








Adolf Loos quote followed by David Batchelor’s comment: ‘Soon the streets of

the city will shine like white walls! Like Zion, the Holy City, Heaven's

capital. The fulfilment will be ours.” Heaven is white; that which gets

closest to God — the Parthenon, the Idea, Purity, Cleanliness — also sheds

its colour. But for Le Corbusier, ornament, clutter, glitter and colour were

not so much signs of primitive ‘degeneracy’, as they had been for Loos,

as they were the particularly modern form of degeneration that we now call

kitsch. The difference is important.
—



A box has no stylc and

is not architecturc. But make the windows a little bigger or a
little smaller than is absolutely necessary, or add the least sgg—gcs—
tion of a moulding, and you have given your box some style.
Thcsc unnecessary things are ornament. Now the box was built
for man’s material welfare; but the ornament, howcvcrﬁsxhght
even if it consist only in the orouping of chimneys, exists to satisfy
some non-material, some spiritual or imaginative need.” That is
what Ruskin meant when he began the first chapter of his Seven
Lamps with the aphorism “All architecture proposes an cftect on
the human mind, not merely a service to the human frame’; and
it was his belief that buildings should contribute to man’s ‘mental
health, power and pleasure’ that led him to valuc ornament.







Far Le Corbusier and Ehrer&rantz,
the problem of modern architecture was finding the socially optimal bal-
ance between individual autonomy and the rational (repressive) lqg_lc of
the machine age. As Le Corbusier argued from the 1920s through the end of
his life, the architect’s role was that of an enforcer: “We must create the
mass-production_spirit. The spirit of constructing mass-produgtion
houses. The spirit of living in mass-production houses.”




6. Grain elevators, from Le Corbusier's T. Walter Gropius's Fagus Shoe Works,
Towards a New Architecture, Alfeld-an-der-Leine, Germany.







The early modernist Adolf Loos wrote ‘Ornament und
Verbrechen’ (Ornament and Crime) and built, at the
same time, a series of houses that aspired to have neu-
tral, expressionless facades. For Loos, this absence of

personal expressivity, or subjective gesturing in archi-

tectural form, gave the house a public persona.
"'—-—_l'—'-————________._—*






For Loos very aptly understood that the
essence of the ideal bourgeois man was to distinguish
between his public persona (neutral facades), and his
private concerns (expressive interiors). Loos produced
his oeuvre by and large before Fourcault’s break-
through, so he had to resort to_white plastered walls
and flat roofs. He was the first one to do so in modern

e

Western architecture.
e



Project for a Brick Country House (1924) Ludwig Mies van der Rohe



Tenets of International Style modernist (functionalist) architecture that Post-modernism rebels against:

1. Emphasis on volume (emphasis on space enclosed by thin planes or surfaces as opposed to the
suggestion of mass and solidity)

2. Regularity (as opposed to ambiguity, to “both/and architecture™)

3. Dependence upon intrinsic elegance of materials, technical perfection, and fine proportions (as
opposed to applied ornament)



The new architecture would be technologically objective in

utilizing modern T.E'Lhnli.:ulﬁb of building and in searching for ideal standards or norms

that might be mass produced. It would be_aesthetically objective in the elemental,

pure "forms it used. It would be sociologically objective in its quest for an architecture

consonant \ with the metropolitan culture of the modern world, which included a com-

mitment to mass housing previously unparalleled in the history of the profession. It

would be psychically and symbolically objective in accepting the clarity, lucidity, taut:iﬂs}

and dynamism assumed to be the qualities of modern life, and celebrating these in an

aesthetic at once concrete and visionary. Thus Le Corbusier’s “esprit nouveau” would

challenge the overemphasis on naturalism, individualism, historicism, and sentimentality

which had characterized nineteenth-century architecture.
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LE CORBUSIER, 1920, A CITY OF TOWERS

A project for Apartments or Flats, butlt as towers of 6o storeys and rising to
a height of 700 feet ; the distance between the towers wonld be from 250 to 300
yards. The towers wounld be from soo fo Goo feet through their greatest
breadth. In spite of the great area devoted fto the surrounding parks, the
density of a normal town of to-day is multiplied many times over.
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Framework of concrete.

LE CORBUSIER, 1922,

MASS-PRODUCTION VILLA

A large living-room 30 feet X 16 feet ; kitchen,
maids’ room ; bedroom, batbroom, boudoir ; 1wo bedrooms and a “ solarium.



MASS-PRODUCTION HOUSE

CORBUSIER, 1921.

LE



4.5 Le Corbusier, Dom-Ino
Howse (1919). Fondation Le
Corbusier, Paris. © 1991
ARS, New York/SPADEM,
Paris.

4.6 Le Corhusier, A Comtem-
porary City (1922). Fonda-
tion Le Corbusier, Paris.

U 1991 ARS, New York/
SPADEM, Paris.




Machine for living! This is one of the expressions for which Le Cor-
busier has been most frequently and most violently reproached. But
what is a machine? An instrument for communicating a certain freedom of
movement, according to Littré; in other words @ motor, but also a house,
according to Diderot’s Recherches philosophiques sur le Beau: Every
machine involves combination, arrangement of parts tending to the
same end. And is not the goal of a house to make life easy and agree-
able? And is it not consequently important that the arrangement of all
its parts tends to this same end?
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BORDEAUX-TESSAC, I1924. MODERN DWHLLINGS

Showing part of a large bonsing-seberes. The primary elensents bave been minutely fixed and are mudtiplied with endless variation:.
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BORDEAUX-TESSAC, I1924. MODERN DWHLLINGS

Showing part of a large bonsing-seberes. The primary elensents bave been minutely fixed and are mudtiplied with endless variation:.









il







4, Le Corbusier's Villa Savoye, Poissy, France.

