effect of such an education would be to bring up generations with
a healthy and rational coneeption of the house. These generations {the
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architect’s future clients} would be capable of correctly stating the proble
of housing,

IV. Architechure and its relations with the State

1. Modern architects having the firm intention of wotking according to ¢
new principles can only regard the official academies and their methods ten
ing towards aestheticism and formalism as institutions standing in the Way
of progress.

2. These academies, by definition and by function, are the guardians of the:
past. They have established dogmas of architecture based on the practical apg:
aesthetic methods of historical periods. Academies vitiate the architect’y
vocation at its very origin, Their point of view is erroneous and its conse.:
. {JUETICES AT eTTONeous.

3. In order to guarantee the country’s prosperity, therefore, States must tear
the teaching of architecture out of the grip of the academies. The past teachey.
us precisely that nothing remaing, that everything evolves and that progress’
constantly advances, :

4, States, henceforth withdrawing their confidence from the academies, must

revise the methods of teaching arehitecture and concern themselves with thi
question as they concern themselves with all those questions whose object 5

to endow the country with the most productive and most advanced systems -

of organization.

5. Academicism causes States to spend considerable sums on the erection of -

monumental buildings, contrary to the efficient utilization of resources,

making a dispiay of outmoded tuxury at the expense of the most urgent tasks

of town planning and housing.

6. Within the same order of ideas, all the prescriptions of the State which, in -

" Bourgeois, Brussels

‘ Charean, Paris

" frank, Vienna

Guevrekian, Paris

i.'. E. Haefeli, Ziirich

- Hdring, Berlin
Hichel, Geneva

' Hoste, St Michiels

Jeannered, Paris
Corbuster, Paris

_ Lurgat, Paris

one form or another, tend to influence architecture by giving it a purely - |*

agsthetic direction are an obstacle to its development and must be vigorously -

combated.

7. Architecture’s new attitude, according to which it aims of jts own volition
to re-sitvate itself within economic reality, renders alf claim to official patron-

age superfluous,

8. If States were to adopt an attitude opposite to their present one they -
would bring about a veritable architectural renaissance that would take its
place quite naturally within the general orientation of the COURLTY's economic -

and social development.
28 June 1928
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p. Berlage, The Hague

¢ Declaration was signed by the following architects:

E. May, Frankfurt af M.

A. G. Mercadal, Madrid
Hannes Meyer, Bauhaus Dessau
. M. Moser, Ziirich

E. C. Rava, Milan

. Rietveld, Utrecht

A, Sartoris, Turin

Hans Schmide, Basle

AMart Stam, Rotterdam

R. Steiger, Ziirich

H. R, von der Miihfi, Lavsanne
Juan de Zavals, Madrid
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1928 A
B
C demands the dictatorship of the machine

Hars Schenidt, Basle, and Mart Stam, Rotterdam, edited the periodical ABC —
Beierige zum Bouen {Contributions Towards Building) which appeared in Basla,
The demand far the dictatorship of the machine, taken from Moo, Vel .2, s
closely connected with the ideas of Hannes Meyer, who in 1928 took over from
Waiter Gropius a5 directar of the Dessau Bauhaus,

The is neither the coming paradise in which technology will fulfil all
machine our wishes - nor the approaching hell in which all human
development will be destroyed -

The is nothing more than the inexorable dictator of the possibilities
machine and tasks common fo all our lives.

But we are still in a state of becoming, of transition. The machine has become
the servant of a bourgeois individualist culture born of the Renaissance. Just
as the servant is paid and despised by the same master, so the machine is
simultaneously used by the citizen and damned by his intetlectual court, his
artists, scholars and philosophers. The machine is not a servant, however, but
a dictator — it dictates how we are to think and what we have to understand.
As leader of the masses, who are inescapably bound up with it, it demands
more insistently every vear the transformation of our economy, our culture.
[t permits no pause for breath in the aomchair of philosophy, no COMpromise
with pacifist phrases. It grants us no prospect of an agreed peace, no aesthetic
distance from the demands of life. Reality shows us how far we have already
gone today in obeying the dictates of the machine: we have sacrificed handi-
crafts to it, we are in the process of offering up the peasantry to it, We have
had to allow it to provide our most important means of travel and the basis
for our great industries. Under its pressure we have evolved the new method
of mass-production. Because of it we have had to place greater and greater
organizational powers in the hands of the State and even to internationalize
our most sacred national goods.

We have tzken the first step:

the transition from an individualistically producing society held together
idealiy by the concepts of the national State and a racially delimited religious
outlook, to a capitalistically producing society marteriafly organized in res-
ponse to the need for industrialization and the international exchange of
goods, But our thinking, the thinking of our professional romantics and life-
titivators, has not followed even this step. They have ceased to understand
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elemental, vital facts because they think exclusively i i 7

tal, ; ¥ in terms of moratit :
aesthetics. And because they f'f:?ll' the worst for the future of our id;aallgigél d |923 Hannes Meyer'
n'amf:iy, that they themqelvcs will be gut of work, sheer idealism makes the > Bu Etding
either become the bodyguard of reaction or take flight into sectarianism. "o

‘We have to tak . Sk In 1928 Hannes Meyer (b. |58% in Basle, d. 1954 1n Crocifisso di Savosa,
¢ the second step: Switzerland} was appaointed head of the Baubhaus b Dessau, Waiter Gropius
- retired t the beginning of February 1928 and recommen ded him as his
successor, Fhe same maonth Meyer outiined before reprasentatives of the

lhre transition I:ru_rn a society that is compelled to produce coﬂf:{:tivéi}' but § i ; ; ; ; £

still individualistically orientated to a society th . - s = students his programme, which was aimed essentially at acloser combination i

works collectively. Empty phrases? Empt ¥ that consciously thinks and of teaching and work in the Baubaus with life. ‘Do we wish to take our
- T Empty phrases to the ears of. bourgeois - Girection from the needs of the outer world . . . or dowe want to be an islard

which admittedly leads to a broadening of the parsonality, but whose positive

- essity to the TAS5ES Whﬂ h&\"ﬂ t::da:.r hcﬂn el His thesis 'bu B
4 c 47
arcdu tiviky iquESEEU ale?” His thesis 'buildi 'waspuhli wed ui

thrust out to the edge of survival. They are empty phrases if we believe we

l{-:;}:ilf}::‘ i;l}laketbourg;ois ildealistic thinking the basis for constructing a lucid YearZ No-&
system of production — if we believe gur Sunda ;
L : y-afterncon-walk
f;;t;rgsfsrilg ne?:s to be reduced in price a little - if we believe we could do;gié | puilding
choa eacep 'i:;;hntz_ind decisive struggle of the immediate future by making a a1 things in this world are a product of the Formula: {fanction times
p peace. What is demanded of us is in the first place the liberation and economy}.

E;Eif;ormftt{on of our thinIfingl. Everywhere necessities are forcing action —
s missing 15 correct thinking on the part of those destined to act and to

lead ~ for elemental thinking has b
o e g cen suffocated by the empty phrases and

all these things are, therefore, not works of art:

a1l art is composition and, kence, is unsuited to achicve goals.

a1 life is function and is therefore unartistic.

the idea of the “‘composition of & harbour” is hilarious!

but how is a town plan designed? or a plan of a dwelling? composition of
function? art or life 7?7777

building is a biological process. building is oot ar acsthetic process.

in its design the new dweiling becomes not only a ‘machine for living’, but
also a biological apparatus serving the needs of body and mind.

the new age provides new building materials for the new way of building

houses:

reinforced concrete alumininm ripokin
synthetic rubber enhéolith viscose
synthetic leather plywood asbestos concrele
porous concrete havd rebber bitumen
woodmetal torfoleum canvas
wire-mesh plass sificon steel asbestos
pressed cork cold glue acetone
synthetic resin cellpfar concrete casein
synthetic horn rolled glass trolite
synthetic wood xelotect tombac

we organize these building materials into a constructive whole based on
cconomic principles. thus the individual shape, the body of the structure, the
colour of the material and the surface textuie evolve by themselves and are
determined by life. {snugness and prestige arc not teitmotifs for dwelling
construction.) {the first depends on the human heart and not on the walls of a
room . . .) {the second manifests itself in the manner of the host and not by

s his persian carpet!)
1y
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bauan

alle dinge dleser welt sind otn produkt der fermel: (Funkton mal Skonemiz) a
alle deae dinge sind deher keine hunatwerke:

glle kunst 1af kempoaltion und mithi zwedkwidrlg.

alles leben Ist funkilon uad daher unkinstierach.

die idee der  hompdsition eineg sechefens” scheinf zwerdifellerschfitfernd]

kunst oder leben? 77 17
brauen Ist ain Blologiachar vorgang. bawsn lat keln asstheitacher prozel. clemenfar gestaltet wied das neue wohn,

haus nEcht nue elne wobamaschinerle, sondemn eln biolagischer apparat Fir sceflache und kirperiidhe :

bedirinlase, — die neue zelt stellt dem neuen hausbauw thee neuen baustoffe zur verflgung:

slakébetan drahiglas Alyminium si-stahl ripalin ashast
kunsigummi prelkerk £ubdeliln haiileim wiscose aelan
hunsEeder kunsirare sperhicie gasbelon glernit casein
zell-BEelan Kisnslhem Harischuh redlglas Jidron srolit
weadmedall ¥urathalz 1oricieum Aelpbait langvas 1cmbak

diese bauelements organisleren wir nach Skonamischen grundadfzen zu eincr konstruktiven einhelt, sa V-:
eratehen selbstitifg und vom leben bedlngt dle elnzelform, der debiudekSrper, dle matecfaifarbe uod gl -

oberflacenstrukine, (gemiltlichielt und zeprdsentation sind kelne leltmotive des wohnungshanes.)
{di¢ crate hingt am menschenherzen und afeht an dee zimmerwand. .. .J

{die zwelte pragt dic haftung des gestgebers und nicht seln persertepplchl)

architektur als  affektinlaiung des klUrstlerss [0 ohne dneolnsberachibguag.

architektyr afs forlidhrung der baviradiifon 13t Bavgaschishtilch EnGhea,

diese funktionell-biglogische auffassung des bauens als clner destaftung des [ebensproresses Hbet mie

Iu!g;dié:-{ﬂgkcit aur relnen konstruktion: diese konstruktive formenwelt kennt kein vaterland. sie st deg
puadruck infernationaler baugesinpung. intermationalitit it ein vorzug de che, 4t
st grundlage wnd kennesichan der pouen formesaalt. g dec epoche. dia 7aina konstruktion

1. geachlechtaleben 4. garfenkultur
2, achlafgewobnhett 5. kisrperpflege 4. autowartung 11, besonnung
3, kfelntierhaltung . wekershutze % kochbetleb 12, bedienung

polche farderungen sind die ausschlieliichen motive des wohnungsbaues. wit untersu

tageslebens jedes haushewohaers, und dieses ergibt das funkﬂnnsdiagrammn!'ﬁr: vflf:t dﬁ@ﬁ?"iﬂ?
Kletnkind und mitmenschen., wir ecforschen dic bezlehungden des hanses und selner [nsasse:; m F:;mden:
pastbote, passant, besudher, nathbar, cinbredhier, kaminfeger, wischesin, poltaist, arzt, auFwactelfoay, aplel-
kamerad, gaseinziiger, handwerker, krankengfleder, bote. wir erforschen dle menachlichen u;tdpdi;
Her{schen berichungen xum garten, und die wechselwirhungen swlachen mensdhen, hausteren uwnd has
Insekten. wit ermlttetn die jsheesschwanhungen der bodentgmperatur, and wir berechnen denach d-:r;
wirmeverfust der fullbdden und die Hefe der fundamenfaohlen. — der geologlache befund des Baus-

T. wobnhygiene 14, erwlrmung

F

7{: |4

4. gardening

Jedoch wie eratche dee entwurf eines stadiplanea? oder elnes wohnplanea? hompostifon oder funktion

grehitecture as ‘z2n emotional act of the artist” has no justification.
grebitecture as i3 eontinuation of the traditicos of building® means being carried

along by the history of architeciure.

this functional, biclogical interpretation of architecture as giving shape to the
functions of life, logically leads to pure construction: this world of con-
gructive forms knows no native country. it is the expression of an inter-
aational attitude in architecture. internationality is & privilege of the period,
ure construction is the basis and the characteristic of the new world of forms.

1. sex life 5. personal hygiene 9. cooking
1. sleeping habits 6. weather protection  10. heating
3, pets 7. hygiene in the home Il. exposure to the sun

8. car maintenance 12. service

these are the only motives when building a house. we examine the daily
routine of everyone who lives in the house and this gives us the function-

diagram for the father, the mother, the child, the baby and the other occu-

pants. we exploze the relationships of the house and its occupants to the world
putside: postman, passer-by, visitor, neighbour, burglar, chimney-sweep,

~ washerwoman, policeman, doctor, charwoman, playmate, gas inspector,

tradesman, nurse, and messenger boy, we explore the relationships of human

" beings and animals to the garden, and the interrefationships between uman

beings, pets, and domestic insects. we determine the annual Auctuations in the
temperature of the ground and from that calculate the heat loss of the ftoor
and the resulting depth required for the foundation blocks. the geological
nature of the soil informs us about its capitlary capability and determines
whether water witl naturally drain away or whether drains are required. we
calculate the angle of the sun’s incidence during the course of the year accord-
ing to the latitude of the site. with that information we determine the size of
the shadow cast by the house on the garden and the amount of sun admitted
by the window into the bedroom. we estimate the amount of daylight avail-
able for interior working areas. we compare the heat conductivity of the out-
side walls with the humidity of the air outside the house. we already know
abaut the circulation of air in a heated room. the viseal and acoustical rela-
tionships to neighbouring dwellings are most carefully considered. knowing
the atavistic inclinations of the future inhabitants with respect to the kind of
wood fnish we can offer, we select the interfor finish for the standardized,
prefabricated dwelling accordingly: marble-grained pine, austere poplar,
exotic okumé or silky maple. colour to us is merely a means for intentional
psychological influence or a means of otientation. colour is never a False copy
of various kinds of material, we loathe variegated colour. we consider paint
to be a protective coating, where we think colour to be psychically indispens-
able, we include in our caleulation the amount of light reflection it offers. we
avoid using a purely white finish on the house. we consider the body of the
house to be an accumulator of the sun's warmth . . .
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the pew house js a peefabeicated building for site assembly; as such it is ap

industrial product aad the work of a variety of specialists: economistg, -

statistivians, hygienists, climatologists, industrial engineers, standardization
experts, heating engineers . . . and the architect ¥, , . he was an artist and now
becomes a specialist in organization!

the new house is a social enterprise. it frees the building industry from pargia;
seasonal anempioyment and froam the odium of unemployment relief work,

by rationalized housckeeping methods it saves the housewife from household :
slavery, anfl by ra:izonaiized eardeming methods it protects the householder
from the dilettantism of the small gardener. it is primarily a social enterprise

because it is ~ fike every povernment standard - the standardized, industrial
praduct of a nameless community of inventors.

the new housing project as a whole is to be the nltimate aim of public welfare

and as such iz an inteaticnally organized, public-spitited project in which
collective and individual energics are merged in a public-spititedness based on
an integral, co-operative foundation. the modernness of such an estate docs
not consist of a ffat roof and a horizontal-vertical arrangement of the fagade,
but rather of its dicect refationship to human existence. in it we have given
thoughtful consideration to the tensions of the individual, the sexes, the
neighbourhood and the community, as well as to geophysical relationships.

building  is the deliherate orpanization of the processes of life.

building  as a technical process is therefore only one part of the whole
process. the functional diagram and the sconomic programme are
the determining principles of the building project,

buoilding  is no longer an individual task [or the realization of architectural
ambitions,

building is the communal effort of craftsmen and inventors, only he who,asa
master in the working communily of cthers, masters life itseif . . .
is a master builder.

building then grows from being an individual afair of individuals {pro-
moted by unemploviment and the housing shortage) info a col-
fective affair of the whole nation.

builling  is nothing but organization:
social, technier), econmmic, psychological organization,
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1929  El Lissitzky:
Ideological superstructure

After Jang residence in Germany and Switzerland, Bl {Eleazar Markovich)
Lissitzky (b, |A%Qin the province of Smolenzk, 4. 194 in Moscow) returned to
Russia, He was almost certainky the first to make the Constructivist idees of §920
knawn in Gerrmany. Atthe Dissaldorf Congretssof Progressive Artistz in 1921 he
met artistic revolutianaries from all over Europe, He worked with Mies van der
Rohe in Berlin and with van Doesburg in Paris and showed i 'Proun’
exhibitian in rmany places. Enriched by the sum total ofall these encounters,
Lissitzky returned in 1928 to Moscow, inorder thecs io push through a
‘reconstruction’ in his senge against an already active cpposition.

We shalf present here a few sections of a life process which, having been first
hrought into existence by the Revolution, is a bare 5 years old. During this
time the high demands made by the cuftucal revolution have taken root in the
feelings and consciousness of our new genecation of architects. It has become
ciear to our architect that throngh his work he is playing an active part in
buiiding the new world. To use an artist’s work has no value per se, no pur-
pose of its own, no beauty of its own; it receives all this solely from its relation
ta the comymunity, In the creation of every great work the architect's part is
visible and the communily’s part latent, The artist, the creator, invents
nothing that falls into his lap from the sky. Therefore we understand by
‘reconstruction’ the oveccoming of the unclear, the *mysterious” and chaotic.

In our architecture, as in our whole life, we are striving to create a social
arder, that is to say, €0 raise the instinctual into consciousness.

