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PREFACE

The purpose of this book is to introduce students of architecture to the important litera-
ture of the field. It consists of journal articles and selected book chapters by authors who
are recognized as major contributors to architectural history, theory, and practice. The
book also will serve as a reference document for architects, design educators, building
clients, and others who seek an overview of architecture as an academic discipline as
well as a professional pursuit.

The book is a companion work of Jay M. Stein’s (1995) Classic Readings in Urban
Planning. As such, this text is a continuation of the objectives contained in the previous
book and is seen as a way of extending introductory material into a field closely allied
with planning. The assumption is that one of the best ways to introduce a field is to ex-
pose the reader to its great works, the “classics.” Webster’s (1979: 334) defines classic
as: “of the highest class; most representative of the excellence of its kind; having rec-
ognized worth.” Thus, we define classic readings as those that are of superior quality,
represent outstanding scholarship, and may have influenced or changed the field.

However, major distinctions between this book and Classic Readings in Urban Plan-
ning (Stein 1995) are the audience to which each is directed and the nature of the individ-
ual readings. The earlier book was written for upper-level undergraduate and graduate-
level students of planning, while Classic Readings in Architecture will serve as a text for
first-year students in architectural curricula. Also, the articles in this book have been se-
lected as much as an introduction to important authors as a review of significant or semi-
nal works. In this respect the term “classic” differs from that in the planning text. The re-
search conducted by the editors for this book revealed that the definitions of “classic
readings” in architecture are broader and less focused than the literature of planning. While
fairly definitive categories of academic and professional fields can be drawn in planning—
transportation, housing, economic development—no such fixed categories exist in archi-
tecture. Thus, it is more appropriate to view Classic Readings in Architecture as an intro-
duction to significant contributors of architectural knowledge and as a guide to the larger
body of architectural literature.

Classic Readings in Architecture contains 36 readings organized into three major ar-
eas, each with subcategories. Thus, the book is organized as follows: Architecture as Ar-
tifact (Architectural History and Theory, Architectural Form, and Architectural Technol-
ogy); The Context of Architecture (The Urban Environment, The Natural Environment,
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and the Human Environment); and the Process of Architecture (The Design Process, The
Social Implications of Architecture, and The Architectural Profession). Each reading be-
gins with a brief abstract of the work, and each of the nine category sections concludes
with a “suggested readings” list of selected articles and books from that field of study.
Faculty, students, and professionals will find the suggested readings to be useful for more
extensive study in these areas.

Classic Readings in Architecture can be used as a major or supplementary text in in-
troductory courses in architecture, as a reference guide in the various areas of knowl-
edge, and as a companion text in courses that are focused on a specific architectural
topic. The book would be valuable, for example, in a course in architectural history as a
way of placing an historical concept in the context of a broad survey of architectural the-
ory and practice.

THE CLASSIC CONCEPT

The objectives of this collection of readings are the same as those outlined in Jay M.
Stein’s (1995) earlier book on planning, namely that “it is far more interesting and ex-
citing to directly experience ideas and read—even struggle—with original writings, than
itis to review someone else’s synopsis about those ideas.” In any introductory course in
architecture, the student will be exposed to a-wide range of architects, buildings, pro-
fessional standards, and theoretical concepts. We feel that it is important for the student
not only to be introduced to these concepts, but to be given the opportunity to hear the
voices of the historians, theoreticians, and practitioners who were significant contribu-
tors to those ideas. The works contained in Classic Readings in Architecture will pro-
vide the student with that opportunity.

ORGANIZING THE SUBJECT AREAS

A primary challenge in assembling these readings has been to create a typology for the
architectural literature presented in the book. To develop our typology, we have been
guided by the results of a survey conducted in Spring 1996 of introductory architecture
courses offered by departments listed in the Association of Collegiate Schools of Archi-
tecture (ACSA)’s Guide to Architecture Schools, S5th ed. (1994). Schools that responded
to the survey are listed at the end of this Preface (we regret any unintended omissions).

The survey of introductory courses served two major purposes. First, it provided the
basis for organizing the book into the nine categories by identifying the most frequently
covered content areas in introductory courses. Second, the surveys provided important
input as part of the process of selecting the readings included in the book.