5. Piet Mondrian's Composition with Red, Blue,
and Yellow.
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Sketches comparing the structure of a fir tree and
a brise-soleil on a skyscraper, early 1940s
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John Entenza, the editor of
Los Angeles’s Arts & Architecture magazine, initiated the
Case Study Houses project (1945-66). Intended to cre-
ate affordable, technologically up-to-date and environ-
mentally sensitive homes, the CSH program sponsored
the design of 36 houses—most of which were built, the
majority in Los Angeles. Participants included stellar
architects such as Eero Saarinen and Charles and Ray
Eames, as well as emerging talents like Raphael Soriano,
Craig Ellwood and Pierre Koenig.
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Graham
pmposed replacing the fagade of a suburban tract house with a wall of gl glass,
-while inserting a mirrored wall that bisected the house longitudinally and faced
outwards, thus reflecting the street, the environment, and the facade ot the
identical house opposite as a kind of spectral presence. He associated the resy_ltmg
effect with a ‘show window display’ or a_‘metaphoric billboard’, symbols of
capitalist consumerism resonant with conceptualism’s critique of confﬁmdity

fetishism and the spectacle, under the sway of Walter Benjalmn and the Frankfurt
school. -

e







In Alteration, t of the mirror reflects occupants and passers-
by equally on either side of the transparent glass wall, revealing their homelessness
in the oppn.sswe greyness of suburbia, imagined earlier in his essay as ‘the garden

of SPPJEEM a lost proletariat’.
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Modern Arch.

International Style glass box
Form follows function

Freedom of the curtain wall
Regularity, emphasis on volume
No ornament, simple, unitary
Rationalist, functionalist, elitist
Humanist

Late-Modern Arch.

“Sexier” glass box, more color
Functional elements become decorative
Excessive functional-looking elements
Less severe, less Puritanical

Mild reform of modern style
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The logic of the flat-glass panel, and its underlying
concept of neutral abstraction purges all the nooks and
crannies and hidden corners of the building it from its
privacy, opacity. Every object is now publicly visible,
every act observable. So the consequence of flat glass
is'ﬂﬁithe modernist project of_ﬁgutrérabstl_‘act t_lg_s?to
be nested into all objects, be re-iterated over and over
until the entire building has achieved an asymptotical-
ly amtate of complete neutrality and

ﬂ -
abstraction.

— 4




So Mies’ solution was: design everything, formal-
ize every aspect of life by neutralizing its appearance.
Duchamp’s solution was: design nothing; once the pub-
lic sphere penetrates everywhere, and all things pri-
vate are subjugated, the public sphere loses its value
and becomes a totality; rather than complete submis-
sion to it, the presentation of the debris of former lives
powerfully displays this violent disruption of privacy
and informality for what it is. Mies’ city is an endless,
ruthless tarmac of publicness. Duchamp’s city then is
an endless, ruthless tarmac of publicness, dotted with
debris, ruins, and fossils, embryos of non-totalized en-
tities.
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the apparently ill-matched furnishings, and indicates that in
this juxtaposition, precisely, is to be found the “watershed.” He
calls attention to the point in time when such a mismatch was not

regarded as a mistake or an anomaly, but accepted as a testimony

to a wholly new conception of contemporary style—as a premo-

nition of what would shortly be termed “Postmodernism.”






Key tenets of postmodern architecture:

1. Return to mass, 1o ornament, 1o quoting past styles, often as “doubling-coding™ of the modern
style with another past style (like Classical or Gothic)

2. Complexity and contradiction (as espoused by Robert Venturi): picturesque, both/and, double-
functioning, difficult-whole, inside/outside, contradiction-juxtaposed, contradiction-
adapted

3. Multivalence as opposed to modernist univalence, hybridization, collage-like.

4. Tronic plurality of historical codes utilized to generating new meaning in architecture, e.g., high
style mixed with a low style (hi/kitsch) are juxtaposed.



A Postmodern building is, if a short dehnition is needed, one which speaks on at Ieast
two _levels at_once: to other architects and a concerned minority who care_about
specifically architectural meanings, and to the public at large, or the Tocal inhabitants,
who care about other issues concerned with comfort, traditional building and a way
of life. Thus Postmodern architecture looks hybrid and, if a visual definition is needed,
rather like the Iromt ol a classic Greek temple. The latter is a geometric architecture of
clegantly fluted columns below, and a riotous billboard of struggling giants above, a
pediment painted in deep reds and blues. The architects can read the implicit metaphors
and subtle meanings of the column drums, whereas the public can respond to the
explicit metaphors and messages of the sculptors. Of course cveryone responds
somewhat to both codes of meaning, as they do in a Postmodern building, but certainly
with different intensity and understanding, and itis this discontinuity in taste cultures
which creates both the theoretical base and ‘dual-coding’ of Postmodernism. (From
Chme Language of Post-Modern Architecture, London, Academy
Editions, 1977)




Important texts contra International Style:

1. Complexity and Coniradiction in Architecture (written in 1962, published in 1966) by Robert
Venturi.

2. Architecture of the City (1966) Aldo Rossi (Italian)
3. Meaning in Architecture (1969) edited by Charles Jencks and George Baird
4. “Requicm for large-scale planning models,” in Journal of the American Institute of Planners
(1973) by Douglas Lee builds on Janc Jacobs’s attack on large-scale, comprehensive and
integrated planning models in The Death and Life of the Great American Cities (1962).
5. Form Follows Fiasco: Why Modern Architecture Hasn't Worked (1974) by Peter Blake
6. Learning from Las Vegas (1972) by Robert Venturi and Denise Scott Brown.
Architecture symposia of the International Design Center in Berlin was where
and when much of the Postmodern architectural ideas were promulgated in
papers presented by Aldo Rossi, Robert Venturi, Denise Scott Brown.
7. The Language of Postmodern Architecture (1977) by Charles Jencks

8. After Modern Architecture (1982) by Paolo Portoghesi



Robert Venturi, Denise
Scott Brown, and their colleagues say again and again in their
book, Learning from Las Vegas, that they will have little to do
with the social and political content lurking behind the architec-

“ture of the strip.




Robert Venturi:

Blatant simplification means bland architecture. Less is a bore.
...create the most necessary antidote to that cataclysmic purism
of contemporary urban renewal which has presently brought so
many cities to the brink of catastrophe . . .