The idenlopical superstructure protects and guavantees the work, As the
substcucture for the renewal that we must carry outin architecture, we named
at the beginning the social economic reconstruction, It is the uneguivocal
starting point, but it would be a mistake to explain the interconnexions so
simply. Life, organic growth, is a dialectical process that simultanegusly
asserts yes (plus) and no (minus). Everything that comes into being is a part of
the process of social fife, the result of particular facts, and itself exercises an
influence on the aims that come info being in their turn. On the basis of what
has come into being there is formed an ideology, a way of looking at things,
there are formed interpretation and intercelationships, which exercise a
Further influence on what i coming into being, We may trace this dialectical
process in the development of our architects,

1. Destruction of the traditional. Material production is paralysed throughout
the eauntey. The longing for a super-production. The first studio dreams. A
ideology is formed containing two demands that are fundamental te further
development: element and invention. A work that is to be in keeping wiih oug
age must contain within it an invention, Our age demands creafions arising
out of elemental forms (geometey), War has been declared on the aesthetic of
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chaos. An order that has entered fully into consciousness is called for.

2. The start of rebuilding. First in industry and production. Concrete proh.

fers demand solution, But the new generation has grown up in a perigg . |-
without architecture, has inadequate practical experience, little authority, ang - [~
has not yet become an academy. In the struggle far building contracts jts - |-
ideology has turmned to the primary utilitarfan, the nakedly functional. The : [
slogan is: ‘Constructivism’, ‘Functionalism’. An equals sign has been placed - |/

bebween engineer and architect . . |

e

3. The first reconstruction period demands a concentration of forces from the

sphere of the socio-economic revolution to bring about & deepening of the
cultural revolution. In the total complex of a culture, physical, psychological
and emotional factors are inseparable.

Art is acknowledped in its capacity to order, organize, and activate conscious-
ness by charging it with emotional enerpy. Architecture is considered the
leading art and the attention of the pubiic is directed towards it. Architectural
questions become mass questions. The studio dreams of the beginning fose
their individual character and receive a solid social foundation, Onee again
the “LHilitarians’ are opposed by the *Formalists’. The latter assert that
architecture is not covered by the concept of ‘engineering’. To solve the utiki-
tarian task, to construct a volume that functions correctly for the purpose, is
only one part of the problem. The second part is to organize the materials
correctly, to solve the constructive problem. A work of architecture comes
into being oaly when the whole thing springs to life as a spatial idea, asa form
that exercises a definite effect on our psyche. To do this it is not enough to be
a modern man; it is necessary for the architect to possess a complete mastery
of the expressive means of architecture,

Thus we can summarize these three periods even more briefiy:
{a} Denial of art as merely an emotional, individual affair carried on in
tomantic isolation.
{b) "Objective’ creation in the silent hope that the resulting product wiil
eveninaily be looked upon as a work of art,
{c} Conscious and purposeful creation of an architecture that will exercise a
closed artistic effect on an objective, scientific basis that has been worked out
in advance.

This architecture will actively raise the general standard of living,

This is the dialectic of our development, which reaches affirmation through
denial; it has melted down the old iron and annealed the new steel,

193¢ Ludwig Mies van der Rohe:
The new era

Inthe closing words of his address at the congress of the Deutscher \Werkbund
in*ienna in §%30 Mies van der Robe made himsell the resoluts spakesman for
the *spiritual in architecture', He saw the path of industrialized buitding, for
which he had appealed in 1924, blocked by enisunderstanding. The apzealer has
became a warner. In prophetic anticipation he foresees that technical prograss
will bring with it a loss of the meaning of building. Mies van der Rahe speaks of
the "value-blind' progress of events, which will lzad to the elimination of
meanirg and hence to a lack of standards and to chaos in the establishment of
values.

The new era is a fact; it exists entirely independently of whether we say *yes’
or *no” to it. But it is neither better nor worse than any other era. It is a pure
datum and in itself neutral as to value. Therefore I shall not spend long trying
to elucidate the new era, to demonstrate its links and lay bare its supporting
structore.

Let us also not overestimate the question of mechanization, standardiza-
tion and normakization,

And let us accept the changed economic and social conditions as fact,

All these things go their destined way, blind to valuees,

The decisive thing is which of these given facts we choose to emphasize,
This is where spiritual problems begin.

‘What matters is not *what” but only *how'

That we produce goods and by what means we manufacture them means
nothing, spiritnally speaking,

Whether we buiid high or low, with steel and glass, tells us nothing about
the value of the building.

Whether in town planning we aim at centralization or decentralization is a
practical question, not one of value.

But precisely the question of value is decisive.

We have to establish new values, to demonstrate sltimate aims, in order to
acquire criteria.

For the meaning and right of every age, including our own, consists solely
in providing the spirit with the necessary prerequisites for its existence.




1931  Frank Lloyd Wright:
Young architecture (excerpt)

The excerpt reproduced here under the heading 'Young Architecture’ is

taken from one of e lectures delivered By Wright at the Chirago Art
Instifte in 3331, This locture was addressed 'To the young man in archifecture’
anc closes with fourieen pieces of advice to future architects: Forget the
archigectures of the world — beware of schools of architecture - go to the
buifding sites~ get used to asking questions and aralysing - think in terms of
simpie things - avoid like poison the American idea of ‘guick returns’ - fake
plenty of time and go as far away as possible from home - under no
ciroumstances take partin an architectural competition, The foltowing area
tewr sentences from this guide 10 young architects.

Yes, modern architecture js young architecture — the joy of youth must bring
it. The love of youth, eternal youth must develop and keep it, You must see
this agchitecture as wise, but not so much wise as sensible and wistful ~ nor
any more scientific than sentient, nor so much resembling a flying machine as
a masterpiece of the imagination,

Oh yes, young man; consider well that a house is a machine in which to live,
but by the same token a heart is a suction pump. Sentient man begins where
that concept of the heart ends.

Consider well that a2 house is 2 machine in which to live but architecture begins
where that concept of the house ends. All life is machinery in 3 mdimentary
sense, and yel machinery is the life of nothing. Machinery is machinery only
because of life. it is better for you to proceed from the generals to the par-
ticulars, So do not rationalize from machinery to life. Why not think from
life to machines ? The utensil, the weapon, the automatan — alf are appliances.
The song, the masterpiece, the edifice are 2 warm outpauring of the heast of
man - human delight in life friumphant: we ghimpse the infiniis,

That glimpse or vision is what makes art 3 matter of inner experieuce, there-
fore sacred, and no less but rather more individual in this age, I assure you,
than ever before . . . '

Lack of appreciation of the difference between the appliance and life is (o
blame for the choicest psendo-classic horross in America, And yet our more
successtul “modern’ architets are still busy applying beick or stone envelopes
Lo steel frames in the great American citées. Instead of fundamentaily correcting
this error, shail any superficial aesthetic dispuised as new enable this same
lack of appreciation of the principles of architecture to punish us again this
time with & machinery abstract which will be used as an apphance of the
appliance of another cycle of thirty years? If 50 as between architeciure as

i

sentimental appliance and architecture as mechanical applance or sven the
aesthetic abstract itself as an architectural appliance, it would be better for
America were you to choose architecture as the mechanical appliance, But
then, orgasic architecture would have to keep on in a little wordd of its own,
In this world of its own the hard line and the bare upright plane in un-
imaginative contours of the box both have a place, just as the carpet has a
place on the floor, but the creed of the naked stilt, as a stilt, has no place, The
horizontal plane gripping all to earth comes into organic architecture to
complete the sense of forms that do not *box up’ contents buk imaginatively
express space, This is modern,

In organic architecture the hard steaight line breaks to the dotted line where
stark nceessity ends and thus allows appropeiate rhythm to enter in order to
leave suggestion is proper vatues. This & modern.

In organic architecturz, any conception of any building as a building begins
at the beginning and goes forward to incidental expression as a picture and
does Aot begdn with some incidental expression as a picture and go groping
backward. This is modern.

EByc-weary of reilerated bald commonplaces wherein light is rejected from
hiank surfaces or fallen dismally into holes cut in them, organic architecture
brings the man cnce raore face to face with nature’s play of shade and depth
of shadow seeing fresh vistas of native creative human thought and native
feehing presented to his imagination For consideration. This is modern.

The sense of interior space as a reality in organic architecture co-ordinates
with the enlarged means of modern materizls. The building is now found in
this sense of interior space; the enclosure is no longer found in terms of mere
roof or walls but as *screened” space. This reality is modern.

In true modern architecture, therefore, the sense of surface and mass dis-
appears in light, of fabdcations that combine it with strenpth, And this
fabrication is no less the expression of principle as power-directed-toward-
purpose thaa may be seen in any modern appliance or wensit machine. But
modern architecturs aficms the higher human sensibility of the sunlit space.
Osganic huildings are the strength and lightoess of the spiders’ spinning,
buildings qualified by lght, bred by native character to environment — married
to the ground. That is modern!




1932 Hugo Haring:

The house as an organic structure {(excerpt)

In 1928, as representative of the Berlin archifects” association Der Ring, whose
secretary he was, Hugo Hiring took part in the founding of CEAM at Chiteau
Sarraz, It there praved that the inittators of the congress, Le Corbusier ard
Siegfried Giedion, could not accept the contept of 'new building’ presanted by
Haring. There is no French word exactly equivalent to 'building”. et for
Hiring architecture and building are fundamentally different. Building meant
for him: ta give physical shape to the substance of a task, Ferm s if this sense
result, not starting point. The important thing is to e the house asan organ
that first acquires its essential shape in the actual process of creation.

it still seems to many people inconceivable that a house too may be evolved
entirely as an *organic structure’, that it may be "bred” out of the ‘form arising
out of work performance’, in other words that the house may be looked upon
as *man’s second skin’ and hence as a bodily organ. And yet this development
seems inescapable. A new technology, working with Iight constructions,
elastic and malleable building materials, will no longer demand a rectangular
house, but permit or put into effect all shapes that make the house into a
*housing organ®, The gradual structural shift from the geometrical te the
crganic, which is taking place throughout our whole spiritual life and to some
extent has already taken place, has made the form of work performance mo-
bile as opposed to geometrical. The need to create form constantly leads the
artist to experiment with styles, repeatedly leads him, in the interest of expres-
sion, to spread shapes over objects — whereas the form arising out of work
performance feads to every cbject receiving and retaining its own essential
shape. The artist stands in the most essential contradiction to the form of
work performance so long as he refuses to give up his individuality; for in
operating with the form arising out of work performance the artist is no longer
concerned with the expression of his own individuality but with the expression
of the essence of as perfect as possible a utilitarian object. All “individuals’ -
and the stronger they are as personalities, and at times the louder they are, the
more this applies — are an obstacle in the path of development, and in fact
progress takes place in spite of them, But nor dees progress take place without
them, without individuals, artists and strong personalities. There remains an
essential difference between the architect and the engineer. The work of the
engineer has as its goal merely the performance of material work within the
limits or in the domain of economic effects. That the result frequently con-
tains other expressive values as well is a side-effect, a subsidiary phenomenon
of his work. The architect, on the other hand, creates a Gestalt, a total form,

a work of spititual vitalify and fulfilment, an object that belongs to and serves
an idea, a higher culture,

This work begins where the engineer, the technologist, leaves off; it begins -
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" when the work is given life. Life is not given to the work by fashioning the

object, the building, according to a viewpoint alien to it, but by awakening,
fostering, and cultivating the essential form enclosed within it.
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R. Buckminster Fuller:
Universal architecture

1932

Richand Buckminster Fuller {b. 1895 in Milton, Massachusetts) developed in 1977
his "Oymaxion House™, a dweiling machine inowhich, as its name impting,
dyramism was e bz combined with mazimurn efficiency. This combination of
technical and chvilizing tendencies —in 1932- the 'Dymaxion Autorobile’
developed out of it ~ made the outsider well known in Europe as welf. His
thnaretical writings of this period are pretty unintetigible, Together with the
Sururtur® Study Assoc tes {S5A), whose members remained anopymaous,
Fufler devafoped the idex of a universal architerture. itis based on a highty
individual interpretation of life: the ideaf can be pictorially reproduced.

EXTRACTS FROM “UNIVERSAL CONDITICNS® QF
STRUCTURAL STUDLY ASSOCIATES

ORGANIZATIONS PLUS AND MINUS, THE 58A. A PLUS UINTON

Official, or semi-official, exploitation and protective associations in archi-
tecture, real estate, business, etc., whose professionzl epportunist manage.
ment, effete counterpart of labour, boss, or vice mckeicer, representative, not
of the dominant ideals, ar progressive standards of the group whom they have
organized, but of the negative residuary quantums of fear, bad faith, jealousy,
covetousness, non-self-confidence, and laziness, hold their prestige, and job,
se fong as they can, first - aggravate their membership's fear of the emergen-
cies caused by progressive industry’s threat to static exploitation, and secondly
by sustaining an aesthetic or ethic leech-hold upor pioneeting productivity,
Such associations have constituted a dominant obstacle to universal archi~
tecture — anc conwvergely the high potential of current economic stress.

It ig worthy of note that the 85A represents a group mechanically cohesive
through a positive creative and progressive urge, no personal names being
identified with the work, members being designated only by numbers, as
compared to designers” associations boastfully exploiting past recards of
members. Seli-effacing, and service-minded, somowhat afier the manner of
the Ford planning department, they concern themselves not alone with the
final structure, to e reproduced in quantity, but also with the complete rami-
fications of the industey, from elementa? source to the site; and, thereafier,
throughout service and replacement cycles, calling even for searching con-
sideration of contiguous sociolopic development and its potentials for further
growth, through design,

The group, forming an abstract assocfation, held 1ogether only through
‘good [aith” and a singleness of purpose, deals only in intercourse of ideas,
but cannot buy or sell. (The writer has assigned all his sixty-two patent ideas
1o the trusteeship of the S8A.) All ideas developed by the group will be pro-
tected to prevent monopolies in industrial design, but never to paternalize
selfish advancement - or 10 enjoin progress.
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| s5A DEFINITIONS — CONDITIONS AND INTEGRATION

E SCIHENCE

The word ‘science’ as defined by Eddington, and generally agreed o by

Pasadena group scientists, is extraordinarily simple - to wit:

*Science is the atterapt {continuity or Lime word) to set in order the facts of
experience.’ To which we add that: science is the resuftant of inteliectual
activity which is essentialfy:

*Selection® an jindividual phenomena, time controlling, and the human
phenomena’s unique survival tool - inteffect is sole guide to ‘Ulniversal
Architecture’, which is humanity’s supreme survival gesture. Universal
Aurchitecture scieniific antidote for war.

STRUCTURE=SCIENTIFIC ARTICULATION
Universal requirements of structure provide for scientific surviva! and de-
velopment of human phenomena, in fallowing sequence;

I. OPPOSITION TCO EXTERNAL DESTRUCTIVE FORCES, via spatial
control against:
earihguake
flood
gale
tornadao
pestilence
marauders
fire
gases
sellishness (Politics, Business, Materialism)

2. OPPOSITION OF INTERNAL DESTRUCTIVE FORCES, via spatial

coutrod for:

a. nerve shock proofing
1. visual
2. oral
3. textural
4. olfactoral

b, fatipue proofing (human rabaotism, drudgery).

¢. repression proofing {don't proofing, fear mechanical inadeguacy
developed by accidenis, arbitrary cellular limits of activity), (negative
pariitioning).

3. PROVISION FOR UNSELFCONSCIOUS PERFORMANCE ON
INEVITABLE MECHANICAL ROUTINE
a. Fuelling (eating), {metabolism).
b, sleeping {muscular, nerve and cellular re-alignment).
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c. refusing (nternal, ie., infestipal, etc.: external, ie., bathing or pore

i.e., atmospheric contraf).

4. DEVELOPMENT REQUIREMENTS OF GROWTH PHENOMENA,

require mechanical provision for:

8. selective awareness of universal progressions
1. Mistory - Mews - Forecasts (Library-Radio-Television, etc.)
2. Supply and Demand
3. Dynamics

b. adequate mechanics of articulation {prosaic or harmenic) conversation,
te., communication, direct or indirect, oral, visual or textural, (this
incindes necessity of transportation) and bespeaks any and all means of
crystallization of universal progress.

4

II. ART

ART==net resultant of moneniarity (time fix) dominant articulahility of spo’s
COsSMic sense,

i. Time
Scientific concept indicates one dimension only, i.e, - TIME DIMENSION —
indicating ‘*how far' from the centre out. This dimension geometrically
articwdatable by any one of infinity of coincident radii of a sphere, {(Which
accounts for coincidence of ‘the infinity of unity’ with “the infinity of multi-
plicity”.)

‘Raising’ an abstract indicator, or number, to any *power’, or taking any
roat’ of it, now graphable by spheroidal volume imcrease, or decrease,
respectively, through proportionate radial increase, or decrease; - there being
an infinity of potendial perpendicuiars to surface of sphere identical to radii,
which fulfils Eveclid’s requirement for additional dimeasionai characterisics,
non-graphable abeve 3 in Enclid®s suppositional cubistic universe, but spher-
cidally graphable as indicated by simple mathemstics, wherefor:

Essence of design =—time controd. :

Essence of universal discourse should be time language or language of‘

continuity {discarding such words as “‘Fundamental’ or basic),

2. Space
Universal problem of architecture is to compass space (space being mathe-
matically convertible to time via the abstraction of angularity),

Problem is, subsequently, io control the space compassed; and subse-
quently to develop sclective control of compassed space, which control will
allow of ever varfable complementary harmonic awareness of any and all
sense-preanizations i be sheltered within the compassed space.
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cleansing; mental, i.e., eliminatien by empirical dynamics; circulatory, -

21 3, Harmeny

We can onfy be aware of structure via its harmonic continuity reaction {nyinor
or major mode, damn or please) upon one or maore of our four senses - visual,
aral, textural, oifactoral. 86 that eact: unit of structure shouwld be checked as
¢ its neutral aspect in refation to these four senses, and the ability, thereafier,
should be mechanically provided, to impose an infinity ¢f imnutable, selective
senge-limited, armonic progressions thereon, consistent with de-selfing trend
of harmany, from direct persosaiily limit to abstract infinity.