SELECTING THE READINGS

Similar to the approach used in Classic Readings in Urban Planning (Stein 1995), we
have used a systematic, four-step process to obtain information from several sources to
help identify the “classics” included in this book. The four steps include:
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1 Asurvey and analysis of introductory course syllabi.
2 A survey of architecture educators.

3 Identification of award-winning writings.

4 A general review of architecture literature.

The survey and analysis of course syllabi have already been discussed. We also con-
ducted a survey in Fall 1996 of architecture experts listed in the Guide to Architecture
Schools, 5th ed. (ACSA 1994) representing the now-identified subject areas to be cov-
ered in the book. The survey of architecture educators did not follow a purely scientific
sampling procedure, but rather is only an attempt to obtain feedback from a diverse
group of experts. The questionnaire sent to the respondents identified their field of ex-
pertise and asked two simple questions:

1 “Please outline a maximum of ten areas of knowledge that might form chapter
headings in this book.”

2 “Also please list three articles or book chapters that you consider to be essential
readings for an introductory course in architecture . . .”

The results of this survey were a major information source in selecting the readings for
the book. At the end of this Preface is a list of the architecture educators who were con-
sulted and agreed to the publication of their names (we regret any unintended omis-
sions). Others were consulted but preferred anonymity.

As a third source of input to the classics selection process, we also attempted to identify
writings and authors who have received awards or special recognition for their work. Sev-
eral of the readings selected for the book meet this criterion. Finally, we conducted a major
literature review and consulted with several colleagues as to their suggestions for the book.

Although surveys of curricula and educators in North American schools of architecture
have provided valuable input for organizing the book and selecting the readings, our fi-
nal selections for this collection were based on two important assumptions. First, the
term architecture can be defined from at least three distinct perspectives: as a physical
artifact; as a part of the larger built, natural, and human environments; and as a process.
The readings, therefore, have been classified as contributions to the understanding of ar-
chitecture within these areas of intellectual and professional knowledge. The second as-
sumption has been that the readings would be by contemporary authors who had con-
tributed an extensive body of knowledge to the literature of architecture. The two
exceptions to this rule are the inclusion of works by Vitruvius, on the one hand, and
Emest Boyer and Lee Mitgang, on the other. In the case of the former, we felt strongly
that a book of classic readings in architecture should include what must be considered
an icon of architectural literature and a starting point of Western architectural thought.
In the latter instance, we believe that the most recent study of the field by the American
architectural establishment—Building Community: A New Future for Architecture Edu-
cation and Practice (Boyer and Mitgang 1996)—requires the attention of the student of
architecture. These two works form the Prologue and Epilogue to the text.
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Although we followed such a painstaking process to select the readings, the needs of
atextbook required several compromises. These include: consideration given to the suit-
ability of the level and complexity of the writings for an introductory course; a desire to
include different voices and views; and, finally, the difficulties involved in obtaining
reprint permissions in a timely manner and at an affordable rate relative to our con-
strained budget. Nevertheless, we believe that this book contains an excellent collection
of readings and offers a comprehensive introduction to the field of architecture.

Enjoy the readings and welcome to the adventure of architecture.
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PREFACE

2 PROLOGUE

READING 1
Book I

Vitruvius (Marcus Vitruvius Pollio)

This selection is the first of Vitruvius’s The Ten Books on Architecture, a
compendium of the essential architectural knowledge that was extant during the
first century BC. Vitrivius’s work, which covers almost every aspect of
architecture, city planning, and civil engineering, is based primarily on classical
Greek methods of design and construction. Examples of topics examined include
urban design, architecture, building methods, building types, hydraulics, the
measurement of time, and military fortifications. “Book I” describes the
education of the architect, the fundamental principles of architectural design, the
siting of cities, urban fortifications, and the layout of urban streets and public
buildings. In “Book I” the reader first encounters Vitruvius’s famous dictum that
good architecture must be a combination of the three elements of “durability,
convenience and beauty.”