Charles Jencks (on “double-coding™):

There is an unbridgeable gap between the elite and popular
codes, the professional and traditional values, the modern
and vernacular language, and since there is no way to abolish
this gap without a drastic curtailment in possibilities, a totali-
tarian maneuver, it seems desirable that architects recognize
the schizophrenia and code their buildings on two levels.
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105 OF BLECTRICITY, 1)1 B

VED TO FOYER OF AT&T BUILDING, 1984
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1. The Architect's Dream augmented by WSBA,



Scully refers here to the final paragraph of Complexity and Contradiction, where
Venturi references pop art and forestalls the Tessons to be learned in Las V Vegas.
As he writes, “Some of the vivid lessons of Pop AIWOHS of

scale and t context, should have awakened architects from prim dreams of pure

order. ... And it is perhaps from the everyday landscape, vulgar and disdained,

—

that we can draw the complex and contradictory order that is valid and vital for
L we can ry order_

.

our architecture as an urbanistic whole.”




The sign is more important than the architecture.
—ROBERT VENTURI, DENISE SCOTT BROWN, AND STEVEN IZENOUR,
LEARNING FROM LAS VEGAS

Familiar things seen in an unfamiliar context become perceptually new
as well as old.

—ROBERT VENTURI, COMPLEXITY AND CONTRADICTION IN ARCHITECTURE









22. Las Veqas, c. 2000,
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23. Interpretation of the classic Strlp by Robert Venturl and Denlse Scott Brown,
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* Iconographic Surface, rather than Articulated Form

* Explicit Communication, rather than Artstic Expression

* Iconography, rather than Abstract-Expressionism

* Electronic Technology, rather than Electrical Games

* Digital Splendor, rather than Gloomy Glow

* Changing Varieties of Messages and Ornament—to accommodate
Multiculturalism—rather than Abstract Purity

* Convention—acknowledging Everyday-Ordinary—rather than
Original-Dramatique

* Generic Vernacular Shelter, rather than Exotic Expressionist
Sculpture

* Evolutionary Pragmatism, rather than Revolutionary Ideology

* Mannerist Multimedia, rather than Expressionistic Purity



Difficalt whaole
Discontinuity
Disorder
Dissonance
Dizrottion
Diversicy
Dhualicies
Durnbness
Eelectic
Everyday
Ex:eptiuns
Greneric hroken
Imbalznce
Incensistency
Ingorrece
Inflection
Iromy

Jumps in seale
Juxtaposicicns
Layering
Meaning
Monotony
Malivaré
Obseurity
Qrdinary
Paradeo
Pluralism

Pop
Pragmacism
Reality

Seales (ploral)
Sophistication
Syncopation
Tension
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Figure 8.5. Equation of the minimegastructure with the Duck (Venturi, Scott Brown, and Izenour,
Learning from Las Vegas [rev. ed.], 146. Copyright 1977, Massachusetts Institute of Technology.)




TR, Guild Haouse, Friends® Housing for the Elderly, Philadelphia, 19601963 ;
Venturi and Rauch, Cope and Lippincott, Associates

i |




Scully refers here to the final paragraph of Complexity and Contradiction, where
Venturi references pop art and forestalls the Tessons to be learned in Las V Vegas.
As he writes, “Some of the vivid lessons of Pop AIWOHS of

scale and t context, should have awakened architects from prim dreams of pure

order. ... And it is perhaps from the everyday landscape, vulgar and disdained,

—

that we can draw the complex and contradictory order that is valid and vital for
L Wwe can « Iy order

.

our architecture as an urbanistic whole.”
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64. Fire Station #4, Columbus, Indiana.






i

<







107, McDonald's, Lake Buena Vista, Florida.
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Architectural Ruins—a Vision (Bank

of England in Ruins) (1798-1832) by
Joseph Gandy, courtesy of the Trustees
of Sir John Soane’s Museum. This paint-
ing of what was, at the time, a brand-
new building by Gandy’s friend John
Soane reveals the strange imaginative
game those two would play: Gandy
would frequently depict Soane’s struc-
tures in the distant future, long after
they had become ruins, covered with
vines, half-collapsed upon themselves
in feral darkness.






Durmg the Christmas season of 1943 he smgled out The Bombed

Buzidrngs,

recent

y_published boo!

otographs of

war-torn public buildings in London. The book was not so_ much a

protest as an apprematmn of the particular aesthetic of the ruined

state. Evans called it “a handsome record of destruction” and added
his conviction that “many of these charred, strewn, gaping images,
signed by such names as Wren, Adam, Nash, Soane, and Stuart, make
a moving reaffirmation of their dignity and style. Ruin_sometimes

adds beauty as well as pathos.”










Critical Regionalism

Of the design strategies consistently disparaged since the advent of
Modernism, a favorite target of abuse has been regionalism, a studied
response to local climatic, structural, and formal traditions that was itself
one enduring theme of Modernism. This approach Kenneth Frampton
characterized as Critical Regionalism. While hindsight suggests that
adherents of the Modern Movement were no less provincial themselves,
burdened by a singular incomprehension of architectural traditions out-
side of their own narrow Western European backgrounds, in the postwar
years they dismissed as marginal architects whose designs were imbued
with the texture of a specific geographical area, rather than recognizing
that such a strategy necessitated an unusual sensitivity to everything
from energy conservation to the use of local materials. Likewise, because
of the insistence on the adherence to a dominant style, architects in non-
Western countries who were disposed to design in different languages in
response to client preferences found themselves derided as backward
and incoherent.



Rt
e
i i




the Halawa House (1975) at Agami in Egypt, El-Wakil
adc.:Bth indigenous Islamic forms—Ilogegia, windcatch. first-floor bal-
cony, mastabas, oblique entrances, mushrabiyas—and at once also
rejected the universalizing pretensions of Western housing models as the

most appropriate designs for any location. By deploying these elements
on a palatial scale, he effectively Tiberated local Tslamic building traditions

from their associations with poverty and the lower classes, a strategy not
so different from that of Andrea Palladio with vernacular architecture for
his designs of villas in the Veneto.
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The community was developed by following a
spatial hierarchy extending from the private domestic world to the com-
munal court and out into the public space of the city, the maidan, where
shops and other enterprises would be built. Correa designed the basic
housing units, each on a separate lot and without party walls. As 1in
Aranya Township, residents had the opportunity to extend in any direc-
tion they chose according to their preferences, needs, and available
income. Although the architect in this case established more of the early
design decisions, it was with the full expectation that residents would
supplement and overlay his ideas with theirs. The economic program
involved dividing lots into equity plots, where the largest was only 30
square meters (323 square feet) larger than the smallest. In this way the
architect attempted to minimize potentially corrosive conflicts between
rich and poor. Correa intended the program as a model for housing for
India’s extremely poor, but Belapur in fact became a largely a middle-
income suburb. Like many other architects, Correa found himself work-
ing within a circumscribed sphere in which intelligent designs increase
values which in turn leads to gentrification—precisely the opposite of
what was intended.