L. INDUSTRY

By ‘ideal’ we mean the latest sengation of refinement tawards perfection along
any one time lne, and by *standand” the proup ideal. The ‘standard” being
graphed by the most encompassing spheve of our awareness terminating the
conscious exterior kmits of all our radionic time lines of experience,

By ‘industry’ we mean the phenomena of scientific human-effort-co-
ordination of three or more beingz, whicl, throagh selected activity of the
two-or-mnore beings, made passible by the third being, in wham the two-or-
racre divided-activity-performers have faith that: he truly bas divided the
effort; snd will co-ordissate that effort, to the end that: mufually profitable
resultant compositions are ohtained, within a reasonable time limit, beyond
the physical ability of any being, or group of beings, non-mentally co-
ordinated, to obtain, within all time. Industry can only concern itself with
reproduction of those designs which adegquately satisfy the “standard’, and
are reproduceable in a quantity directly proportionable {0 their timeliness and
adequacy; in relation to which, industrial satisfaction, ‘standards’ improve
finctude and refine), and without which satisfaction standards cannot im-
prove - such is the human progress responsibility of reproductive design,
being based on our philosophic intecpreation of LIFE, to wit, that that which
is ideal enough becomes reproducible in s own image, be it a baby, rose,
or bicycle.

Sefence-- Art--Industry = Universal Architecture
ESSENTIAL PHILGSOPHY OF UNIVERSAL ARCHITECTURE

The ideal of modern architecture being an articulated mechanieal adequacy
thal not only frees human phenomena from robotism of inevitable survival
functions: but also, and moreover, tends towards progressive material un-~
selfconsciousness of control, of such adequate mechanics of universal hfe
intercourse, as 1o bring into high reliel the residuary ‘memtal’, or “Hme',
awareness of only the eternally ex-static: harmenic, phenomena - thus
bespeaking, via the contemporarily, and embryonicaily, envisioned universal
architecture {j.e., radicnic-time-growth composition, progressively comple-
mentary to, and synchronizable with, a comprehensive fife concept, scienti-
fically arrived at, and harmonicaily sustained}, an eventual elimination of the
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‘time” phenomena (a *past’ and *future’ based on auto-suggestive procrastinat.

ing fatlacial concept of the “would-be static entrenchment of the selfish ego’)
which ‘time’ phenomena blinds the ege to the infinity of delight of the eterna]
‘now’, visible anly through the universally concerned intellectual optics of
integrity.

Verbal Graph of Philosophy of Cosmic Trinity of Stability (no pure
condition) {speaking in terms of direction not statics). _

(. INDUSTRY =eternal life force — dynamics ~ time relative mobility within
conscious Hmits of cosmic sphere between relatively
smallest and larzest mental radiaf activity

2. SCIENCE  =radial direction life-in - phitosophy
=functionalism, essential extraction, refines toward selective
simplicity of the infinity of unity.
Dissection

singularity ~ male — compression -
pressure — internal — inteflect -
abstraction — eternity - subconscious.
1. ART=radial direction of life-out - knowledge
=hatmony — time synchrenization — refines towards selective multi-
plicity of infinity of completeness.
Composition
plurality ~ female — tension -
vacuum — external — sense -
articulation — time — conscicus

PHILOSOPHY OF *GROWTH’ (synchronizing design with scientiic cos-
mology of relative radionic expanding spheres - entropy — cosmic radiation
increase — life cell continuity)

The whole composition should never be dependent on the relfative success of
any ong unit: and, or, positively stated, all upits should be independently
(flexibly, angularly} aligned fo the whole composition of structure, and there-
fore progressively replaceable by ever more adequate unit solutions, thus
making for an evolutionary growth to an intellectually {selectively) refining
totality, within a time span, refatively exquisite, as compared to the gross
tardiness of ‘naturally” eliminating destructive staticism, which latter invokes
revolutionary, and iconoclastic, replacements of *whole old compuositions’,
when the static ideclogy becomes dominantly incompetent, through a
plurality of compromise paralysed cells.

We apparently may be directionary, that is radially, but not time specific,
when in relatively radiant control of our being. Wherefor we should determine
our “ideal’ and *shoot’ for it. Though our concept of an empiricatly derived
material *goal’, by virtue of working of scientific postulate of positive growth,
(Entropy, i.e., law of increase of the random element, cosmic radiation force
increase, etc.} original ‘goal’, by time of accomplishment, so relatively ‘small’
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that highest urge of unselfish ambition, is niggardly in proportion to unfore-
seen, unexpected, unconscious attainments, en route our mirage-like, his-
torically-articulated, ideal, when served with integrity.

TYPICAL LANGUAGE OF DESIGN OF ESSENTIAL PHILOSCGPHY
UMIVERSAL ARCHITECTURE

Angolar modulus of unification.

sfetrical measure for radial or time distances.

Flexibtle joints for force intercourse.

Unity of assembly contact = ‘hook-up’.

Segregation of function with specific solution in terms of dynamics, with
pltimate material choice on basis of specific economy, i.e., mean of longevity,
transportability, availability, workability.

Centralization of mental activity — decentralization of physical activity {either
personal or communal or industrial),

Maximum lightness — consistent economy.

Up and out (fountain hke=deliquescence).

Use forces — do not fight them.

Material structure essentially functional - harmonies mobile and abstract
from zero to selective sense limits,

Progress by creation — by increase in volume.

Complete independence of survival and sustenance bespeaking communities
of choice not imposition.

No secrets.

High longevity through flexure and load flow in tension.

Gne for all and all for one.

Specific lonpevity consistent with economic adequacy and industrial con-
tinuity, citable each unit of composition,

Relatively immediate availability in time or space - mutability and mobility,
Whole compaosition or unit thereof.

General dynamic awareness that afl elements go through solid, liquid and
paseous state, with automatic, sphervidal, volume increase, plus impact load
flow distributability, indicating that we should SOLVE:

E. Structurally-balanced tension functions by elements in solid fibre-pack
state ; and

2. Structurally-balanced eompression functions by elements in spherpidal
liquid state; and

1. Eecentric loads, impact to structure, etc., by initial exposure of selid,
load-flowing, tension member; compassing load-flowing, liquid, com-
pression member; which, in turn, compasses ultimate shock-absorption
member, which is element in its elastic, pasecus state, as ~ for example -
life cefl, or Football containing 905 water, 1057 air.

Universal Architecture’s Town Plan — Cosmos=World, and particularly dry
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fand portion of World’s surface, without national reference=54 acres per
person in A.D.2000. {England and R.1. now average four persons per acre,)
26% Earth surface is dry land of whick 50% *Habitable' — whole humay
family two bitlion in A.D.2000 can stand on Isiand of Bermuda. Ample room,
Town Plan based on primary World aireays wlilizing prevailing winds ang
greal circle courses,

LIFE CONTINUITY V1A UNIVERSAL ARCHITECTURE

Consistenit with [oregoing voneepts of universal architecture,~and quite in.
consistent traditional dogmatic orders, archi-tecture — Stone Age to Inter.
national ~ (inclusive), following clippings from newspapers - front-paged in
Chicago and back-paged in N.Y.C. (industrial geography phenomenon) arz
of extraordinary importance, and pertinence, to this article. Supplementing
them by review of fact that biology indicates that, with internal and exteraal
mechanical aids, life cell group of tree structure in its geomeirical progression
of volume increase, in its continuity of angular cell pack outgrowth, may
attain infinjty: and reviewing fact that life cetl of human is identical to that of
tree, and has, if scientifically understood, more able meehanical supporting
strocture for survival: and reviewing recent professionally accepted knowledge
of glandular phenomens, which indicates Hfe cell grouping may replenish to
infinity human structure and mechanics, via cedloidal chemistry, by catalytic
preveniion glandular cell paralysis through cloture; the concluding para-
graphs may not seermn specious.

A back section Sunday New York Thues, 24 January 1932, (Excerpt)

‘Dr Robert A, Millikan revealed last night apparently decisive proof of his
theory that cosmic rays signal the continuous rebirth instead of the destenciion
of the material universe, The cansensus of opinion of one hundred scientiss,
including Dir Albeet Einstein, who heard the talk at California Institute of
Technglopy, was that Tr Millikan finaily has refuted the theory of Sic James
Jeans, who helds that the mysterious rays are ““death wails™ instead of “bicth
cries” of atoms.”

The front-page Chicago Sunday Tribune, 3 Ianuary 1532, (Excerpi)
BSCIENCE FINDS COSMIC CLEW TO HUMAM DESTINY. DR
COMPTON EXPLAINS.

‘If we wish to retain any exact relation between cause and effect, we must
postulate a world related to the physical world, but regarding which experi-
ment gives us no information, in which the events may be determined.

*In such a non-physicat world it is possible that motives and thoughts may
play a determining part, while in the physical world in which such things
remain unnaticed, events appear to follow the laws ol chance,

*The new physics does not supgest & solution of the old question of how
mind acts on matter. It does definitely, however, admit the possibility of such
an action, and suggests where the action may take cffect.’

i34

A back-page New York Times, 2 Februagy 1932,

‘Dr Michael Pupin, who received a lew days ago the John Fritz Gold Medal,
the highest honer besiowed by the engineering profession in the tUinited
States, predicted yesterday that a complete transformation of civilization was
coming as the result of our growing powers of electricity.” It Pupin said,
‘Eleetricity is a celestisd gift to man, It has the power to ift the life of man
higher tharn any of us have yet dared to dream about. When man has achicyed
coentro] of that power, the miracles of the present age will seem insignificant in
comparison and man may at tast achieve an existence akin to that of the
Olympian Gods.” Dr Popia asserted that while science is making rapid strides
in conquering the material universe, man's spiritual progress has lagped. He
spuke mournfully of the ‘tragic lack of development of human fove’. *Hatreds,
ignorance, petty fealousies, and prejudices are responsible for the wars,
business depressions, and other sufferings of the world®, adding that *as long
as man's spiritual being is retarded in its growth we will be unable to enjoy to
the fullest the fruits of material progress.”

Architecture of past %as nol considered such ‘news’ as directfy iaclusive,
Architecture of Universal now does consider such news as directly inclusive,

DREAM CASTLES

Gradsworthy, in zu essay entitled ‘Castles in Spain’, in the annual Yale Review
for 1922, wrote that ‘on § July 1401, the Dean and Chapter of Seville assem-
hizd in the Court of Elms and solemsly resolved “Let us buiid a church so
great that those who come after us may think us mad to have attempted it*,
and it took five penerations one hundred and ffiy years to build it Gals-
worthy then went on to cite twentieth-century structures such as Woolworth
huiding and Panama Canal, and to compare the fact that the Sevitlians built
entirely for their spiritual needs and thought naughi of the practicat needs of
those who buill; while the twenticth eenfurist apparently built entirely for his
immediate needs without spiritual considevagion, going on 1o suggest, how-
ever, that a middie course would develop ~ balancing fife. The article, heauti-
fully written, was an ipspirateonal catabrtic for the writer, to so extraordinary
extent [sic], that he resolved that, ne matter how mad it might seein, to set fix
ideat on & universal architecture so great that it snight not only bring this
resubt about, but also be the primary cause, and means of realization, of
science's timidly voiced observation that continuity of life in its present
structure, without the phenomena of totaf death and replacement, was theo-
retically dizeernible, It has always been the writer's notion that cffective
resufts may only be cbtained through external articulation, for any brain-
comcetvable problem (Fhat wishes are reasonable, &s we can only wish within
cur thought limits, and alt thoughts are in the terns of experfence-composi-
Hons, in which dynamic principles are, often obscurely, embedded, but
derivable through de-selfing thought). But as man first conceived of flying, he
pictured himself sprouting, or grafting on wings, on personal equation basis,
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He accomplished flying (overcoming gravity) by an external inteliectuat

articulation, i.c. a machine, which need not physically encumber the humap,

when not flying — as would wings — so, while eternai tife and “Fountains of
youth’ have been despaired of as personal adjustment developments, the ney
unjversal architecture of a physical - intelfectual - scientific externat maching
holds promise of accomplishing the life balance.

Major attainment of this ecstatic Hfe dream may take 150 light years, or
150 world years, we cannot be time specific, but these aware {as for instance
Mr Wells, in his current contributions) of the relative tempo-increase 0;‘
physical articulation attainment, of the human phenomena (on a geometricat
progression basis, in comparison to past rates of accomplishment, in propor-
tion to world time cycles, as based on the rhythm of natural cycles of astro-
nomical relationship), will have high faith of a reasonably immediate dawn of
synchronization. Those who are scientifically minded know that the nature of
a mathematical equation is such that a problem adequately stated is a problem
solved. The writer can say no more in his personal equation language of
‘Humpty-Dumpty’, other than exhorting high countenance of the colloidal
Aux of science, judustry, art, and life; to wit — have Faith in the PFOETESSive
inteflectual revelations of the unity of truth, of the truth of unity, and of the
unity and truth of the eternzl now!
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CIAM:
Charter of Athens: tenets

CIAMIEin Frankfurt in 1929, which was concerned with *Minirmgm Living-
Fandard Hewsing', and CEAM I in Brussels in [ 930 ('Rational Utifization of
BuHding Sites'), confronted the delegates more ang more urgentiy with
prodlerns of town planning. Inorder to carry the discussion further, the
rmethods of presentation bad to be unified. A preparatary committes
[CIRPACY met three times (Berlin 1931, Barcelona 1932, Paris 1933) before
CiAR IV could take pface in Juby and August §%33 on beard the Patris betweean
Marseilies and Athens, The resclts of these deliberations conceraing 'The
Functional City" were later set out by Le Corbusier in the Charter of Athens
[1%41), paragraphs 7 |-95 of which censtitute essential tenets,

71. The wmajority of the cities studied taday present a picture of chaos! these
cities it ro way fulfil their destiny, which is to satisfy the primordial bivlegical
aud psyvefiological needs of their inhabitants,

The cities analysed on the occasion of the Congress of Athens through the
efforts of the national groups of the *Congrés Internationaux d'Architecture
MModerne” were thirty-three in number: Amsterdam, Athens, Brussels, Bakti-
more, Bandung, Budapest, Berlin, Barcetona, Charleroi, Cologne, Como,
Dalat {¥Vietnam), Detroit, Dessau, Frankfurt, Geneva, Genoa, The Hague,
Los Angeles, Littoriz, London, Madrid, Oslo, Paris, Prague, Rome, Rotter-
dam, Stockholm, Utrecht, Verona, Warsaw, Zagreb, Zirich, They illustrate
the history of the white race in the most varving climates and fatitudes. All of
them bear witness to the same phenomeuon: the disorder introduced by the
machine into a state of affairs which had previously been relatively harmoni-
ous, as well as the absence of any serious atternpt at adaptation. In every cne
of these cities man s subjected to annoyance. Everything that surrounds him
suffocates and crushes him. None of those things necessary for his physical
and moral health has been preserved or introduced. A human crisis is raging
in alt the big cities and spreading its effects throughout the country. The city
no longer serves its function, which is to shelter human beings and shelter
ther wefl’

72, This situaiion reveals the ceqseless increase of private nterests since the
beginning of the machine age.

The pre-eminence of private inittatives, inspired by personal interest and the
lure of profit, is at the bottom of this regreitable state of affairs. Up to now,
no authority, conscions of the nature and importance of the movement
towards mechanization, has taken steps to avert the damage for which in
practice no one can be held responsible, For a hundred years enterprises were
left to chance, The bailding of housing and factories, construction of roads,
waterways, and raibways, everything multiplied in a haste and with an
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individual violence not preceded by thosght or planning. Teduy the harm hag

heen done. The cities are inhuman and the ferocity of a few private interesig
has given rise Lo the suffering of countless individuals,

73. The ruthiess violence of private interests disastrously upsets the balance
Between the thrust of ecoromic forces on the one hand and the weakness of
raministrative contrel amd the powerlessiess of social sofidarity on the other,

The sense of administrative responsihility and of social solidarity are daily
shattered by the vigorous and constantly renewed.onslaught of private inter-
est. These various sources of energy stand in perpetua] opposition and whep
cne attacks, the other defends itself. In this unfortunately unequal struggle,
private intetest mosi often triumphs, guaranteeing the success of the stronger
at the expense of the weaker. Bul good sometimes springs from the very
excess of evil, and the immense material and mora chaos of the modern city
will perhaps bring into being city legislation which, supported by a strong
sense of administrative responsibility, will introduce the regufations indis-
pensable to human health and dignity,

74. Althiough cities are in g state of permanent transformation, their
development takes place without either precision or control, and without any
account being takern qf the principles of contemporary town planning worked
ont by qualified specialist bodies.

The principles of modern town planning have been developed by the work of
countless technicians: technicians in the art of building, technicians of health,
technicians of social organization. These principles have been the subject of
articles, books, congresses, public and private debates. But they still have to
be acknowledged by the administrative authorities responsible for watching
over the fate of cities, who are often hostile to the major transformations
called for by these new insights. Authocity must first be enlightened, then it
must act. Clearsightedness and encegy may succeed in bringing the dangerous
situatipn under conirol,

73, Ou both the spiritugl and material planes, the city must ensure individial
iberey and the advarrages of collective action.

Individuat Eberty and colfeclive action are the two poles between which the
game of Iife is played. Every enterprise aimed at improving the homan lot
must take accouni of these two factors, If it does not succeed in satisfying
their frequently contradictory demands it s doomed to certain failure, It is in
amy case impossible to co-ordinate them harmontously without working cut
in advance a carefully studied programme that leaves nothing to chanee,

76. All dimensions within the city plan must be based exchsively or human
praportians.
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The natural measurements of man must serve as a basis for the scale of every-

thing related io living and the various functions of existence: the seale of
measurements applied to surfaces and distances, the seale of distances con.
gdered in relation fo the natural walking pace of man, the scale of time-
tables which must be determined by reference to the daily course of the sun,

77. The keys fo town planning are to be found in the fine functions: housing,
work, recreation {during leisuere), and traffe,

Town planning expresses the way of life of an age, Up to niow & has attacked
anfy one problem, that of traffic. It has confined itself to cutting avenues or
iaying down sireets, thereby forming 1stands of buildings whose stilization is
left to haphazard private enterprise. This is a narrow and inadequate view of
its task, Town planning has four principat functions, namely ; first, to provide
the inhabitants with salubrious housing, that is to say, places in which space,
fresh air, and sunshine are plentifully guaranteed ; second, to orpanize work-
places so that, instead of heing a painful thraidom, work will regain its charac-
fer as a naturai human activity; third, to set up the instaliations necessary for
the pood use of leisure, rendering it beneficial and productive; fourth, to
gstablish finks between these various organizations by means of a traffic net-
work that facifitates movement from place to place while respeciing the rights
of afl. These fonr functions, which are the four keys of town planning, cover
an immense fiekl, since town planning is the outcome of 2 way of thinking
applied to public life by means of a technigue of action.

78. Plannisg wifl determine the structure of each of the sectors assigned to the
Jour ey functions and will fix their respective incations within the whole,

Since the Congress of Athens, the Four key functions of town planning
demand special arrangements offering each of them the most favourable
conditions for the development of its particular activity, in order that
they may be manifested in alf theic fullness and hring order and classification
into the usuzl conditions of life, work and cuiture. Town planning, by taking
account of this need, will transform the face of cities, will break with the
crushing constraint of practices that have lost their raiscon &*étre and will apen
an ingxhaustible fizld of action fo creators. Each key function will have its
own autcnomy hased on the circumstances arising out of climate, topogeaphy
and custems; they will be considered as entities to which will be assigned
territories and loeations, for whose eqmipment and installation all the pro-
digious resources of modern techaology will be mobilized. In this distribution,
consideration will.be given to the vital needs of the individual, not the interest
or prefit of any particular group. Town planning mest guaraniee individual
liberty atthe same timeas it takes advantage of the benefits of collective action,

79, The cycle of daily Tiving — Fousing, work, recreation (recuperation} — wifl
be regufated By town plamiing with g strict insistence on time saving, the
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dwelling being regarded as the very centre of town planning concerns and the
Jocal point of afl measures.

The desire to reintraduce ‘natural conditions® into daily life would seem a4
first sight to calt for a greater horizontal extension of cities; but the need 14
regulate the various activities by the duration of the sun’s course is opposeq
to this idea, the disadvantage of which is that it imposes distances out of
proportion to the available time, The dwelling place is the centre of the towy,
planner’s concern and relative distances will be poverned by its position in the
town plan in conformity with the solar day of twenty-four -hours, which
determines the rhythm of men’s activity and gives the correct measure to al
their undertakings.

- 80, The new mechanical speeds have disrupted the urban enviromnent, creating
permanentt danger, cansing fraffic jams and paralysing comnnmicgiions, and
interfering with hyglene,

Mechanical vehicles cught to be agents of liberation and, throngh their speed,
to bring about a valuable gaining of time. But their accumulation and theip
concentration at certain points have become both an obstacle to movement
and the source of constant danger, Moreover, they have introduced into urban
life numerous factors injurious to health. Their combustion pases spread in
the air are harmful to the lungs and their noise induces in man a condition of
permanent nervous irritability. The speeds that are now available arouse the
temptation to daily escape, far away, into nature, spread the taste for g
mobility without restraint or measure and favour ways of life which, by break.
ing up the family, profoundly disturh the foundations of society. They con-
demn men to spend exhausting hours in all sorts of vehicles and littke by little
to lose the exercise of the healthiest and most natural of all functions: walking,

&1, The principie of wrban and subrban traffic mest be revised, A elassification
of avaflable speeds must be drawsn up. The reform of zoning that brings the key
Junctions of the city inte harmony will create between them naturaf links,
which in twen wilf be reinforced by the establishment of a rational refwork of
mafor thorowghfares.

Zoning that takes account of the key functions - housing, work, recreation -

will bring order to the urban territory, Traflic, the fourth function, must have
only one aim: to bring the other three usefully into commumication. Great
transformations are inevitable. The city and its region must be equipped with
a network of roads exactly proportionate to the uses and purposes, and in
conformity with the modern technology of transport. The means of travel
must be classified and differentiated and for each of them a way must be
created appropriate to the exact nature of the vehicles employed. Traffic thus
regulated becomes a steady function that in no way interferes with the struc-
ture of housing or of workplaces.
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2. Town planning is a three-dimensional science, not @ two-dimensional one.

By introducing the element of height it will become possible to solve the

problems of modern iraffic and of leisure, through weilizing the free spaces

ehis created.

The key functions, housing, work and recrf:gtion develop inside :nui!t vohunes
subject to three imperious necessities: sufficient space, sun, veatitation. These
volumes depend not only on the soil and its two dimenstons, h_ul ab_{we all on
a third : height. It is by making nse of height that town planning will recover
the free arcas of land necessary to communications and the spaces to be us_ed
for leisure. A distinction must be made between sedentary functions, which

-~ take place inside volumes in which the third dimension plays the most im-

portant part, and functions of transport, which use only two dimensions, are
linked to the soil and for which height plays a role only rarely and on a smfall
scale, as, for example, when changes of level are introduced to cope with
certain intense concentrations of vehicles,

83. The city must be studied within the totality of ifs region of influence.
A regional plan will replace the simple wmunicipal plan. The Hemir of the
agglomeration will coincide with the radius of s economtic action.

The data of a town planning problem are given by the totality of the a_cti.vities
carried on not only in the town, but in the whole region of which it is the
centee. The town’s raison d’&tre must be sought and expressed in figures that
witl allow prediction of the stages of a plausible futlure de'..'efopmentl. The
same work applied to the secondary agglomerations will Qmwdc a raadlr!g af
the general situation. Alfocations, restrictions, compenlsangns can be de;:u:led
that will assign to each town surrounded by its region its own part_:cular
character and destiny. Thus each one will take its place and its ra‘nk in the
general economy of the country. The result wili be a clear demarcation of the
limits of the region, This s total town planning, capable of bringing balance
to both the province and the country. '

84. The city, henceforth defined as a functional unit, must grow harmonionsty in
each of its paris, having at its disposal spaces and finks within which, in &
balanced way, the stages of its developmient may be inscribed,

The city will assume the character of an enterprise s_tudied_ in advance and
subjected to the rigour of an overall plan. Wise foresight witl have sketched
its Future, described its nature, anticipated the scope of its developments and
limited their excess in advance. Subordinrated to the needs of the region,
destined to incorporate the four key functions, the city will no longer h‘e the
chaotic result of random enterprises. Its development, instead of producing a
disaster, will be a crowning achievement. And the growth of its gopy!ation
will not lead to that inhuman crush which is one of the plagues of big cities.
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83. It iy wrgently necessary for every city to establish its programme and
promuigate lows that will enable this to be put into effect.

Chance will be replaced by foresight, programme will succeed improvisation,
Each case will be integrated into the regional plan; the land wilk be measured
and assigned to various aetivities: there will be clear reguiations governin
the project which will be started immediately and carried out hit by bit by
successive stages. The Law will establish permanent building regulations
providing each key function with the means to achieve opiimum expression,
through being situated in the most favourable locations and at the most useful
distances. The Law must also alfow for the protection and care of areas that
will one day be occupied. It will have the right to authorize - or to Forbid; i
will foster all well-conceived initiatives but will take care that they fit into the
overall plan and are always subordinate to the collective interests that consif-
tute the public pood.

86. The programme must be based upon analyses rigorously carried out by
specialists. [t must foresee the stages of progress in time and in space, ft muysy
gather into a fruitful harmony the natural resources of the site, the topography

of the whole area, the economic facts, the sociological needs and the spiritual
values,

The work will no longer be limited to the precarions plan of the geometer who,
governed by the chance location of the suburbs, designs the solid fumps of
tenements and the scattered dust of building developments. It will be a true
biological creation made up of clearly defined ergans capable of fulfilling to
perfection their essential functions. The resources of the sail will be analyzed
and the restraints which they impose recognized; the general ambience will be
studied and a hierarchy of the natural values established. The main thorough-
fares will be decided upon and located in the right positions and the nature of
their equipment determined according to the vse for which they are intended,
A growth curve will express the economic future envisaged for the town.
Infrangible laws will guarantee the inhabitants comfortable housing, good
working conditions snd the enjoyment of leisure. The soul of the city will be
brought to life by the Tucidity of the plan.

87, For the architect concerned with the tasks af town planming aff
medsirerterts must be based on the buman scafe.

Architectare, after its gross distortions during the last hundred years, must
once more be placed at the service of man. Ht must abandon sterife pomp,
must care for the individual and create for his happiness the installations that
make up his envirenment so as to facilitate all his actions. Who could cArTY
out the measures necessary for the successful accomplishment of this task if
not the architect, who possesses a perfect knowledge of man, who has
abandoned designs based on illusory aesthetic considerations, and who, by
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recisely adapting means to the desired ends, will create an order that bears

© within it its own poetry?

38. The initial nucleus of town plarming is a housing r:._e!‘!‘ (a _a'wefﬁng} el
its insertion in a group forming a housing unit of efffcient size,

Bf the cell is the primordial b[c!ogica} element, the Iholme, that‘ is to say ;he
shelter of a family, constitutes the social cetl. The building of thfslhqme, after
more than a century of subjection to the tlnrutaE games of speculation, rrllust
become a humane undertaking, The home 13 the initial nucleus o}f‘mdwr'li p;? E.\p
ping. It protects man’s growth, shelte_rs_tht_: Jjoys and sorrows of his ;1: {j;f i '.:,
1f it has to have sunshine and fresh air inside, it also has to be exten uz:1 o:;l -
side by wvarious communak insta!iatmns._ To rpgke it easier IFo_ sup¥¥ de
dwelling with communal services th?\t will fac:!:tate tl_le Ei‘}o;}fmn o oot,
education, medical assistance, and IGESIlIl'E enjoyments, it wi necessary to
group them in ‘housing units” of an efficient size.

89. Interrelationships within the nrban space bem:een du.'fefﬁng:s, wor.ffpfar:ea:
and the facilities devoted to leisure will be established with this hionsing unit

as the starting pofat.

The first of the functions to which the town planner has to give his attentiion
is housing — and good housing. People‘also have to W{I)rk, and to do 50 under
conditions that demand a serious revision of the practices at pre;cnt in oper:a.—
tion, Offices, workshops and factories must blc fitted ount in sue E.Ld Wfﬂ}' 5:; 0
ensure the wellbeing necessary to the accomplishment {thh}s SECOoT ;um: :::Jn.
Finally, the third fonction must not be neglected : recreation, the cu tiva 1;;:;
of body and mind. The town planner must provide the necessary sites a

PIETRESES.

G, Tor fulfil this great task it is essential lo uf:’h’ze a‘.rl’te re.s'ozfr}:‘es of f;rff:mm
technolagy. The latter, through the qoifabarc{xzora of itz sp?c;q- fsts, ;v;fe (o
the art of building with all the security of science and enrich it with th
inventions and resources of the age.

The machine age has introduced new techniques whiclh are one 4:;:‘ EhEt ;aélsez
of the disorder and confusion of cities, Nevertheless it ;s‘from them ah \-.Ife
must demand the solution of the problem. I'_d_ﬂ_-:icrn huaE_dmg technfqucs I a*.s
established new methods, provided new fa:culitaes, Ipermattcd new dlmens:%rfl é
They have opened an entirely ncw cyf:ie in the history of archgectulii:;mwn
new buildings will be not merely of a size, but also ot_‘ a complesity u]::‘ o
till now. In order to accomplish ﬂ‘h? muliiple task imposed Il{l{pﬂ;l ;;némus
architect, at all stages of the enterprise, must cali upon the aid of nu

specialists.

|43

(rmropp,




91, The course of events will be fundamentally influesced by political, social
and economie factors . . .

It is not enough to admit the necessity for & *land faw’ and certain principles
of canstruction. To pass from theory to action requires the conjunction of the
fottowing factors: a political power of the kind we want - clearsighted, with
firm convictions and determined to bring infe being the best living conditions
that have been worked out and commitied to paper; an endightered popula-
tian that will understand, desire, and demand what the specialists have en-
visaged for it; an economic situation that makes it possible to embark upaon
and to pursne buitding projects which in sorme cases will be considerable. It is
possible, however, that even at a period when things are at a very low ebb,
when political, moral, znd economic conditions are extremely unfavourable,
the oeed to build decent housing will suddenly appear an imperious obiigation
and that this cbligation will give to politics, social life, and the economy
precisely the coherent aim and programme which they lacked.

D2, And here grefitecture will not be the least of the forces ar work.

Architecture presides over the destiny of the city. It arders the structure of the
home, that essential cell of the urban tissue, whose health, gaiety, and har-
mony are subject {0 its decisions. It groups homes in dwelling units whose
success will depend npon the accuracy of its caiculations, L reserves in
advance the free spaces in the midst of which will rise volumes built in har-
manious propertions. It organizes the extensions of the home, the places of
work, the areas devoied to relaxation. It establishes the traffic nefwork that
brings the varions zones into contact. Architecture iz responsible for the weil-
being and beauty of the city. It is architecture that sees to its creation and
improvement, and it is architecture's task o0 choose and distribute the various
elements whose felicitous proportions wili constitute a harmonious and lasting
work. Architecture holds the key to everything.

53, The scale af work i be undertaken as a matier of nrpercy for the
reorganization of cities on the one fand, and on e other the nfinitely
fragmented state of land ownership, are two opposing realiies.

Works of major importance must be andertaken withont delay, since every
town in the world, ancient or modern, reveals the same defects arising from
the same causes. But no partial solution should be embarked upon that does
not it into the Framework of the fown and of the region as they have been
laid down by & wide-ranging study and a broad overall plan. This plan will
necessarily contain parts thai can be pui inta effect immediately and others
_that will have to be postponed to indefinite dates, Numerous pieces of prop-
erty will have to be expropriated and will become the subject of negotiation.
It is at this point that we have reason to fear the sordid game of speculation
which so often crushes in the cradie great enterprises animated by coneern for
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the public good. The problem of land ownership and possible tand requisition
arises in towns, on their periphery and extends throughout the zone, however
large or small, that makes up their region,

94, The dangerons contradiction noted here poses ane of the most hazardous
gquestions of ¢fe age: the urgent weed to regulate, by legal means, the
distribution of aif usable ground, in order to bring the vital needs of the
individugl into complete harmony with collective needs,

For years major building projects, alt over the world, have come to griel on
the petrified laws governing private property. The scil -~ the tefritory of the
country — ought to be available at any moment and at its fair value, estimated
belore plans have been drawn up. The ground shoufd be open to mobhilization
when it is 2 matter of the general interest. All kinds of unpleasantness have
come upon the people who were unable to measure accurately the extent of
techrtological transformations and their repercussions on public and private
fife. Lack of town planuing is the cause of the anarchy that reigns in the
organization of cities and the equipment of industries. Because people have
failed to understand the rules, the countryside has been emptied, towns have
been filled beyond all reason, concentrations of industry have taken place
haphazardly, workers” dwellings have become hovels. Nathing was done to
safeguard man. The result is catastrophic and it is almost idemtical in every
countzy. It is the bitter fruit of a hundred years of the undirected development
of the machine,

0%, Private inierest will be subordinated 1o the collective interest.

Left to himself, man is quickly crushed by difficuities of aii sorts which he has
o surmount, On the other hand, if he is subjected to too many collective con-
straints his personality becomes stifled. Individual rights have nothing to do
with vulgar private {aterest. The latter, which heaps wealth vpon a minority
while condemning the rest of the social mass to a mediocre life, merits severe
restriction. It must everywhere be subcrdinated to the collective interest,
every individual having access to the hasic joys: the wellbeing of the home,
the beauty of the city.




1943  Woalter Gropius/Martin Wagner:
A programme for city reconstruction

1a 1937 CIAMV et in Paris {'Housing and Leisure™, in 1947 CLAM Wl met in
Bridgwater (' Confirmation of the Aims of CIAM". The Gerrmans who tock part
in these congresses were emigres. For with the internal palitical developments
af 1933 the development of the new architecture was breught te a sudden end.
The Bauhaus in Berlin was closed for good; all the parsenalities of the new
architecture ware remoyved from administrative and teaching posts or
forbidden fowork any more, Breuer, Gropius, Hilberssimer, May,~
erdelsofin, Meyer, Mies, and Wagner - to name ondy these — immediately or
later left the country. With their arrival America gained the feading ralein

the world of the new architecture.

I. Lot and block rehabilitation has not been successful. Sweeping ‘square
mile’ rehabilitation has become a necessity since we have recognized the inter-
refationship of the town with its region, '

2. Former suggestions such as “The City Beautiful’ and other pictorial schemes
have proved to be incomplete. First, action should be started by preparing
legal, financizl and administrative instruments to enable the planners to con-
ceive and work ouf reliable master plans,

3. Places of work and their relation to places of {iving should form the pivot
of aff reconstruction work.

4. First of all the existing cities should be relieved of congestion and high
bBlood pressure by removing those who cannot be permanently employed.
Rescitled around small industries in new “townships’ these people would
regain their productive capacity and purchasing power.

5. The new townships shoald settle alonp super-highways and be connected
by fast feeder roads with the old city centre.

6. The size of the townships should be limited by the pedestrian ranpe to keep
them within & human scale,

7. The “townships’ must be surrounded by their own farm beits,

8. Speculation often promotes blight and obsolescence. Therefore the com-
munity should own the land. The dwelling lots should be rented, though the
houses may be owned.