Paolo Portoghesi (b. 1931, Rome)

/¢ I gy
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Central Mosque, Rome (1974) mixes Islamic and Modernist Motifs

An advocate of postmodern architecture and of the develop-
ment of small cities contra the megalopolis of today.



Postmodern Electicism

Mixes modern style with one or more
historical styles = double-coding

Reacts against the elitism of modern
architecture = populist

Emphasis on mass

Strong revolt against modern style using
a direct attack on all modernist tenets

Deconstructivist Arch,

Use all modernist forms but complexifies them via:
superimposition, palimpsest, violated forms, chance
Elitist and post-humanist

[rrational

Excessive of forms

Strong revolt against modernism by using modernist
forms against that very style, an internal subversion



Key tenets of deconstructivisit architecture (see Journal of Architectural Theory and Criticism:
Deconstruction, a Student Guide, vol.1, no. 2 , 1991):

1. Undermines the unities and closures found in modern architecture by what they call “violated
perfection,” but without escaping from them into some new age like Postmodern eclecticism
does by using modernist forms in excess, irrationally, in superimpositioning of the under-
lying grid structure of the modernist building to decenter the plan rather than center it, super-
imposing aspects of the history of site, creating a palimpsest of times translated into space, and
employing: discontinuity, distortion, fragmentation, repetition, rupture, interruption, and
dislocation.

2. A Dionysian sensibility (irrationality, eros, carnivalesque, etc.) put into tension with Modernism’s
Apollonian sensibility (calm, rational) as per Friedreich Nietzsche's discussion of these
terms (influence of Georges Bataille here).

3. Deconstructivist architecture experiments toward questioning representation, the unity of form, and
standard definitions of the architectural task, .e.g., it wants to shatter the sense of comfortable
complacency by alienating people from their environment (anti-Humanist).



Deconstructivist Architecture gets its name from Deconstructivist literary theory of French theorist Jacques
Derrida. Bernard Tschumi, as Derrida’s friend, has carried the term into architectural theory. (For
more on Derrida, see Jonathan Culler’s book On Deconstruction). This movement became quite
visible by June 1988 when Philip Johnson curated “Deconstructivist Architecture” at Musecum
of Modern Art, NYC. which included Frank Gehry, Daniel Libeskind, Rem Koolhaas, Zaha Hadid,
Coop Himmelblau, Bernard Tschumi, and Peter Eisenman (others: Lebbeus Woods, Eric Owen

Moss, Hiromi Fujii).



Theorist Mark Wigley writes about Decon Architecture: "Ile’rf_eg:j_m*l
is secretly monstrous. Tortured from within, the seemingly perfect form

cow..iﬁ_immmn.”

Wigley’s explicit denial that the work on view was an application of the
literary theory of deconstruction hardly cleared things up, rs:spnﬂ:{:iall*,r in
view of the claim lodged about the same time by Giovannini: “And just
as a literary text, according to advocates of deconstruction such as Jacques
Derrida and the late Paul de Man, doesn’t have a unifying wholeness or
fixed meaning, but several asymmetrical and irreconcilable ones, a build-
ing can consist of disparate ‘texts’ and _Parts that remain dlstmct and
unahgned without achieving a sense of unity”’




Arclute cture
in Transition

E[et:we:an Deconstruction and
New Modernism




4. It contests both sides of the duality abstraction/representation, whereas postmodern eclecticism
favors representation over abstraction.

5. It helps to undermine modernist claims to control, order, and transparent rationality by touting
undecidability in architectural forms and use.

6. Instead of inventing new styles, it maneuvers the pieces of modernist forms to express and under-
mines their unities in favor of indeterminancies and contradiction (like using forms borrowed
from the 1920s Russian Constructivist artists and architects), i.e., disfiguring modern forms.

7. Irony here lies in the contrast in attempting to fix meaning and the impossibility of that attempt;
rejects historical meaning of Postmodern architecture in favor of the pure play of the
signifier (i.e., the forms disconnected from any determinant meaning).

8. Rejects how traditional architecture serves the dominant interests of capitalist society (e.g.,
Lebbeus Woods’s utopian notion of free-space vs. tyranny of types).
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Exploded Folie

The folie is a key clement in Tachumi's design foe the Pare de ba Villetie; despile their
surfsce differences, each folie is based on a standard cube, which is then exploded intn
separate elements and reconligured into different Tomms,

[Bemard Tschumi, Cinegram Folic: Le Pare Jde la Vilkelle. Princeton, K1: Princeton
Architectum] Press, 1988, . 18]
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Bernard Tschumi, Pare de la villewe, Paris
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vitra furniture museum
and factory 9a7-1569

Weil am Rhein, Germany
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I find myself drawn to explore what I call the void—the

——
presence of an overwhelming emptiness created when a com-
L ——————————————

mumty is wiped out, or individual freedom is stamped out;

e

when hen the continuity of life is so brutally dlsruEted that the

structure of life is forever torqued and transformed.
!-.—l-._.____ i . — — ——







Runmning through its zigzag form was a Void—a kind of cut

_—
in which there is nothing. The Void ran, straight but broken,

through galleries, across passageways, into office spaces, and

back out of them. The entire premise of the Judische

Abteilung, I thoughe, was in that Vaid.

——
I had a passage that led to a dead end.
I had a space, the Holocaust Tower, that got so dark you

couldn't see your feet, and the unl}' light filtering down came

from aslie in the roof that was barely visible from below,

I hael o garden where the vegetation was out of reach, in
forty-nine tall pillars overhead, and where the foundation
was ocldly tileed, making visitors feel disoriented, even seasick.
The garden was to commemorate the Jews who had been
forced to flee Berlin, and 1 wanted visitors to be reminded of
the shipwreck of German Jewish history, reminded oo of
what it’s like to arrive, totally without bearings, in a strange,
new land.