9. The administrative setup of a township should take the form of a self-
contained unit with its independent local government. This will strengthen
COmmuaity spirit.
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10, From five to ten — or more — neighbourhood townships may be combined
jnto a ‘countyship’ with an administration governing activities beyond the
reach of a single unit. Tts size and administrative setup should also serve as a
maodel for the basic neighbourhood units of the old towns to be reconstructed,

11. It is suggested that the size of a township remain stable. Flexibility within
its houndaries must therefore be achieved by making the housing facilities
clastic.

12, Parallel to the resettlement of idle labour in new townships, a second
process must take place; acquisition of land by the community of the old city.
For not until that process of pooling land has been completed can the next
step - the redistribution of land — be taken, for the final reconstruction of
the city,
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1947 A post-war appeal:
fundamental demands

Germany 1945: countrysice and cities have been laid waste; the certres fram
which the new architecture cnce radiated an irfiuence on the world are fields
of rubbie; the physical and psychelogical collepse is vnoaralleied, Thase who
hed been scattered gather together only slowidy, The years of want suffocate the
first courageaus endeavours: the devastation of life exceeds the skrength they
were gble to presecve during the dark wears of dictatorship, Before resignation
spreads, Alphons Leitt manages to resuscitate architectural discussion. The first
rusnbers of his perfodical Boukunst und Werkform are at once a stocktaking and
afarurn forideas, In 1947 it carried 2n appeal that kas long since been
forgotten,

The collapse has destroyed the visible world that constituted our life and our
work, When it took place we believed, with a sense of liberation, that now we
should be able to return to work. Today, two years later, we realize how much
the visible breakdown is merely the expression of & spiritual devastation and
we are tempted to sink into despair. We have been reduced to fundamentals
and the task must be tackled afresh from this point.

All the peoples of the carth are faced with this task; for our people it is a
case of to be or not to be. Hpon the conscience of us, the creative, lies the
obligation to build the new visible world that makes up our life and our work.
Conscious of this responsibility we demand:

1. When they are rebuilt, the big cities must be divided up into & new associa-
tion of viable local sections, each of which is a seff-contained unit; the old
city centre must acquire new life as the cubtural and pelitical core.

2. The heritage that has been destroyed must not be reconstructed historically;
in order to fulfil new tasks it must be rebuilt in a new form.

3. In our country towas — the last visible symbols of German history - a living
unity must be achieved between the old buildings and streets and modern
residential and induostrial edifices.

4. Complete reorganization also demands planned reconstruction of the
German viilage.

3. For dwelling houses and for our public buildings, for furniture and fittings,
we call for the replacement of over-specialized or wretchedly utilitarian shapes
by simple and valid designs.

For only the validly simple can be used on & multiple scale. Architecture can
succeed only on the basis of a concentration of effort, of communal endeavour
in design office and workshop.

In a spirit of seif-sacrifice we call upon all men of good will.
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The appeal on page 148 is signed by

o Barining | Willi Bawnelster | Eugen Blanck | Walter Dievks |
Richard Décker | Egon Erermann | Karl Foerster | Richard Famann |
Gustav Hassenpflug [ Otto Heaupt { Werner Hebebrand [ Car{ Georg Heise |
Carl Oskar Jathe | Hans Leistikow | Alphons Leitl [ Georg Leowald |
Rudelf Lodders | Alfred Maflan | Gerhard Marcks | Eweld Mataré |
Lucdwipg Neundsrfer | Walter Passarge | Max Pechstein | Lilly Reich |

Paud Renner | Withelm Riphatn | Hans Schiidt | Lambert Schneider |
Fritz Schumeacher | Rudolf Schwarz | Otto Ernst Schweizer |

Hans Schovippert [ Max Tane [ Hefnrich Tessenow | Otte Vilchers |

Robert Vorheelzer | Withefm Wagenfeld | Hans Warnecke
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1947  Frederick Kiesler:
Magical Architecture

Buring the war French Surrealist circles ware centres of resistance te the
spirit-killing influence of the dictatorship. When the friends smerged from
their hiding places or returred from emigration, their atkitude was unbroken,
In 1947 they organtzed an Internationaf Post-war Exhibition of Surreatism,
Frederick Kiesler, who in 1926 was demanging “Vital Architecture’ and the
*Space City,' colfaborated with Max Ernst, Mird, Matta, Duicharmp, and athers
tepreduce in the 'Hall of Superstition” 2 room in which architecture, sculptisre,
and painting shared equally as a continuum of the arts, The idea of the

cofective work, advocated by the Oe Stijl group, came to Sfe again — though in
an entirely different form.

The nineteenth century saw the twilight and the first quarter of the twentieth
century saw the dissolution of the unity Architecture-Painting-Sculpture. The
Renaissance throve on this unity. The people’s faith in the happiness of the
beyond carried it on its wings,

CGur new period (1947} has rediscovered the social conscience. The instinctive
need for a new unity has been reborn. The hope of this unity is no longer
situated in the beyond, but in the HERE AND NOW,

The new reality of the plastic arts is manifested as a correlation of facts not
based solely on the perceptions of the five senses, but also answering the need
of the psyche,

*Modern functionalism® in architecture is dead. In so far as the *function’ was
a survival - without even an examination of the Kingdom of the Body upon
which it rested — it came to grief and was exhausted in the mystique hygiene-+
aestheticism. (The Bauhaus, Le Corbusier’s system, etc.)

The Hall of Superstitions presents a first effort towards a continuity Archi-
tecture-Painting-Sculpture, using the means of expressian of our epoch. The
problem is a double one: {1) to create a unity; (2) of which the constituents
Painting-Sculpture-Architecture will be transmuted one into the other,

[ designed the spatial configuration. I invited the painters Duchamp, Max
Ernst, Matta, Mird, Tanguy and the sculptors Hare and Maria to carry out
my plan. They collaborated with fervour. I conceived each part of the whole,
form and content, specially for each artist. There were no misunderstandings.

If the totality did not work it would be entirely my fault, because they
adhered strictly to my plan of correlation.

This collective work, created not by artists of ene single profession, but by
the block Architeet-Painter—Sculptor, plus the Poet (the author of the theme),
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even in the event of Failure, represents the most stimulating promise of
development for our plastic arts,

I oppose to the mysticism of Hygiene, which is the superstition of *Functional
Architecture’, the realities of a Magical Architecture rooted in _the t_otaiitj.r of
the human being, and not in the blessed or accursed parts of this being.

|51




1949  Henry van de Velde:

Forms {excerpt)

Henry van de Velde, who propoved Gropius as his successor in Webavar after
the First World WWar, returred to Beighum in 1923 and in | 247 settied at
Chberigeri on the Zuger See. Fram there, as though frem a fook-out pose, he
fotlowed the werk of kis friends and formes comrades in arms, He appartioned
praise and blame and bacame an authority whose approval covtd be retied
wpon for anyene wha boldly pursued the path taic dowa by van de Velda in his
preswar programmatic writings, ©On rare occasions van de Yekde, fn addition
o his mempirs, still wrote magazine articlas lauding the beauty of purely
funceionat forms,

Purely functional forms. They are @/f members of c¢ne family, whatever theic
specific function and purpose. They can all be iraced 1o one aad the same
oripin leading back through the centuries to the point when the cave man
hecame aware of his most primitive needs (food, clothing, shelser) and of the
means by which he could satisfy them,

Forms. These forms were born as thongh by magic! The spontaneous
abjectification of an idea springing from the dark, but wonderfully persistent,
conscicusness of the cave dweller,

From the stubborn perseverance of these primitive people there arose
weapons, tools, domestic and agricuftural appliances; the natural shelter was
followed by the constructed dwelling,

Thus unfolds the wealth of forms derermined by their funciios, They are ali
of the same kind, marked by the generating operation of intelligence, all
equally pure, yes, equally perfect,

From its first beginnings in the Stone Age this Formal lanpuage, in the
course of centuries, took possession of all domains of the heman mind. It
followed the expanding needs and the evolution of civilization. The determin-
ing power of reascn and the strict discipline imposed by intelligent msight
remain guarantees of its innate pority, of the preservation of its essential
qualities. But form is threatened by the terrifying advance of fanwasy, by its
seductions and befoulmenis. And yet the period of decadence, released by the
agsault of morbid growths and criminal attacks upon form, which can be
traced from the beginning of the baroque into the nineteenth century, did not
canse the source to dry up completely, Thus architects and decorators found
themselves dethroned as soon as new and imperative needs catled upon the
inventive mind to create new forms. The engineer and the machine-tuilder
reached back to the oripinal tradition created by intellizent human fnsight, and
their pure forms coincided with those that an avant-garde of pioneers of 2
‘new style® were seeking to bring into being as a resuit of reflecting upon the
eternal, fundamental aws of reason (furniture, dwellings, public buildings),

Tt was at the beginning of the twenticth century hat these new testimonies
to purity of form made their appearance. When T declared that every form
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conceived by reason and eaclusively determined by its function is pure and
thus fulfils one condition, sine gua aos of beauty, my less scrupulous oppon-
ents distorted this statcment as meaning that if form corresponds to function,
to the use which an object serves, it is necessarily beantiful . | |

In reality, the irrefutable products of the generative inteltigence were merely
initial datp. From this moment, the possibility for purity to pour into the
world existed ; perhaps our era is waiting for a ¢ivikization that will once more
elevate the moratity of its contemporaries and restore to them the true coneept
of virtue. The new style will be characterized by dignity, refinement, nobility
of outlook, and its dominion will bring us the awakening of geod taste and the
return to that beauty to which the herces of the first crusade dedicated them-

. selves: Ruskin with his gripping, eloguent professions of faith, Witliam

Morris with his noble art of disputation and his genius as a erafisman , .,

Stirred by the works of Gothie architecture, which surpassed ali that had
gone before and ereated a new equilibrium of unparalieled audacity, humwan
sensibility experienced a hitherto unknown increase of enjoyment, of the
abjlity to participate in the ploy of creative forces, a semsation imparted
peither by the subtle but measured statics of Greek architecture nor by the
restraint of Byzantine and Romanesqee churches.

One primal ancestor, a giant. Like Moser descending from Sinai bearing the
tables of the Law in his hand, Only now the laws of reason and of rational
beauty are inscribed upon these tables,

One single source, creative reason. It produces the gold: pure forms. In
combination with perfeetion (perfection of execution and the quality of the
material) and ennobled by it, pure form rises on the steps of that altar where,
achieving its lofiest manifestation, it is wedded to bequry,

But it 15 not every flower whase pistil is touched Gy the pollen shaken out
by the trees in the garden of the ideal into which we have ventured; pure form
too must advance beyond its starting podnt.

The iofty qualities which it pwes to ity purity will not perish in the process.
The intervention of a magician, who prefers some of these *pure forms’ 1o
others, rouses them from their stumber and interfuses with the purpose, which
the mallcable form fulfits only mechanically, the glow that represents the part
he himself has played in their creation.
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1950 Ludwig Mies van der Rohe:

Technology and architecture

fn E%32 Mies moved ta Berlin with the teachers and students of the Bauhaus

and there eontinued it ag a private institute, In July 1933 itowas cfosed by the
Gestapo. nsummer [927 Mies weent to the USA; in | 938 he ceceived an
invitation to the Jiincis Institute of Technolagy {1iTY in Chicago and alittle fater
was commissioned 1o redesign the university campus. The first buiidings went
upin the years 1942-1, They introduced the second great phase of his
architecture, In 1950 Migs deiivered to the Y the speech repzaduted here,

Technology is rooted ia the past. It dominates the present and tends into the
future, It is a real kusiorical movement - one of the great movements which
shape and represent their epoch. It can be compared only with the Classic
discovery of man as a person, the Roman will to power, and the religious
movement of the Middle Ages. Technology is far more than & method, itis a
world in itself. As a method it is superior in almost every respect. But only
where it is left to fself, as in pigantic stractures of engineering, there tech-
nology reveals is true nature. There it is evident that it is not only & useful
meang, but that it is something, something in iself, something that has &
meaning and a powerful form - so powerful in fact, that it is not easy to name
it. Is that still technology or fs it architecture? And that may be the reason
why some people are convinced that architecture will be outmoded and
replaced by technology, Such a conviction is not based on clear thinking. The
apposite happens. Wherever technology reaches fts real fulfiiment, it trans-
cends into architecture, It is true that architecture depends on facts, but its
real field of activity is fn the realm of significance, I hope you will understand
that archilecture has nothing 1o do with the invantions of forms. {¢ is not a
playground for children, young or old. Architecture is the real baitlegrannd
of the spirit. Architecture wrote the hisiory of the epochs and gave them their
neames. Architecture depends on its time. It is the crystalHzation of its inner

structure, the slow unfolding of its form. That is the reason why technelogy

and architecture are so closely related. Gur real hope is that they will grow
together, that some day the one will be the expression of the other. Only then
will we have an architecture worthy of its name: architecinre as a true symbol
of our tinte.
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1954  Jacques Fillon:

New games!

After the war the Charter of Athens hecame the essential basis far town
planring throughout the world, [t is at once textbeok and dogma, Asearly as the
beginring of the fifties, however, the first protests were already being raised
agatnst *the functional gy, Significantly, they came from artists and men of
letiers who foresaw an immense kess of ‘urban’ fife as the result of the
Jisentanglement of fiving, working, recreation, and transportation,

Big cities are favourable to the pastime which we call dérive. Dérive is the
technique of locomotion without a goal. It depends upon the influence of the
external envircnment.

All houses are beantitul.

Arxchitecture must reach the point of exciting passion. We could not consider
any more limited constructional undertaking.

The new town planning js inseparable from the fortunately inescapable
economic and social upheavals. We may assume that the revolutionary
demands of an epoch are a function of the idea which this epoch has of happi-
ness and wellbeing. The evaluation of leisure is something entirely sericus,

We witl issue 4 reminder that the task is to invent new games.
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Konrad Wachsmann:
Seven thgses

When Kanrad Wachsmane 01908 in Frankfuet/Oder, fives in Los Angeles)
returned to Germany in 1994 for the first time since his emigration in £933, he
wits both an astonished ard an astonishing individualist. He was astonished to
find that in the Technischer Hochsthuten vistually no sttention was paid to the
standards required for the mass production of industrially marufactured
buifcing parts. Wachsmann was astonishing because in 2 short tims he was

able, with his methods and constructions, fo0arcuse unrest among students
preaccugied with technical conventions. Wil the 'maching-builder” replace the
architect? Wachsmann's theses amoust o 3 stariing-point for industrialized
building.

Science and technology make possihie the establishment of tasks whose soln-
tion demands precise study before end results can be formulated,

The machine is the tool of our age. It is the ¢ause of those effects through
which the social order manifests itself,

Mew materinls, methods, processes, knowledge in the fields of statics 2nd
dynamics, planning techniques and sociological conditions must be accepted,

The huilding must evolve indicectly, obeying the conditions of industriatiza-
tion, through the muhtipiication of cells and elements,

Modular systems of co-ordination, scientific experimental methods, the laws
of automation, and precision influence creative thought,

Very complex static and mechanical problems demand the closest possible
ca-aperation with indostry and specialists in ideal teams composed of
asiers,

Human and aesthetic ideas will receive new impuises through the uncom-
promising application of contemporary knowledge and ability.

Hundertwasser:
Mould Manifesto against rationalism
in architecture

1958

On 4 July 1958 the Viennese painter Hunder twasser {b. 1528 in Viennz; read his
Yerschimme(ungs-Manifest (Mould Marifesic) in the abbey of Seckau. He had
alraady protested a year eastier inan exhibition pamphkiat agaisst the "50-degres
angles of Vianma'. 'In 1920 the gavement and the walls ofthe houses had 2o be
canstructed smooth, but 3 1957 this is an tasantty Ecannat understand, The air
raids uf 1947 were a perfect automatic lasson in fore; stealght fines and sheir
vacuous structures ought to kave been biawn to pleces, and sothey were.
Follgwing this a transautomatisen cught normally 10 have occurred .., Bt we
are bui'ding cubes, cubas! Wheee s our conseience!’

Painting and sculpture are now {ree, for today anyone can prqtiuce any kind
of work and afterwards exhibit it, In architecture, however, this fundamental
freedom, which must be regarded as the precondition for any art, still does
not exist, because in order to build one first has to have a diploma, Why?

Everyone should be able to build, and so long as this freeldom to build does
not exist, the planned architecture of today cannot be conmdercgi anart atall.
Architecture with us is subject to the same censorship a8 pamnting in ~the
Soviet Union. What are put into execution are merely wretched cOmpromises
standing in isolation and created by people with a bad conscience whaose
minds are dominated by the foot-rule! .

Ne inhikitions should be placed vpon the individual’s desire to build!
Everyone ought to be able and compelfed to bl_:ild, so that he bears real
responsibility for the four walls within which he lives. We must face the risk
that a crazy structure of this kind may later collapse, and we s}}m.}id not and
must not shrink from the loss of Ife which this new way of pu:{dn}g will, or
at Teasl may, exact, A stop must finally be put to the §ituaum_1 in which people
move into their living quarters like hens and rabbits inte their coops.

If one of these ramshackie structures built by its occupants is gomg to
callapse, it generally starts cracking first so that they can run away. Thereafter
the tenant will be more critical and creative in his a#:mude towar§s the
dwellings he occupies and will strengthen the walls with his own hands if they
seem to him too fragike.

+-The material uninbiabitability of the shums is preferable to the moral vn.
inhabitability of functional, ntilitatian architecture. In the so-cailed stums
only man’s body can perish, but in the architecture osfensﬂ:f‘%y plasmned for
man his soul perishes. Henee the principle of the slums, Le. wildly prolifecat-
ing architecture, must be improved and taken as our poiat of depariure, not
functional architecture.+

The passages masked wiih a -+ wers added to the Mowld Magifesto after the fecinre a¢ the
Seckav congrass.




Functional architecture has proved to be a wrong road, just like painting
with a ruler. With giant strides we are approaching impractical, unusable, ang
finally uninhabitable architecture.

The great turning peint - for painting, absolute tachist automatism — is for
architecture absolute uninhabitability, which still lies ahead of us, because
architecture limps thirty vears behind.

Just as today, having gone beyond total tachist automatism, we are ey.
periencing the miracle of transantomatism, so it is onfy after havin g OVErcome
total uninhabitability and creative mouldering that we shall experience the
miracle of a new, true, and free architecture. Since, however, we have not yet
left total uninhabitability behind us, since we are unfortunately not yet in the
midst of the transautomatism of atchitecture, we must first strive as rapidly as
possible for total uninhabitability and creative mouldering in architectuee.

A man in an apartment house must have the possibifity of feaning out of
his window and scraping off the masonry for as far as his hands ceach. And he
must be allowed to paint everything around pink as far as he can reach with
long brush, so that people can see from far away, from the street: a roan lives
there who differs from his neighbours, the litile people who accept what is
given to them! And he must be able to saw up the walls and carry out all sorts
of alterations, even if the architectonically harmonious picture of 2 so-called
mastecpiece of architecture is thereby destroyed, and he must be able to fil]
his room with mud or plasticine.

But this is forbidden in the tenancy agreement!

It is time people themselves rebelled against being confined in box-con-
structions, in the same way as hens and rabbits are confined in cage-construc-
tions that are equaily foreign to their nature,

-+ A cage-construction or utilitacian construction is a building that remains
alien to all theee categories of people that have to do with it!

1. The architect has no refationship to the building.

Even if he is the greatest architectural genius he cannot foresee what kind of
person is going to live in it. The so-called human measurement in architectore
is a criminal deception. Particularly when this measurement has emerged as
an average value from a public opinion poll. 4-

2. The bricklayer has no relationship to the building.

If, for example, he wants to build a wall just a little differently in accordance
with his personal ideas, if he has any, he loses his job. And anyhow he really
doesn’t care, because he isn’t going to live in the building, +-

3. The occupant has no relationship to the building,

Because he hasn't built it but has merely moved in. His human needs, his
human space are certain to be guite different. And this remains a fact even if
the architect and bricklayer try to build exactly according to the instructions
of the occupant and employer, +
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4+ Only when architect, bricklayer and occupant are a enity, i.e. one and the
same person, can one speak of architecture. Everything else is not architecture

- put the physical incarnation of a criminal act.

Architect-bricklayer-cccupant are a trinity just like God the Father, Son

: and Holy Ghost. Note the similarity, almost the identity of the trinities. If the
. pnity architect-bricklayer-cccupant is fost there is o architecture, just as the
¢ objects being fabricated today cannot be regarded as architecture. Man must
. regain his eritical-creative function, which he has lost and without which he
. ceases Lo exist as a human being. -

4 Criminal too is the use in architecture of the ruler, which, as may easily be
praved, is to be considered an instrument that leads to the disintegration of
the architectonic trinity. -

Merely to carry a straipht line about with one ought to be, at least morally,

- forbidden. The ruler is the symbol of the new ilhiterzcy. The ruler is the symp-

tom of the new sickness of decadence.

We live today in a chaos of straight lines, in a jungle of straight lines. Any-
one who doesn’t believe this should take the trouble to couat the straight lines
all around him and he will understand; for he will never finish counting,

I have counted straight lines on a razor blade, Adding the linear and imag-
inary connexion with a second razor blade of the same make, which un-
doubtedly looks absclutely identical, this makes 1090 straight lines, and if we
then add the packaging it yields 300¢ straight lines per razor blade.

Mot so very long ago the possession of straight lines was a privilege of kings,
landowners, and the clever. Today every fool has mitlions of straight lines in
his trouser pocket. ] ‘ _

This jungle of straight lnes, which increasingly hems us in like prisoners in
a gaol, must be uprooted.

Untif now man has always uprooted the jungle in which he found himself
and set himself free. But first he has to become aware that he is living in a
jungle, for this jungle has grown ap surreptiticusly, unnoticed by the popula-
tion. And this time it is & jungle of straight lines.

Every modern architect in whose work the ruler or the compasses have
played any part even for a second — and even if only in thought - must_be
rejected. Mot to spezk of the designing, drawing board, and modelmaking
work, which has become not merely morhidly sterile but truly senseless. The
straight line is ungodly and fmmoral. The straight line is not a cr:‘::{tive, but a
ceproductive line. In it dwells not so much God and the human spirit as rather
the comfort-loving, brainless mass ant.

Thus structures made up of steaight lines, no matter how they crook, bend,
overhang and actually perforate are untenable. They are the products of
attachment born of fear: constructive architects are afraid to turn before it is
too late to tachisin, f.e, to uninhabitability.

When rust setiles on a razor blade, when mould forms on & wall, when moss
grows in the corner of a room and rounds off the geometrical angles, we ought
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to he pleased fhat with the microbes and fungi Yife is moving into the house, * |

and more consciousiy than ever before we become witnesses of acchitectonie
changes from which we have a great deal to learn,

The construciive functional architects’ irresponsible mania for destruction
is well known, They wanted simply to puil down the beautiful sfucco-fronteq
houses of the nincties and Ars Nowveaw and put their own vacuous buildings
in their place, T will cite Le Corbusier, who wanted to raze Paris to the ground
and replace it with rectilinear monster constructions, To befuair, we ought now
to pull down the buildings of Mies van der Rohe, Neutra, the Bauhaus,
Gropius, Johnson, Le Corbusier, and 30 on, since in onc generation they have
become outmoded and morally unendurabie,

The transavtomatists and all those who have passed bevond uninhabitabie
architecture treat their predecessors inere humasely, however. They no longer
want to destroy.

In order to save functional architecture from moral ruin, a disintegrating
preparation should be poured on the cican glass walls and smooth concrete
surfaces, 50 that mould can settle on them.

+ It is time industry recognized its fundsmental mission, and that is: the
production of crzative mould!

It is now industry’s task to induce in its specialists, engineers, and doctors a
sense of moral responsibility for the production of moulkd.

This sense of moral respansibility for the production of creative moubd and
critical weathering must be anchored in the laws dealing with education. -

+ Only those technologists and scientists who are capable of living in mould
and creatively peoducing monid will be the masters of tomortrow,

And only after things have been creatively covered in mould, from which we
have much t0 learn, will a new and wonderful architecture come into being,
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1958 Constant{Debord:

Situationist definitions

In 1957 the amalgamation of the “Lettriste Internationale’ snd the “Internaticnal
Union for a Pictorial Bavhaus' gave bérth tothe "Imgrnatinnale Suationnista’,
which employed the concept "Unitary Town Plarning” as tha siogan for its
actions, The Interratiznal Union for a Pickorial Bauhaus in uen was an act of
protest against the first programme of the Hochschule fiie Gestaltung in Uim
formuiated by Max Bill, [Gropius had authorized Bill to carry on the name
‘Bauhaus” in connexion with the new establishment. Biff eventualiy forwent
this.} The painter Asger Jorn set out his objections to Uim inbis book image
end form {Mitan 1954},

The following eleven points, which convey a hrief definition of the Situationist
action, are to be construed as a preparatory theme for the third conference of
the International Situationists (1.5,)

{. The Situationists must at every opportunity combat retrogressive ideologics
and focces, both in the field of culture ond in particular wherever the question
of the meaning of life is involved.

1. No one should regard his membership of the 1.8, as merely an expression of
his agreement in principle; it is desirable that the activity of ali members
be essensially in keeping with the goals worked cut in common and with the
need For disciplined action, both in practice and in public statemenis.

3. The possibility of unitary and collective creation is already bzing manifested
throngh the disintegration of the individeai arts. The 1.S, cannot support an
attempt to renew these aris,

4, The minimum programme of the 1.8, includes bath the striving for a perfect
spatial ari, which must extend to a wnitary system of town planning, and the
search for new maodes of behaviour in comjunction with this spatial art,

5. Unitary town planning is determined by the uninterrupted complex activity
through which man’s environment is consciously recreated according to
progressive plans in all domains,

6. The problems of living accommodation, transportation, and recreation can
be solved only in conjunction with social, psycholopical, and artistic aspects
af life, which accords with the hypothesis of the totality of the life style,

7. Unitary town planning ~ independently of all zesthetic considerations — %s
the resuft of a new kind of collective creation; and the devefopment of this
creative spirit is the precondition for a unitary town planning.
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8. It is the immediate task of today’s creatively active people to bring abow

conditicns favourable to this development,

9. All means may be employed — provided they serve a unitary action. The
co-ordination of artistic and scientific means must lead to complete fusion.

1. The creation of a situation means the creation of a transitory micro-world
and — for a singfe moment in the life of a few — a play of events. It cannot b
separated from the creation of a universal, relatively more lasting, environ.
ment by means of unitary town planning. -
11, A created situation is a means for approaching vnitary town planning, and
unitary town planning is the indispensable basis for the creation —~ to he
regarded both asa game and as a serious task—of the situation of a {reer society,

Coustant, Debord, Amsterdam, 10 November {958
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1960  William Katavolos:
Ovrganics

The nformal’ painting and sculpture of the fifties were followed by ideas
concerring an finformal’ architecture, Again as in the twenties ~at that time
with the idea of tndustriafized Building' — there arcse the calf for new buifding
materials. We can look even farther back: as precisely as Faul Scheerbart
described and demanded the characteristics of our madern man-made
rmaterials, so the American William Katavolos outlined in [940 the
characteristics of a beilding material with which a ‘Chemical ~ochitecture'
could be realized. In this sense Katavolos — phifosopher, lecturer, industrial
designer — claims a place in the ranks of the century's architect «wisionaries.

A new architecture is possible through the matrix of chemistry. Man must
stop making and manipulating, and instead ailow architecture to happen.
There is a way beyond building just as the principles of waves, parabolas and
plummet lines exist beyond the mediums in which they form. 3o must archi-
tecture free itself from traditional patterns and become organic.

Mew discoveries in chemistry have led to the production of powdered and
liquidd materials which when suitably treated with certain activating agents
expand to great size and then catalize and become rigid. We are rapidiy gain-
ing the necessary knowledge of the molecuiar structure of these chemicals,
together with the necessary techniques that will Iead to the production of
materials which will have a specific programme of behavicur built into them
while still in the sub-microscopic stage. Accordingly it will be possible to take
minute guantities of powder and make them expand into predetermined
shapes, such as spheres, tubes, and toruses.

Visualize the new city grow moulded on the sea, of great circles of ofl sub-
stances producing patterns in which plastics pour to form a network of strips
and discs that expand into tornses and spheres, and further perforate for many
purposes. Double walls are windowed in new ways containing chemicals to
heat, to cool, and to clean, ceiling patterns created Iike crystals, floors
formed like corals, surfaces structorally ornamented with visible stress pat-
ferns that leap weightlessly above us. The fixed floors provide the paraphern-
alia for living, & vast variety of disposable pods plugged into more permanent
cellutar grids.

Let us discuss the principles of organics in how it might affect something as
simple and as complicated as a chair. To be comfortable a chair must vibrate,
must flex, must massage, must be high off the Acor to aflow for easy access or
vacation. It should be also low to the floor, when sitting, to take pressure off
those areas of the body which easily constrict. It must also be capable of
educating its occupant, of having sounds come sterzophonically to his ears, it
must create correct fonic fields, it must have the ability to disappear when not
in use, and above all it must be beantiful. A chair like this does not exist. My
researches have fed toward these needs again and again, We could create a
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mechanical contrivance which would do all of these things, but from my own
experience with such machines in which to sit, they would not fulty satisfy or
delight the eye of the beholder, Mow this becomes very possible using blow
moulded methods of plastics with a double wall, which could be filled with
chemicals of various densities, which could aftow the outside surface to be
structurally ribbed in a beautiful pattern, which would allow the inner shell to
flex and to receive the body, a chair which could rise through pressure to
receive the sitter, then softly descend for closer contact with the floor, a chair
which could easily again bring coolness or heat through chemical action,
vibrationand flex, a chair which could incorporate electronicdevices for sound,
and also for creating correct ionic fields, A chair which would be an affirm.
ation of all that has gone before and that which is now necessary. This we can
do without mechanics, erganically in much the samemanner assimilaractions,
such as respiration, peristalsis, pulse rhythms, occur in many natural forms.

Carrying the principle further from furniture into the idea of containers for
food, for liguids, we find that again the double wall structuratly ribbed on the
ontside, smooth on the inside, could eliminate the need for refrigeration by
chemicalby cooling the product within, or when activated or opened such a
container might then chemically cook the soup, provide the disposable bowl
itself from which to drink, and thereby make the stove, the sinks for cleaning,
and areas for storage unnecessary, as we know them,

Again the organic process creates an immense simplification and allows a
great freedom for the positioning of areas within the environment. As in the
case of the bath and showers we find the donble-walled container, which would
enclose the form to the neck and chemically steam the occupant, would clean
the body and then dry it

To carry the point further the individual could then create his own plastic
fabrics by pouring them in pleasing patterns around the base of the pedestai,
allowing it to catalize and harden into continuous containers to wear in
DeW WAYS,

Let us discuss the chemically packaged lavatory which would rise to a
comforiable height for the user, then sjowly lower to provide the particuiar
position that we have found to be best for total evacuation, Again the entire
unit would rise through pressure and atlow its oceupant to comfortably with-
draw from it, Ieaving the waste products to be chemically consumed and
packaged, thus climinating the needs for connective pipes. Having cat the
umbilicus we find it possible to create the new house on any site in that it is
chemically a2 complete organism in which to live, deriving strength from its
surrounds.

Houses such as this wonld grow to certain sizes, subdivide or fuse for larger
functions. Great vaults would be produced with parabolic jets that catalize on
contact with the air. Exploding patterns of an instantangous architecture of
transformations into desired densities, into known directions, for calculated
durations. In the morning suburbs might come together to create cities, and
at night move like music to other moorings for cultural ngeds or to produce
the socio-political patterns that the new life demands.

164

t personal inner responsibility towards place, time and ran.

ialistic methods within this Hbertarian order is conscienceless and a sign of

1960  Reinhard Gieselmann{Oswald Mathias Ungers:
Towards a new architecture

The appeat launched by Gieselrmann {0, 1925 in Minster) and Ungers (b. 1924 in
Kaisersesch) shows that the professicnal image of the architect has become
blizrred. The architect is afready being spoken of a5 though he existed to assist
the technologist te carry out a task, Profitability, ratienalization of the
buiiding process, ebstructive building regulations, and techrical innovations
increasingly distract attenzion from formal problems. Maked functionafism is
screened by an openwork fagade, Salvation is awaited from the caloulating
machine. Building threatens te be simplified into a mechanicat process,
Programmes corvertible inte numiers and figures guarantee tidy results. The
mzte hurnan functions appear to be! protecting, converting, carrying,
regufating =skin, organs, bones, Grain, The first protests against this are now
being rased.

Creative art is unthinkable without a spiritual clash with tradition. In this
clash existing form must be smashed in order to find the pure expression of
one’s own time. Architecture, like every other art, serves the genius as a means
of expressing his epoch and keeping a living developrent in motion.

Architecture is partial creation. But every creative process is art. It is en-
titled to the highest spiritual status.

Technology is the application of knowledge and experience, Technology
and construction are aids to execution. Technology is not art.

Formt is the expression of spiviteal content.

if we pursue the methods of technological, functional ‘architecture’ the result
will be uniformity. Architecture loses its expression when technological,
functional methods are emptoyed. The result 15 apartment blocks that look
like schoels, schools like administrative buildiugs and administrative build-
ings like factories. An empty scaffolding is hung in front of them. Form
becomes interchangeable through the use of a mathematical, hence non-
artistic schematisim.

The resulting *architecture’ is the expression of a materialistic social order
whose principles are the primacy of technolopy and equalization.

The relationship to the environment is established programmaticafly and
hence withount tension. This tack of vitaliey gives rise to a spiritual vacuum.

The vital clash between the active individual and his environment is re-
placed by spiritual enstavement through the dictatorship of methodology.

Freedom fives only in the individual’s clash with reality and in recognition of

This freedom exists today only in a living democratic order, To employ mater-
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irresponsibility or stupidity, Both mean at all times a serious threat and danger
to man’s personat development.

The task is to preserve freedom for the unfolding of the creative spirit.

What architecturs desires is the perfect expression of content.

Architecture is a vital penetration of a multi-layered, mysterious, evolved
and structured reality. Its creative function is to manifest the task by which it
is confronted, to integrate itself into that which already exists, to introduce
points of emphasis and rise above its surroundings. Again and again it
demands recognition of the perius foci out of which it grows. Architecture is
no longer a two-dimensional impression but is becoming experience of cor-
poreal and spatial reality achieved by walking around and entering into.

Rigidity is being replaced by movement, symmetry by asymmetry, statics
by dynamics.

Monotonous obviousness is being replaced by surprise.

The essential viewpoint is from inside, not from cutside.

The subject-object relationship has been done away with,

Architecture is the enveloping and sheltering of the individual, and hence a ful-
Sfilent and a deepering.

With this macifesto we address ourselves to all who arge steiving for a renewal
of European architecture on this foundation.
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1960

GEAM:
Programme for a mobile architecture

At the end of 1957 young architects from France, Helland, Peland, and [srael
rnet in Paris as a greupe d'études d'architecture mebile’ {GEAM). The last
reeting of CLAM before its final disselution - CIAPM X in Dubrevaikin 1956 -
had among other things raised questions of mobidity, inter<onnexicns,
communication! questions that are being rendered incraasingly urgent by the
explosive devslopment of big cities and conurbations. GEAM set itself the task
of working cut proposals for selving these problerns, The fiest werking
conference tock place in March 1958 in Rotterdam, This conference was also
attended by architects from Germany.