Maost radical of all, the new building had no front door. To

reach The musceum, one first had o enter the old Baroque

building of the Berlin Museum, then descend to three roads

below streer level. All the other competitors, every one of
t[“:l".. Iiild ﬂn"}.:ﬂ'lll.ll'llll ar '-‘l't"'.'l-\"l.“gl'ﬂ'lll'llll connection I"lt."t'h"p'l.'l."l'l

the buildings; 1 linked them underground. Though the two

histories contained in their respective buildings might not
always be visibly connected, they are inextricably bound, and
will forever exist in the foundation of Berlin,



THE JEWISH MUSEUM

THE UNDERGROUND










Today, in Denver for example, we

have used a computer program that allows the contractor to

pick any date during construction and visualize how the vari-
— ——

ous components of the building will come together in the most
&7

efficient way, and project how wear and tear will affect the ma-

agn
terials used. Such a tool was unthinkable only a decade ago.
_.
It’s a given that computers have altered the design process.

Is there a drawback to the computer? Of course. In a stag-
——

geringly short period T've started having trouble finding

young architects who can draw. The computer is their pen-

cil; th-&@,I are lost without it. Yet the physical act of drawing

—s
with one’s hand is an important part of the architectural

process. An architect needs to know how to draw; unless
there is a connection of eye, hand, and mind, the drawing of
the building will lose the human soul altogether and become

an abstract exercise.



























Utopian Architecture

Modernist Utopian Schemes
versus

Postmodernist

Modernist grandiose universalism
versus

Postmodernist deconstruction of such
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1933 Century of Progress
Exposition, Chicago

Expo’s slogan #1 borrowed from 1893 Columbian Expo:
“1 Will”

Another slogan was used too: “Science Finds -- Industry
Applies -- Man Conforms”

Fair ran two seasons, into summer 1934.

Architecture styles: art deco, streamline moderne, inter-
national style functionalism, Pop art arch. anticipating
Robert Venturi’s populist PoMo architecture.



Innovations Featured at the Expo

The Travel and Transport Bldg. -- catenary suspened roof
Brook Hill Farm Dairy -- thin concrete-shell roof

Other structures -- diverse composites: Masonite, ply-
wood, Formica, Celotex, sheet-rock; pre-fabrication;
standardization in construction.

Spectacular light shows, colorfully painted bldgs.
World’s largest parking lot.

Expo influenced theme and look of the 1939 NY World’s
Fair.
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BRIDGING CHASM OF FORTY YEARS BY LIGHT FROM ARCTURUS
\ ARCTURUS

e
- PHOTO-ELECTRIC
~ CELL
GIANT A~ ~ T
TELESCOPE 7f) [F HTLFER |
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IMPULSE FROM STAR ARCTURLUS CAPTURED BY POWERFUL TELESCOPES TO TURN ON LIGHTING SYSTEM OF THE WORLD FAIR



A CENTURY OF PROGRESS

CHICAGO, 1933

In the fereground—
GOODYEAR'S LANDING FIELD
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|— EXPOSITION INTERNATIONALE DES ARTS DECORATIFS — PARIS - 1925
PORTE d'HOMMEUR (par Henry Favier et André Ventre, Archuectes, réalisée par Edgard Brandr, maiwe ferronnier) AP
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Ruckminster Fuller: Madel of Dymaxion Deelling Mochines commently, co. 1946, refabricated 2008, Photo Pateick Habgooad, Tannis Kondylieris and Ilias Papageorgiou.



BOTTLING LINE AT THE HIRAM WALKER EXHIBIT, 1674 Sr, BRIDGE IN NORTH LAGOON—CENTURY OF PROGRESS—1834

r

- B i
BOTTLING "CANADIAN CLUB' AND LONDON DRY GIN



The en-

—
actment of the Veterans’ Emergency Honsing Program suppos.ou wne construction
of over a million units in 1946 and still more the following year.'"” The continuing
American dream of owning a single-family home led to the use of prefabricated
techniques and materials to construct massive suburban communities, such as the

_Levittowns.













S

hﬁ%\

e

]ml.u. America’s manufacturing processes are concentrated solidly oa
war materials for Victory. From this gigantic effort will spring many
new developments of vast cconomic consequence to the entice universs
The City of the Future will be born—starting aew architeciural designs
will be an every day occurrence! New alloys—new materials—new
applications—designs engineered by Bohn will be an important con-
tributing factor in making possible a world of new products. Remember
the name Bohn, Our advanced knowledge will be most helpful to many

manufacturers in redesigaing their products of tomorrow.



“Put my groceries in that blue helicopter”

e new clerk at the village marker will [t s interesting to think aboeut this town
Tl-rm:ll fearn that Mre. Rimballs heli- Anvplace, U 50 Ac—alier the war. And
copter is bloe—and that Mres, Peters” s the Delieopters aven’t the hall o it
brizht ved jol, Almos all the shopyring There Il e pmew Kinds of stores, amazing
honsewives now make use of the planee new products on the shelves oo nd e,

parking lat aeroas from the market. more pffierent peecfaiges for the prodoets.,
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Men's Apparel O y Quild Exhibdil Badlding

Naw Yeek World's Fair 1839

stric Building




Tha Seaitest Building Elacirical Prod=cis Building
g v — - - sy e p— el | — . ' ; - i

LBy ¥

New Yark Wapld's Faur 1935 a-33

Cosmetics Bailding Glhass Cenrer Huifding
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Ford Motor Co. “"Hoad of Tomorrow' Exhibit

New York World's Fair 1939 Az



Al rr # -_-.J'Z/;”f.