A. The catastrophic difficulties of modern town planning are the outcome of a
series of Factors that may be characterized as follows:

1. Existing constructions and those still being put up today are too rigid and
difficult to adapt to life as it is fived.

2. ‘The growth of the population is unpredictable and cannot be planned for.

3. Traffic is increasing beyond all bounds.

4, Property rights are cutdated and patterns of ownership have in many cases
become petrified.

5. The price of dwelling units is too high.

6. There is an ever-increasing discrepancy between town and town planning
on the one hand and the rapid advance of science and technology on the
other.

B. The daily life of the population is suffering as a result of these conditions.
This may be seen from the following phenomena:

1, Traffic is congested and at certain times of day comes almost to a stop.

2. Dwellings have to some gxtent become brick prisons for famikies.

3. The weekend flight into the open air is constantly assuming preater
proportions.

4, The rhythm of the individuals life is imposed upon him and it is virtually
impossible to mould one’s own environment.

5. A preat number of city dwellers feel lonely and isolated.

6. Neighbourhoods have come into being entirely haphazard and remain
difficult to influence.

C. For the general improvement of these conditions GEAM has established
certain principles and makes the following proposals:
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1. Reform of property rights in building land and air space with a view to
achieving easier interchange. Introduction of a systern of stratified utiliza.
tion of air space by the inhabitants.

2. Constroctions should be variable and interchangeable.

3. The spatial units produced by these constructions should likewise be alter.
able and interchangeable in their use.

4. ‘The inhabitants must be given the opportunity to adapt their dwellings
themselves to the needs of the moment,

5. Industey and prefabrication must be utilized to the full in the manufacture
of the constructions as & means of lowering prices. -

6. Town and town planning must be capable of adaptation to the develop-
ment of traffic.

7. Residential and work places, as well as areas for physical and spiritual
culture, must be intermingled throughout the individual sections of the
city.

D. In order to put the aforementioned principles into practice, GEAM pro-
poses elaboaration of the following techniques:

I. Development of variable and interchangeable elements of construction, ag
for example:
{a} exterior walls,
{b} interior walls,
{c) movable floors and ceilings.
2. Development of easily altered means of supplying buildings with power
and waier and the disposal of garbage.
3. Development of larger town-creating spatial units, such as:
fa} interchangeabie containers {travelling, fiying, floating),
(b} buildings on rafts,
{c) buildings bridging over spaces,
{d) air-conditioned open spaces.

Paris, 5 Aprit 1960
David George Emmerich, Camille Frieden, Yona Friedman, Ginter Giinschel,
Sean Pierre Pecquet, Werner Rulinan

As asupplement to the 1960 programme, the statement of March 1961 reads:
An optimal distribution of elements in town planning is made possible by the
mobility of component parts. Fhis will lead to the reintegration of those
functions that have become divided. Multifunctionality of the urban organism
will reduce the preblems of communication.

This principle will render the problem of static form cutmoded.

Structures and repulations regarding use must be planned.

i6H

1960 Louis 1. Kahn:

Order is

At the end of the fifties there began in the United States a slow process of

repfacernent. The great German architects of the interwar years, the influential

teachers of architecture in America in the thirties and forties ~ 8reuer,
Grogius, Hilserseimer, Hies van der Rohe, Moholy-Magy, Wachsmann,
Wagner - if they were still alive, graduatty retired from their teaching posts,
Younger men took their place. The architectural departments of the Less

veelb-lknown universities began to attract attention, Louis |, Kakn (. 1901 on the

island of Osel, Estonia} taught at Yale and the University of Pennspivania. He
told his students: 'A good guestion is greater than the most brilliant answer.”

Design is form-making in order
Form emerges out of a system of construction
Growth is a construction
In order is creative force
In desige is the means — where with what when with how much
The nature of space reflects what it wants to be
Is the auditorium a S¢radivarius
ar an ear
Is the auditorium & creative instrument
keyed to Bach or Bartdok
played by the conductor
or is it a conventional halt
In the nature of space is the spirit and the will to exist a certain way
Design must closely follow that will
Therefore a stripe-painted horse is not a zebra
Before a railroad station is a building
it wants to be a street
it grows out of the needs of street
out of the order of movement
A meeting of contours englazed.
Through the natore — why
Through the arder — what
Through design ~ how
A form emerges from the structural elements inherent in the form.
A dome is not conceived when questions arise how to build it.
Mervi grows an arch
Fuller grows a dome
Maozart's compositions are designs
They are exercises of order ~ intuitive
Design encourages mere designs
Designs derive their imagery from order
Irnagery is the memory — the form
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Style is an adopled order
The same orider created the elephant and created man
They are diffarent designs
Begun from diffcrent aspirations
Shaped from different circumstances
Order does oot imply Beauty
The same order created the dwarf and Adonis
Design is not making Beauty
Beauty emerges from selection
affinities -
integration
love
Art is a form-making life in order - psychic
Order is intangible
It iz a Ieve! of creative conscipusness
forever becoming higher in level
The higher the erder the more diversity in design
Ordex supparts integration
From what the space wanis to be the unfamiliar may be revealed to the
architect,
From order he will derive creative force and power of self-criticism to pive
form to this uafamiliar,
Beauty will evolve,

HG
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Werner Ruhnau/Yves Klein:
Project for an aerial architecture

in 1973 G demanded: 'Econamy. Pure relationship of sirength and reaterial,’
Inforty years the demand hadiost none ol its fascination, Bruno Taut's phrase
concerning the 'light peint” that had o be found was topicat as never bafore.,
Buckminster fulfer asked: "What does a bualding weigh? Lightweight, structuras
were conquering a still limitless field. Fluidand gasecus materiats were used in
construction. A new sensibitity was developing, Fhearchitect ‘Werner Ruhbinar
i 1972 in K8nigsberghand the painter Ywes Klein [Le Monochrame} wanted to
found a "school of sensibitity”. ZEROpraciaimed: "We five, wearefor everything”
fuhnai and Kiein were for afife in aerial archilechure,

*In our minds aerial architectuce was always mevely a stage that is proposed
today for the alr-conditioning of privileged peographical spaces.”

We propose proteciing a city by 2 roof of moving air. A central motorway
leads to the airport, dividing the city in two: & residential quarter and a quarter
for work, industry and mechanical devices. The roof of air simultaneously air-
conditions and protects the privilegad space,

A floor of transparent glass. Storage underground (kitchens, bathrooms,
store-rooms and production piant),

The concept of seerecy, whicls is stilt known to us, will have vanished from
this city looded with light and completely open to the outside world. A new
condition of haman intimacy will exist. The inhabitants live naked. The former
patriarchal family system will no louger exist. The community will b2 com-
plete, free, individual, impersonal, The inhabitants’ maio occupation: lejsure,

The obstacles that used to be regarded in archiiecture as {roublesoue
necessities will have become fuxuries: fire-walls, water-walls, forms carned by
the air, fire-fountains, water-fountains, swimming baths, air beds, air seals. . .
The real goal of immaierial architecture: the air-conditioning of large geo-
graphical dwelling areas,

This air-conditioning will be achieved not so much through technological
miracles a3 essenfially through a transformation of human sensibility into a
function of the cosmos. The theory of “immaterialization’ negates the spirit
of fictitions science,

Through evolved sensibility, *a new dimension, goided by the spirit’, the
climate and the spiritnal conditions on the surfaces of our earth will in future
be transformoed.

‘To want means to invent.” To this wanting is added the will to live what
one has invented, and the miracle will be accomplished in all the realms of
nature. Ben-Gurion : ‘He who does not believe in miracies is not a realist.”

i,
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1960  ‘Situationists™:
International Manifesto

Debaord, one of the spokesmen of the 'Situatienists', wrote ia 1957 Unitary
town plarning is defired fisst through the agplication of the Lotality of the arts
2nd technologies as partnered forces in an irtegral composition of the
emiroament , . . Further, unitary town plannirg is dynamic, thatis to sayin
diose relationship to I style and behaviour, The elemert 10 wivich everything
Is ultimnatety reduced is not the hause, but the zrekitectonic compiex, whick is
the unification of a1l those factors thal determine an enviroomant 8r a series of
irapinging enviranments , . Architecture must advance by taking as its subjact
exciting situations rather than exciting forms."

A new human force, which the existing framework of society will not be able
to suppress, 1s growing day by day along with the irresistible development of
technology and the frustration of its potential applications in our meaningless
gocial life.

Alienation and oppression in society cannot be mastered in any of their
specific manifestations, but simply rejected en bloc along with this sotiety
itself, All real progress is clearly dependent upon a revolntionary sclution of
the crisis of the present time in alt its forms.

What are the prospects for the organization of life in a society wiich,
genuinely, *will reorganize production on the fonndations of a free and equal
association of producers’? Automation of production and socialization of
essential goods will increasingly reduce work as an external necessity and wiil
fnally give the individual complete freedom, Thus freed from all economic
responsibility, freed from all his debts and guilt towards the past and other
people, man will dispose of & new surplus valae, impossible to calculate in
money terms because it cannot be reduced to the measurement of paid work:
the value of play, of life freely constructed, The excreise of this playfal creati-
vity is the guarantee of the freedom of each and alf, within the framework of
that equality which is guaranteed by the absence of exploitation of one man
by another, The freedom to play means mans creative autonomy, which goey
beyond the old division between imposed work and passive leisure.

The Church used to burn those whom it called sorcerers in order to repress
the primitive tendencies to play preserved in popular festivals. In the society
that is at present dominant, which mass-produces wretched pseudo-games
devold of participation, any true artislic activity is necessarily classified as
ctiminal. It remains semi-clandestine and comes to light as scandal,

What exactly is the situation? The need is for the realization of a higher
game, mote precisely a stimules to this game known as human existence.
Revofutionary players from every country ean unite in the LS. in order to
start emerging from the prehistoric phase of daily living,

From zow on, we propose an autonomous organization of the producers
of the new culture, independent of existing political and i{rade wnion

i1z

organizations, because we do not credit them with the ability to do more than
organize what alceady exists,

The most urgent aim which we set this organization, at the moment when
it is emerging from its initial experimental phase to embark upon its first
pubiic campaign, is to capture UNESCO, The burcavceatization of art and the
whole of culture, unified on a world scale, is 2 new phenomenon that expresses
the profound relationship between the social systems coexisting in the world,
on the basis of eclectic conservation and the reproduction of the pust, The
retort of revolutionary artists to these new conditions must be & new type of
action. As the very existence of this directorial concentration, localized in o
single building, favours seigure by means of 2 coup; and as the institution iy
totally destitute of any possibility of meaningful use outside our subversive
perspectives, we feel justified before owur contemporaries in seizing this
apparatus. And we shall seize it. We are resolved to take possession of
uMESCO, even if only for a little while, because we are confident of promptly
achieving significant results that will continue to light the way during a long
period of heavy demands.

WWhat will be the principal characteristics of the new culture, first of all by
comparison with the old art?

As opposed to spectacle, Situationdst culture, when put into practice, will
introduce total participation.

As opposed to the preservation of art, it will involve direct organization of
the lived moment.

As opposed to divided art, it will be a global practice relating simultaneousiy
to afl usable elements, Tt tends naturadly towards collective and no douht
anonymous production fat [east to the extent that, since works wil{ not be
stockpiled like articles of merchandise, this cultare wiil not be dominated by
the need to leave a mark). Its experiments offer, at the very least, a revolution
in behaviour and a unitary dynamic town planning capable of taking in the
whole planet and being subsequently extended to all habitable planets,

As opposed to unifateral art, Situationist culture will be an art of dizlogue,
an art of interaction, Artists - Logether with the whole of visible culturz ~ have
come {0 b entirely separated from society, as they are separated among
themselves by competition. But even before this impasse brought about by
capitalisin, art was essentially unifateral, without reply, It will pass beyond
this era of primitive enclosedness and attain total communication.

Since at a higher stage everyone will become an artist—that is 10 say, both
producer aad consumner of a total cultural achievement — we shalf see the
rapid dissobution of the Hnear criterion of novelty, Since everyone will be, s¢
to speak, a Situationist, we shall see a multidimensional plethars of new
trends, of experiments, of ‘schaols’, all radically different, and this #o longer
in successfon but shnultaneousiy.

We shall now inaugurate what wilt be, histerically speaking, the last of a?f
professions. The role of the Sitwationist, the amateur-expert, the anti-
specialist, will remain a form of specialization unii! the mament of economic
and mental sbundance when everyone will became an *artist’ in a sense which

|73




generally denied the characteristics of a profession.

artistz have never before achieved ~ in the sense that eve i

r ) the ryone will const
his own life. Heweve_r,_t]_u: last profession in history is so close to the SOCEECt
without perinanent division of labour that when it appears within the 1.8

itz

To those who do not properly understand us, we say with utfer contempg.

*The Situationists, of whom you perhaps believe yourselves to be

the judges

will one day judge you. We await you at the turning-point that will mean the

inevitable liquidation of the world of privation in all
. aims, and they will be the future aims of humanity.’

4

its forms, These are oy

o

1960  Eclkhard Schulze-Fielitz:
The Space City

When Wachsmann published his works on spatial building systemsin
feptember 1954 he gained many adherents. Mew systems were devised and
especiatiy new applications. Frorm the possibility of so enlarging the hollow
spaces of these bearing structures that the sum of aH the hollow spaces
approached the volume of the total bearing structure Schutze-Fielitz (b, 1929 in
Stettin} evolved the idea of avarizble, internaily ‘mobile’ system of town
pianniing, which within and together with the spatiaf grid could grow or vanish
in accordance with the needs of the population. Yona Friedman (b, 1923 in
Budapest) progected such space cities into the air space above the old, no longer
funstioning settlements (see page 183}

As a result of the machine's ability to multiply and the rapidly increasing
population figures, our age has acquited a dynamic trend towards mass pro-
duction; the need is quantity and quality with the minimum effort. Butaraised
standard of living through standardization seems dearly bought with the
growing monotony of our industrially manufactured environment and restric-
tion of freedom of decision. The ever-growing army of machines and antom-
ata will relieve man of an ever-increasing proportion of manual labour;
clectronic brains are taking over intellectual drudgery. But machines manu-
facture serial products, elements, and we shall have to tell them which ele-
ments, we shall have to test their capacity for combination. New materials
will dernand uew systems of combination,

The systematization of space is a precondition for the spatial combination
of standardized parts and hence a basic principle of prefabrication.

Despite rigid systematization, spatial modular co-ordination offers great free-
dom of choice and areangement and hence a synthesis of the only apparently
mutually exclusive tendencies of mass production and individual multiplicity.
Interchangeability of spatially co-ordinated quanta offers flexibility and
adaptation in dynamic developments. Serial building will be influenced by
geometry, topology, group theory and the principles of combination.

The space structure is a macro-material capable of modulation, analogous
to an intellectual model in physics, according to which the wealth of phenom-
ena can be reduced to a few elementary particles. The physical material is a
discontinnum of whole-number units, molecules, atoms, elementary particles.
Their combinational possibilitics determine the characteristics of the material.

it is modulation of the spatial structure according to kind, size, materizl,
and position that permits us to take the daring step of presenting it as & com-
prehensive means of town planning. The space city is a discantinuous con-
tinuum, discontinucus through the demarcation between the part and the
whole, continuous through the unalterable possibilities of alteration. In a Free
society the perfect planaing of a city is neither possible nor desirable ; it means
fixation that impedes unpredictable developments.
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The space city, on the other hand, is an agglomeration of various spatial
structures in pursuance of development ; the ductus of the structure steers the
unavoidable proliferation into ordered channels; freedom Hes in the infinite
possibilities of combination,

When the details are suitably designed, co-ordination of measurement per.
mits the mutual interchange of alt parts. This makes possible solation of the
basic dilemma between the dynamic of urban life and the static of the buijle
structure. Electronic catculating centres will examine the static and OTganiza-
tional conditions cailing for change: automatic factories will produce the
material substance of the city, -

Multi-storey inhabited spatial carrying structures will bridge over great
spans by their static height. in the centres of density the city will rise up from
the ground, leaving the latfer to mechanical transport, The possibility of greater
density, building over traffic arcas and walercourses, keeping whale stretches
free for flowing or stationary traffic, the strict segregation of types of traffic,
make possible solution of the problems of circulation in centres of traffic
coircentration, The smallest possible number of obstacles stand in the way of
traffic and its unforeseeable development, therebyavoiding from the outset the
majority of the problems we face today, On the other hand, the space city
creates a continuous, three-dimensional public space which was lost when the
matar-car perverted streets and squares into motorways and parking lots,

A three-dimensional system of co-ordinates identical with a spatial grid
will facilitate organization and orientation in the space city, yet the multi-
plicity of the possible material forms it can take leaves room for individuality

and anarchy, Thanks to the ordering of space, the architectural substance is
adaptable to every topographical datum, absorbing, altering, levefling, or
ratsing it.

The space cily accompanies the profile of the landscape as a erystalline
layer; it is itself a landscape, comparable to geological formations with peaks
and valleys, ravines and plateaux, comparable to the leafy area of the Forest
with its branches. To regencrate existing cities, structures will stretch above
their degenerate sections and cause them to fall into disuse.

Consistency of these ideas demands that property ot exploitation rights
shall no langer - in pursuance of the agricuftural tradition — be related to the
surface area {as the medium of agricuitural production) but to utilizable space.
The compact city offers possibilities of an improved heating econemy, a self-
air-conditioning; in the Future it will even permit a controled internal cimate
of the city, which could radically reduce the cost of insulating the individual
building. The space city is the structural, systematized, prefabricated, growing
or shrinking, adaptable, air-conditioned, multi-purpose space jabyrinth that
can be fitted together or taken apart at will.
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1960 Constant:
New Babylon (excerpt)

Jo o 1953, Constant (Miewwerhuys) (b 1920 in Amster{larﬁ} wasa Fainter. At
1his iuncture, he states: "The picture of the w;rl:i changf?ci. m&':hﬂf"fl'_ﬂd. |
teu:h?no?.d environments emerged, But ‘th’e artist steod aslfé: Lhwa.s cc:g}uls ¥ |
incapah |z of participating in the process. Cc-r.astant roamed { rgug f arlsra?_
Landor, observed each city and its canst ruction. H_e recognize ragfgxl_lo;?e t-a,i_[ljn

istic mecium, "Semain fa podsie logera fa vie' was he_ﬂ-:e orth his fere.
?5 ?; fgtrl‘:. met Asger Jorn and Debord and developed with thern the first plans
Fgr 'Jnit;r}: town plarring'. But their standpoints quickly diverged. Constant
began his stary of MNew Babylfon,

Individualist culture is at an end, its institutions ave exhausted. Thlc preslsnt
task of the artist can only be to prepare thﬁ? way for a future mass cu 'Eu:e. .?{1;
if there is still to be any talk of culture it will have to carry %I‘ Eas}s} socie }r,fathe
ithin mechanization. The shaping o
then the meaes can be sought only wi zatit hie shaping of the
i i i tion and organization of everyday life ¢
material environment and the libera e ¥ life are
i ltural forms. My New Babylon profec
the points of departure for new cultur. " y Blo  arose
i i these ideas. It is the experis
n illustrative sketch and elaboration o 5. 1
:f?a?,rg!af and play model for the establishment of principles for & new and
ifferent culture. ) ) o
dlli{ltcf\r Babylon is not primarily a town planning project. Equall;r, 11;_ is n}:;:u;
intended as a work of art in the traditional sense nor as an exampie of arc
ic structure.
t&:?eI::rCBsal;lylon in its present form may be construed as a pmp!osal,- as e;g
: i i £ unitary town planning,

o give materizl shape to the’theor}r o . ;
ﬁzﬁgznta cgreative game with an imaginary environment that is set in place
of the inadequate, unsatisfying environment qfcontenll!)orary 1]f'3].3. bvlon i &

The modern city is dead; it has fallen victim to u}t111t5r. I‘«.f:‘-.vt E ylo :[15@ :
ichit i i i ans to be creative.
i ity in whichit is possibleto live. And to live means i
P ortyios i th j f creativity; it reckons with the activa-
Mew Babylon is the object of a mass crea ; ons with the sctiva
i ive potential which, now unused, 1s pT
tion of the enormous creative po ! e, I T maaiy
. It reckons with the disappearance ol non-c .
Lnfa:flisonﬁtion; it reckons with the transformation of morality and thought,
i ns with a new social orgamization. _ )
. ‘gﬁ}i?ﬁ also reckons with facts fike the rapid spr;_zetlg of ;lhv:l w;:gie;:ofgéa:;otgi
ivation of the whole i
tual growth of traffic, the cultiva _ :
tlhr%f:;z[::tion 'gI'hus the project takes account of Fhe pu;eij.; lf'u;lsct;_g[{:aéltfrg:ﬁe
: i d housing and strev xire
f current town planning, traffic an : :
Esf:u?lﬁtigns But its main theme is a new regard for soctal space. It is the medium

e LA .
for a new creativity that is to manifest itself in daily life, by means of a co

. : . ic
tinually varied arrangement of the environment, in harmony w;t:Li egyf{::ﬁe‘
way of life. In a technical respect, itisa simple, thoroughly struc

work, a scaffolding set on pillars and raised up in tofo from the ground. Thus
| |77




the ground is feft at the free disposal of traffic.
Divfs‘ion of the scaffolding into smaller units {sectors}, each 5 to 10 hectare
!iar%e, gives rf:ie to a complicated, netlike pattern interspersed by remnants o?
t?lg tfi?ifi ;na re:;ajlsscros&ed by a traffic grid, which can run independently of
On the -raise_d platform, dwelling and socfal space form a vast coherent
edifice which, in aff its several storeys, is artificlally air-conditioned and jt
The upper terrace, the *roof’, can include sports areas and airports .
~ Apart from dwelling quarters, the interior of these sectional builﬁings con
sists of a large public space serving the purposes of social life. Tt tsdivided u )
by means of movable walls and constructional paris into variable voiumeg
that can be I]p!lcad by a play of stairs, platforms and corridors. This gives rig
to a muitiplicity of different ambiences that can be altered at any iver?
moment. The chazacter can be influenced and determined by an abungdant
rqampuIatmn {)f‘ colour, sound, kght, climate, by the use of the most varied
kinds of telchmcal apparatus, and by psychological procedures. The shapin
of the interior at any given moment, the interplay of the various envircnmi;nti
t.?tkes p:]acc in harmony with the experimental life-play of the inhabitants. The
c;t(}; brings abol:it a ?ynam;caily active, creative unfolding of life. .
ne can wander lor prolonged periods through the inte
entering into the adventure afforded by this unl%mited Iahﬁnﬁﬁ?ﬁ% Se?icpt?er:sss’
tral'ﬁ_c onthe ground and the helicopters over the terraces cover great distan
making pOSS:IblE 4 spontaneous change of location, -
The function of dweliing is adapted to this adventurous and dynamic life
Tt can scarcely be planned any longer to cater for permanent dwelling Thf.:
dwelling spaces, as parts of the rest of the interior space above which the: are
scattered, are best regarded as a kind of residential hotel in a nt:rr1-4::(:4n'u:m:!rr ial
&erése, Ifavouring frequent change of domicile. o
uch & project is dependent upon sociologi i fanti
tecsirmlc:igica!, organizat?onai, andpalartistic fgc{t}g:‘?.li’ peychological, scientifc,
Already at this Utopéan stage i i ;
inteaendy at ;'nescapapble mngit; ﬁiiectwe collaboration of the most varied
But New Babylon will first be realized by its inhabitants.
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1961 R, Buckminster Fuller:
The architect as world planner {excerpt)

On the cocasion of the congress of the Iiternational Unien of Architects in
London in 19461 Richard Buckminster Fuler spoke on the task of the architect
in the present world situation. As thirty years before, Fuller developeda
planning programme that was to span the entire world. He projected the idea
of aworld in which the means of existence had been made completely available
to mankind, The architect, he said, must become a world planner wheo has
arrived at a fixed hierarchy of processes in the weorld and on the basis of this
hierarchy practises world town planning with all the scientific aids at his

disposal.

... I propose that the architectural departments of all the universities around
the world be encouraged by the Uia to invest the next fen years in a continuing
problem of how to make the total world’s resources serve 1007 of humanity
through competent design.

The general theory of education at present starts students off with element-
ary components and gradually increases the size of the complex of compon-
ents with which the student will be concerned. The scheme s to go from the
particular towards the whole but seems never o reach the whole. In many of
the architectural schools the first-year student is given a problem in terms of a
couniry town and has to plan and design the buildings for that country town.
The next year he must do a larger town, a small industrial town. In the third
year he is engaged in a large industrial city, and in his fourth year he is en-
gaged with larger cities, such as London or New York. Theschools never reach
out to national, let alone world problems. Local town planning is almost
everywhere invalidated by the sweep of world events. The automobile high-
way cloverleal programmes are inadequate to the concept of total man being
advantaged with his own vehicle; parking problems continually frustrate and
negate the too-local horizon of town planning.

The first year’s total world planning by the students and its designed
implementation may be expected to disclose great amateurishness and in-
adequacies, but not enly will the criticism come from the architectural pro-
fession, it will also be evoked from the politicos, from the economists, the
industrialists, excited by its treading on their doorsteps, out of which criticism
the next year's round of world designing by the students may be greatly
advantaged. The second, third, and fourth years should show swift accelera-
tion in the comprehension of the problem and the degree of satisfaction of
the problem.

The world planning by the students must be predicated upon the concept of
first things first, upon a scheduled hierarchy of events.

The comprehensive world resources data now gxist in a number of estab-
Jishments, but is primarily available to aff the universities of the world through
UNESCO. What UNESCO does not have, it is in a good position to direct the
researcher to successfully acquire.
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At the pFesent moment in history, what is spoken of as foteign policy b
the respective nations consists essentially of their plans to bring about mriF
Ele.IGIlS which ?'ould unigquely foster their respective unique kinds of survival
in the Mailthusmn "you or me-ness”.* For any one of the foreign policies of an
of the u_ations or groups of nations to become a world pan, would mean thajltr
approximately half of the world's nations would have to surrender, and would
mean the dev‘e!opment of a highly biased plan as applied to the w}ho!e In the
nature of p(}ilt!&?.i compromises, it {s logical to assume that the f‘orf:igr; policy
;lfaﬁrr;?;l gc.me natton will never succeed in satisfying comprehensive world

It is clearly manifest, however, in this Sixth Coneress of th crnati
Unior} of {’trchitects that the architects are able to thginksregatrd?ngl;igaiz?ﬁil
planning in a manner transcendental to any political bias, My experience
around the world and amongst the students teils me that the students them-
selves ter!d always to transcend political bias and that all of them are con-
cerned mth_the concept of making the world work through competent design

In much investigation and enquiry I have had no negative [esponse to thé
programme of organization of the student capability to the raising of the
performan&f‘: of tite world resources to serve 100°% of humanity by peaceflui
comg_}rehenswe iaboratory experiment and progressive design evolution ’

It is probable that if the architectural students are progressively discEI-:-lined
to breadth of capability in chemistry, phiysics, mathematics big-chemistr
psychology, economics, and industrial technology, that they ,will swiftly an}-:ri,
ably penetrate the most advanced scientific minds resident in the universit
and as their proprammes evolve from year to ¥ear in improving capabiiit}‘r,
that the students will be abie to bring the highest integral scientific resourc:s:
of man to b:?ar upon their sohutions of world town planning and its design
:|1s:;|i'lumf:ntatgn and operational regeneration. &

Che next Congress should then be almost completel i i
reviewing all such inventories and plans - with thispﬁrst ;iﬁiiﬁ?ggg ':Ii;!:
man i’tas to do, and what he has to do it with! What wi;] appear will un-
guestionably be world news of the first order, and not onrly world news but
:"he n!ews that men all arpund the Earth have waited for. The common poals
Gc;}gea:: tEi "tg:.ork toward will be reduced from empty words to simple physical

* badthus, the British economist, 1766— 834, M
; 5 ; : - Malthus proved that the populatio
Inereases In geometricak progression, the food supply caly in arjthnzeticzi Erog;egsiuc-t;:he Facth
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1962 Woalter Pichler/Hans Hollein:
Absolute architecture

Ansolute architecturs - "human beings are row merely tolerated in its demain’,
This progosition by Walter Pichler {b.1936in Ponte Mova) is the most absolute
thesis in the architectural manifestoes of cur century, For absolute rmeans
detached, Means here: detached from history, detached from deeds, detached
from thought. And absolute architectizre means here: architecture freed fram
its ohject, man; non-objective architecture. The chain of adventures undergone
by these who setout in this century to fearn a new architecture 2nds in the
totally uncommitted phenomenan of an “Absclute Architeciure’, Itis, adds
Hanis Hollein {b. 934 in Wienra}, purposeless,

Architecture. It is born of the most powerful thoughts, For men it will be a
compulsion, they will stifle in it or they will live - live, as | mean the word.
Architectare is sot an integument for the primitive instincts of the masses.
Architecture is an embodiment of the power and longings of a few men. It is
a brutal affair that has long since ceased to make use of art. It has no con-
sideration for stupidity and weakness. [t never serves. It crushes those whe
cannot bear it. Architecture is the law of those who do not believe in the faw
but make it. It is a weapon. Architecture ruthlessly employs the strongest
means at its disposal at any given moment. Machines have taken possession
of it and human beings are now merely tolerated in its domain.

Walter Pichler

Atchitecture is a spiritual order, realized through building.

Architecture — an idea built into infinite space, manifesting man’s spiritual
energy and power, the material form and expression of his destiny, of his kife.
From its origins until today the essence and meaning of architecture have not
changed. To build is 2 basic human need. it is first manifested not in the
putting up of protective roofs, but in the erection of sacred structures, in the
indication of focal points of human activity ~ the beginning of the city.

All building is religious.

Architecture — the expression of man himsell — at once flesh and spirit.

Architecture is elemental, sensual, primitive, brutal, terrible, mighty,
dominating.

RBut it is also the embodiment of the most subtle emotions, a sensitive record
of the most refined sensations, a materialization of the spiritual.

Archilecture is not the satisfaction of the needs of the mediocre, is not an
environment for the petty happiness of the masses. Architecture is made by
those who stand at the highest level of coltore and civilization, at the peak of

their epoch’s development. Architecture is an affair of the élite. Architecture -
space — determines with the means of building. Architeeture dominates space.
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Dominates it by shooting up into the heights; it hollows out the earth, projects
and soars far abovethe ground, spreads in all directions. Dominates it through
mass _ana:i thFough emptiness. Pominates space through space.

This architecture is not a matter of beauty. If we desire beauty at all, it is
tr_1+:nT. so much beauty of form, of proportion, as a sensual beauty of elemental

orce.

The shape of: a _huélding does not evolve out of the material conditions of a
purpose. A I}uﬂdmg ought not to display its utilitarian function, iz not the
expression of structure and construction, is not a covering or a ref
building is itself. & retuge. A

Acrchitecture is purposeless.

What we build will find its utilization,

Form does not follow function. Form does not arise of its own accord. It is
the great decision of man to make a building as a cube, a pyramid ora sp.here

Form in architecture is determined by the individual, is built form. .
. Today, for the first time in human history, at this point in time when an
immensely adyanced science and perfected technology offer us all possible
means, we build what and how we wiil, we make an architecture that is not

:letermineé by technology but utilizes techrology, a pure, absolute archi-
ecture.

Today man is master over infinite space.

s

Hens Hollein

a2

1962 Yona Friedman:
The ten principles of space town planning

1. The future of towns: they will be centres of leisure, of entertainment, centres
of pubtic life, centres of organization and of decisions of public interest. The
other functions {work, production} will be more and more automated and
consequently, less and less linked to the great a gelomerations. The raw materi-
al *worker” will fose its importance and be transformed into “spectator’ or
‘client’.

2. ‘The new society of towns must not be infloenced by the town planner,
Social distinctions between the different quarters must be spontanecus. A
susplus of about 10% is sufficient for the inhabitants to be able to choose
their respective quarters according to their social preferences.

3. The big cities must be able to contain, in place of industry, agriculture. The
arban peasant is a social necessity.

4. Towns must be air-conditioned. The air-conditioning of fowns permits a
greater freedom and a greater efficacy as to usage: the streets become centres
of public life,

5. The buildings which collectively form the physical town must be on a level
with modern technology (today’s bridges, for example, are often several miles
long).

6. A new town ‘risen from the desert’ is not generally viable. Big citics come
into existence through the development of former smail towns: the big city
must be the intensification of existing towns.

7. The three-dimensional technigue of town planning {spatial town planning)
permits the grouping of guarters both juxtaposed and superimposed.

8, The buildings that make up towns must be skeletons that can be filled at
will. The fitting out of the skeletons will depend upon the initiative of each
inhabitant.

9, We do not know the optimum size of a town. In any case, experience shows
that towns with fewer than three miflion inhabitants relapse into provincial-
ism, towns with more than this number become gigantic. Therefore a limit of
three million inhabitants seems empirically to be the eptimum size.

10, Foresesing a tendency for the population to gravitate towards the cities,
it is no exaggeration to estimate that in the near {uture cities witl contain
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80-85 % of humanity (instead of 507 as at present}. Hence the large agglom-
eration that has the advantage socially (entertainments) and technically (air-
conditioning, transport) will win the day over other types of agglomeration,
It is no exaggeration to imagine the whole of France contained in ten to
twelve cities of 3,000,000 inhabitants, the whole of Evrope in 100 to 120 cities,
the whole of China in 200 cities and the whole world agginmerateﬁ in OO0
big cities.

e
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From the state

From the province

from the municipalities

From the building societies

From property owners

From the architects

From the universities

From the press

From the surveyors’ offices

VWe demand

From the exhibition *Heimat, Deine Hauser” in Stuttgart,
June 1963

new land reguiations ensuring for town
planning the right of disposal over land
ownership in areas of concentration; a change
in the laws governing building assistance.

decisive participation by progressive planners
and architects in formulating the new
provincial building regulations.

independent planning, freed from romantic
prejudices and chance boundaries of ownership,
independent architects as plapners, more
planning competitions.

better designed dwellings through the
employment of better architects, support for
planning, recogaition and asssmption of
cufteral responsibilities,

more constderation for the public interest, less
self-interest, vnderstanding and openness
towards planning,

conscioustess of the artistic task of
architecture, more consideration of the social,
economic and technodogical developments
connected with their work, elimination from the
profession of the evils of brokerage and
speculation.

participation in public problems, so that their
research work may be acknowledped and
utilized.

more space for the needs of planning and
habitation, more criticism and enjightenment
instead of mere factual reports.

collaboration in the realization of new forms of
dwelling and estate layout, separation of the
legal and technical aspects, unbureaucratic
fulfilment of their tasks, decisions on questions
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of fc::rm in conjunction with independent
architects, people not to be prevented from

obtaining better housing by ocutdated Iaws and
outmoded principles.

Muax Bicher, Wilfried Beck-Erlang, Walter Belz,

Stegfried Hieber, Hans Kammerer, Hans Luz,
Werner Luz, Gerhard Schwab,

e
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