=




[y 1{‘ e

Ly

5

9. Le Corbusier's Yille Radieuse, 10. Frank Lloyd Wright's Broadacre City.
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Ron Herron (1930-1995); Archigram
W Moving, 1961

Herron described his Wafling Citvas a
‘world capital’. Giant 40-storey nomadic
urban machines — looking rather like: giant
dust-imites, with telescopic legs and arms
and their own micraclimanes —were
dlesioned w roam in herds across the
planet, These could then connect up to
cach other, where conditions allow, 1o farm
a larger metropolis: “Moscow, a desert,
New York Harbor, a Pacific Awoll and che
Thames Esmary, any place and every
place, a world capital of total pmbﬂhilit};'
With change, movement and Pexibilivy —
or ‘indeterminancy’ as he described it—
the increasingly dominant characteristics
of modern urban Iving, Herron ook the
logical step of designing a whole city o
rellect this condition,
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Sultalmens Michacl Webly 1963

‘The infinite Nesablily of Qe Sullalosn eoncept s deamserated b e e segquences
illustented atiove, T the frsa, the veer-ficndly sail 1s allowing for face-in-Mce
crmninicotinn o lake place belween Lw nganadic people; e middle Tmage depleis a
Suitaloon-com-car unit; wlhibs the last serbes reveals the comfort and enmvenience provided
Ty thee Suilaloon, which las s herefil of alliwing the waeneer L plwiys be iear ioine,

(from: Peter Coak, Archlpram, London: Stdie Visia, 1972, 0, R1)
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HLALAN' AFE MOLLADIT O NATLRE
ON ALERLEE AUSTRALLANE WL
LIVE N N DURFERENT HOMES
PLENE THEW LISETOME,  THIS
NOAMARIT TENDENCY IT LSLALLY

BY CRONCE, CiTING BOREDOM,
STATLS ENWY, CONTIOUS
CHENGE N FALMLY DY,
GRONTH OF PERSONAL WEALTH,
CMENGE OF WORWFLACE ETE.,

TRESE SONTANER STAZEERS
SR MOVE THROLEERUT A
MOUSING DOMPLEN SANDOLL Y
CHANTING THE WIERARCHY AND
ARTANFEMENT OF THE
APARTRENT LAYOUT. THEY AGF
IWASTED HERE OGN THE DOCK,

Architect &Androw Maynard's Cark w20
uses conlainsr-stacking cranis to
porpatually rearrange a new suburh
“Chargeng your veew ar nelghbons
with tho apasom aran a whimis sot s
problam at Corb,” the archibert writes
“Charges in family dynamica or apace
rugquiramanis a1e aasily daatt with






















Mlcalnn  Sohblior, Ville  Cyboeod-
Nigaa [ The Cyborotio Cig): Centro
Undeorsitadrg, 1006, Ink doawing,
Courtesy  Waddell Gollery, MNow
Yerk, Fhoto by Studie Yvos Horeo-
chon, Pagia



Named Best Book of 2005 by Archinect

enduring inNOCENCEe ionar architecture

and its political masquerades

keller easterling






Once we visualize cars as chips with wheels, its easier to imagine airplanes as chips with
wings, farms as chips with soil, houses as chips with inhabitants. Yes, they will have
mass, but that mass will be subjugated by the overwhelming amount of knowledge and
information flowing through it. In economic terms, these objects will behave as if they
had no mass at all. In that way, they migrate to the network economy.

—Kevin Kelly

Academia-level award winning programmers with PHD degrees guarantee to deliver

what you need in shortest time on your budget.

—SoftAcademia.com, a company providing automated logistics programming
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anity _really ETls i
Bave to own shil_arym

I-u,ﬂt.hh-uuuml a@udum by or push
1.'

" The larihest-out po
vilved in communities, people with the best heods
anil the most energy. Communities work and are
growing steadily, At Drop City five years ago we
knew of only two bhesides ousselves; now we know

i himn amsl be'll r-.-.|pl-'x.|l-. Tindds, information and

people fow [rocdy.

DROP CITY

i
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Wi wiork at ot work out of jov, from oar energy
cenier, ramming M all through to love-making life,

Wi Toel_[ow compualsions, we make things, we are
Lk__in.'_alc_d_‘l_r- nisd wed bul rather Beang
emplayed erudy by ourselves im the making of things.
We hove found frecdom in sctron, frecdgm in, the

making of things, Creabion has as its sowrce the fgll-
neas of jl.lE We want freedom for_gur bodies, we
wanl Tcalth, we wanl freedom for_our social selvgs,
we wanl poodmess, we want freedom for_our 1gtal
selves, we want Tove, love I jow. poy m bove, we arc
all one. T
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Paolo Soleri




Early life

Soleri was awarded his "laurea” (M.Sc. degree) with highest honors in architecture from the Politecnico di Torino
in 1946. He visited the United States in 1947 and spent a year and a half in fellowship with Frank Lloyd Wright at
Taliesin West in Arizona, and at Taliesin in Spring Green, Wisconsin. During this time, he gained international
recognition for a bridge design displayed at the Museum of Modern Art.

Soleri returned to Italy in 1950 where he was commissioned to build a large ceramics factory, "Ceramica Artistica
Solimene." The processes he became familiar with in the ceramics industry led to his award-winning designs of
ceramic and bronze windbells and siltcast architectural structures. For over 30 years, the proceeds from the
windbells have provided funds for construction to test his theoretical work.

In 1956 he settled in Scottsdale, Arizona, with his late wife, Colly, and their two daughters. Dr. and Mrs. Soleri
made a life-long commitment to research and experimentation in urban planning, establishing the Cosanti
Foundation, a non-profit educational foundation. Soleri's philosophy and works have been strongly influenced by
the Jesuit paleontologist and philosopher Pierre Teilhard de Chardin.



Arcosanti

The Foundation's major project is Arcosanti, a planned community for 5,000 people designed by Soleri, under
construction since 1970. Located near Cordes Junction, about 70 miles north of Phoenix and visible from
Interstate I-17 in central Arizona, the project is based on Soleri's concept of "Arcology,” architecture coherent
with ecology. An arcology is a hyperdense city designed to maximize human interaction; maximize access to
shared, cost-effective infrastructural services like water and sewage; minimize the use of energy, raw materials
and land; reduce waste and environmental pollution; and allow interaction with the surrounding natural
environment. Arcosanti is the prototype of the desert arcology.

Since 1970, over 6000 people have participated in Arcosanti's construction. Their international affiliation group is
called the Arcosanti Arcology Network (alternate website). As of 2005 Arcosanti stands some fraction of 1%
complete.
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Arcology is Paolo Soleri's concept of cities which embody the fusion
of architecture with ecology. The arcology concept proposes a highly
integrated and compact three-dimensional urban form that is the
opposite of urban sprawl with its inherently wasteful consumption of
land, energy and time, tending to isolate people from each other and
the community. The complexification and miniaturization of the city
enables radical conservation of land, energy and resources.
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An arcology’s direct proximity to uninhabited wilderness would
provide the city dweller with constant immediate and low-impact
access to rural space as well as allowing agriculture to be situated
near the city, maximizing the logistical efficiency of food distribution
systems. Arcology would use passive solar architectural techniques
such as the apse effect, greenhouse architecture and garment
architecture to reduce the energy usage of the city, especially in
terms of heating, lighting and cooling. Overall, arcology seeks to
embody a “Lean Alternative” to hyper consumption and wastefulness
through more frugal, efficient and intelligent city design.
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Disney’s Celebration

Celebration Realty, Inc.
Memory Book, Celebration,
Florida

Sales prospectus, 1980s

©The Celebration Company

"l den't believe there's a
challenge anywhere in the
world that's more important
to people everywhere than
finding solutions to the prob-
lems of our communities.”

- Walt Disney

Billed as a "community built
on a foundation of corner-
stones: Community, Educa-
tion, Health, Technelogy, and a
Sense of Place,” the town of
Celebration, Florida, was

developed in the 1920s by
The Celebration Company, part
of The Walt Disney Company's
Imagineering group. It was
conceived as a small south-
gastern town {anticipated pop-
ulation, 12,000-15,000) with
pre-1940s architecture. The
houses, recreational facilities,
downtown area, municipal
buildings, and office park were
designed by some of the

most prominent architects

and architectural firms of the
time, including Robert A. M.
Stern Architects, Jaguelin
Robertson of Cooper Robert-
son & Partners, Michael
Graves Architect, and Philip
Johnson, Ritchie & Fiore

Architects. With an emphasis
on creating a traditional small-
town community with all

the conveniences of modern
technology, this plannad town
was designed t¢ encourage
interaction between neighbors
through large front porches on
every house, wide sidewalks
and services well within walk-
ing distance, a hospital, a
school, and a central business
district. Its strict rules on archi-
tecture and landscaping have
been hailed by some as the
answer to modern town plan-
ning and criticized by others
as an attempt by the Walt
Disney Company to control
the lives of the residents.



THE ARCHITECTURE OF SPAM
The Spam Architecture series

by Alex Dragulescu, currently a
researcher at MIT's Media Lab,
was “generated by a computer
program that accepts as input,
junk e-mail. Various patterns,
keywords and rhythms found in
the text are translated into three-
dimensional modeling gestures.”
It is spam in architectural form.

If you applied this to large-scale
architectural design, you could
actually live inside junk e-mails,
computer viruses, and unsolicited
ads for Viagra.






Lebbeus Woods



Lebbeus Woods

From Wikipedia, the free encyclopedia

Lebbeus Woods (Lansing, Michigan, 1940 - ) is an American artist who envisions experimental environments
rather than designing practical buildings, comparing his work to the visionary power of cinema. He was quoted
saying "the interplay of metrical systems establishing boundaries of materials and energetic forms is the
foundation of a universal science (universcience) whose workers include all individuals...."

The majority of his explorations deal with the design of systems in crisis: the order of the existing being
confronted by the order of the new. His designs are politically charged and provocative visions of a possible
reality, provisional, local and charged with the investment of their creators. He is best known for his proposals for
San Francisco, Havana and Sarajevo included in the publication of Radical Reconstruction in 1997. Sarajevo after
its civil war, Havana in the grips of the ongoing trade embargo, and San Francisco after the Loma Prieta
earthquake.

Woods studied architecture at the University of Illinois and engineering at Purdue University and first worked in

the offices of Eero Saarinen, but in 1976 turmed exclusively to theory and experimental projects. M e is
currently a professor of architecture at the Cooper Union in New York City. In 1998 Woods co-founded RIEA,
the Research Institute for Experimental Architecture, a non-profit institution devoted to the advancement of
experimental architectural thought and practice while promoting the concept and perception of architecture itself.

Architecture and war are not incompatible. Architecture is war. War is architecture. [ am at war with my time,
with history, with all authority that resides in fixed and frightened forms. I am one of millions who do not fit in,
who have no home, no family, no doctrine, no firm place to call my own, no known beginning or end, no "sacred
and primordial site.” [ declare war on all icons and finalities, on all histories that would chain me with my own
falseness, my own pitiful fears. [ know only moments, and lifetimes that are as moments, and forms that appear
with infinite strength, then "melt into air." 1 am an architect, a constructor of worlds, a sensualist who worships the
flesh, the melody, a silhoutte against the darkening sky. I cannot know your name. Nor you can know mine.
Tomorrow, we begin together the construction of a city.



Lebbeus Woods:
Underground Berlin
Berlin Free-zone



coherent, unifying worldview
strangeness

harmony, unity

cyclicality

growth and decay

humanistic architecture

upheaval, earthquake, turbulence
experimental living

heterarchy

continuous transformation or change
freespace and free zone
self-invention, self-transformation
autonomy

ethical responsibility/commitment of
architecture

technology

new kind of space

indeterminacy, uncertainty, ambiguity
dynamic balance

chaos theory

borders, borderlines

spaces of crisis



A genuine homecoming is
incompatible with tﬁﬁuman condition: it would
mean death. Full self-affirmation demands that

H-hh"l—-———.-'-.-.-.-_

we embrace our essential homelessness.




Manifesto

Architecture and war are not incompatible. Architecture is war. War is
architecture.
| am at war with my time, with history, with all authority that resides in
fixed and frightened forms.
| am one of millions who do not fit in, who have no home, no family, no
doctrine, no firm place to call my own, no known beginning or end, no
“sacred and primordial site.”
| declare war on all icons and finalities, on all histories that would
chain me with my own falseness, my own pitiful fears.
| know only moments, and lifetimes that are as moments, and forms that
appear with infinite strength, then “melt into air.”
| am an architect, a constructor of worlds, a sensualist who worships the
flesh, the melody, a silhouette against the darkening sky. | cannot know
your name. Nor can you know mine.
Tomorrow, we begin together the construction of a city.



I haven’t mentioned yet that in my projects I am

very interested in structures that derive their strength from their shape,

O — T -.. .
such as one ninds 1n aircraft of all kinds. One doesn’t need columns and

P S
beams and slabs, or any kind of skeleton — in fact, in a kinetic architec-
=

ture one doesn’t want that type of rectilinear structure at all. If one takes

a sheet of paper and crumples it, 1t acquires great structural strength,

relatively speaking. The same with a sheet of steel.

At first, these bent and curved forms didn’t seem to belong in the
center of Berlin, but then I began to realize that, yes, they did belong,
as something unknown, undefined, uncertain, ambiguous, having to do

with a potential in the city yet to be realized. So I proposed that these

structures should enter existing structures, the already known fabric of

the city, and become a hidden city, of entirely unknown_ purpoge or

meaning,




I call these spaces “free-spaces.” They are not free in the sense that

they are e neutral or interchangeable, rather they provide a freedom that

can only come [rom something very particular, very precise, definite, and

unique, a unique configuration of space, shape and texture of surface, a

precise frequency of light, the certain angle between surfaces. It's not a
_._-_-_.—._'_ —

I

Cartesian world of neutrality, but, physically, something very definite.
Beyond the precise physical conditions, the existential conditions of a

given moment, these spaces are undefined.
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Lebbeus Woods:
Aerial Paris
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Lebbeus Woods:
Zagreb Free Zone



Architects, who design the buildings symbolizing the prevailing au-
thority in society, especially those architects who monumentalize author-
ity by making its buildings into ‘“‘art,” are part of the repression, part of the
weight against those who are today being crushed into submission by the
most brutal means. No doubt these architects argue that their concern is
architecture and not politics, not social conditions over which they might
also claim they have no control. The best of these architects believe that
they are serving the “higher interests” of civilization, those qualities of
thought and action that transcend the passing problems of the world, that
are the timeless ingredients of art and science. But what if civilization
itself is changing, and with it the very nature of its higher interests?
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Lebbeus Woods:
Centricity



FIG. 4 Concentric field, 1987, fram the sengs Contnicity: The Umitied Urban Figld
1987-88. Graphite on Strathmore, 23 x 24 0















The Solohouse is a house, a basic unit of habitation, for one individual

(fig. 1-5). It has one space, which is not really divided, but only

modulated by a series of intervening leaves or platforms within the

space. The plan reveals the same structural idea that appears in many

e

of the earlier projects. The structural rigidity derives from the form

itself. It’s really stress-skin, aircraft construction. No skeleton is needed.













Artificial ruins, too,
are a kind of anarchitecture, calling into question
an architecture that would defeat the terror of
time with images of permanence. Something of
the appeal of ruins has resurfaced, transformed
in contemporary arch tecture’s deconstructlve
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So I said, “Maybe New York can establish
a new kind of scale”—and the scale T was inter-
ested in was the scale of the city to the Earth,
to the planet. I made the drawing as a demon-
stration of the fact that Manhattan exists, with
its towers and skyscrapers, because it sits on
a rock—on a granite base. You can put all this
weight in a very small area because Manhattan
sits on the Earth. Let’s not forget that buildings
sit on the Earth.

I wanted to suggest that maybe lower Man-
hattan—not lower downtown, but lower in the
sense of below the city—could form a new rela-
tionship with the planet. So, in the drawing,
you see that the East River and the Hudson are
both dammed. They’re purposefully drained,
as it were. The underground—or lower Manhat-
tan—is revealed, and, in the drawing, there are
suggestions of inhabitation in that region. So it
was a romantic idea—and the drawing is very
conceptual in that sense. It’s peeling back the
surface to see what the planetary reality is. It's
not geologically correct, I'm sure, but the idea
is there.






Chaos, Complexity,
and Architecture



A key notion of Complexity Theory is that nature, or Gaia, or even the universe
as a whole is always pushing 1t:>elf to the brink, to the boundary between order
and chaos.




| . Creativity is balanced at this knife edge between
predictability and randomness. A completely ordered or completely chaotic sys-
tem is not very valuable because it cannot evolve very far; it cannot improve




Dynamical Systems: ' 5
Order — ‘Complexity’ (Edge of Chaos) — Chaos

Matter:
Solid — ‘Phase Transition’ — Fluid

Computation:
Halting — ‘Undecidable’ — Nonhalting

Cellular Automata Classes:
[ &I - TV =111
Life:

Too static — ‘Life/Intelligence’ — Too noisy



SECOND JUMP
ERA OF MATTER

THIRD JUMP

utoms, slars, galixles
11 Billian yaars ERA OF LIFE
culls, sexuality, eeling

A killlon years

FIRST JUMP

ERA OF ENERGY
qunrka, phaiena
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ALL POSSIBLE LAWS
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1800 ‘SOFT SCIENCES’ 'HARD SCIENCES’

Fourier
Thermodynamics
Ecology
Poincare defines chaos mathematically
1900 _ QUANTUM PHYSICS RELATIVITY THEORY
Morphogenesis .
Semiology Genetics
Gestalt Psychology
Emergence Theory
Organic Mechanism (Whitehead)
Ethology Quantum Theories
Holistic Theories ) { Holography
Life Sciences
1950 Cybernetics Nuclear Physics
Feedback systems System Theory (DNA)
Computer sciences ) Mon Ergodic system
New Ecology Sociology of Knowledge (Kuhn)
Cognitive sciences Big Bang Cosmology
Self-Organising systems . CHAOS SCIENCES Fractals
} Monlinear dynamics
Gaia Neutral nets Weather prediction  Superstrings
Anthropic Principle Fuzzy Logic Feigenbaum sequence

Post-Modern Sciences of Complexity start with a trickle in the nineteenth century, deepen
with Quantum and Relativity Theories in the early twentieth and then become an inter-
connected river delta by the end of the century, with nonlinear dynamics and chaos theory.,
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The Homeless:

Krzysztof Wodiczko's Solution
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