1 While your divine intelligence and will, Imperator Caesar, were engaged in ac-
quiring the right to command the world, and while your fellow citizens, when all their
enemies had been laid low by your invincible valour, were glorying in your triumph and
victory,—while all foreign nations were in subjection awaiting your beck and call, and
the Roman people and senate, released from their alarm, were beginning to be guided by
your most noble conceptions and policies, I hardly dared, in view of your serious em-
ployments, to publish my writings and long considered ideas on architecture, for fear of
subjecting myself to your displeasure by an unseasonable interruption.

2 But when [ saw that you were giving your attention not only to the welfare of so-
ciety in general and to the establishment of public order, but also to the providing of pub-
lic buildings intended for utilitarian purposes, so that not only should the State have been
enriched with provinces by your means, but that the greatness of its power might like-
wise be attended with distinguished authority in its public buildings, I thought that I
ought to take the first opportunity to lay before you my writings on this theme. For in
the first place it was this subject which made me known to your father, to whom I was
devoted on account of his great qualities. After the council of heaven gave him a place
in the dwellings of immortal life and transferred your father’s power to your hands, my
devotion continuing unchanged as I remembered him inclined me to support you. And
so with Marcus Aurelius, Publius Minidius, and Gnaeus Cornelius, I was ready to sup-
ply and repair ballistae, scorpiones, and other artillery, and I have received rewards for

Source: The Ten Books on Architecture by Marcus Vitruvius Pollio, Dover Edition, 1960, is an unabridged
and unaltered republication of the first edition of the English translation by Morris Hicky Morgan, originally
published by the Harvard University Press in 1914. Reproduced by permission of Dover Publications, Inc.
Pp. 3-32.
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good service with them. After your first bestowal of these upon me, you continued to re-
new them on the recommendation of your sister.

3 Owing to this favour I need have no fear of want to the end of my life, and being
thus laid under obligation I began to write this work for you, because I saw that you have
built and are now building extensively, and that in future also you will take care that our
public and private buildings shall be worthy to go down to posterity by the side of your
other splendid achievements. I have drawn up definite rules to enable you, by observing
them, to have personal knowledge of the quality both of existing buildings and of those
which are yet to be constructed. For in the following books I have disclosed all the prin-
ciples of the art.

THE EDUCATION OF THE ARCHITECT

1 The architect should be equipped with knowledge of many branches of study and
varied kinds of learning, for it is by his judgement that all work done by the other arts is
put to test. This knowledge is the child of practice and theory. Practice is the continuous
and regular exercise of employment where manual work is done with any necessary ma-
terial according to the design of a drawing. Theory, on the other hand, is the ability to
demonstrate and explain the productions of dexterity on the principles of proportion.

2 It follows, therefore, that architects who have aimed at acquiring manual skill
without scholarship have never been able to reach a position of authority to correspond
to their pains, while those who relied only upon theories and scholarship were obviously
hunting the shadow, not the substance. But those who have a thorough knowledge of
both, like men armed at all points, have the sooner attained their object and carried au-
thority with them.

3 In all matters, but particularly in architecture, there are these two points:—the
thing signified, and that which gives it its significance. That which is signified is the sub-
ject of which we may be speaking; and that which gives significance is a demonstration
on scientific principles. It appears, then, that one who professes himself an architect
should be well versed in both directions. He ought, therefore, to be both naturally gifted
and amenable to instruction. Neither natural ability without instruction nor instruction
without natural ability can make the perfect artist. Let him be educated, skilful with the
pencil, instructed in geometry, know much history, have followed the philosophers with
attention, understand music, have some knowledge of medicine, know the opinions of
the jurists, and be acquainted with astronomy and the theory of the heavens.

4 The reasons for all this are as follows. An architect ought to be an educated man
so as to leave a more lasting remembrance in his treatises. Secondly, he must have a
knowledge of drawing so that he can readily make sketches to show the appearance of
the work which he proposes. Geometry, also, is of much assistance in architecture, and
in particular it teaches us the use of the rule and compasses, by which especially we ac-
quire readiness in making plans for buildings in their grounds, and rightly apply the
square, the level, and the plummet. By means of optics, again, the light in buildings can
be drawn from fixed quarters of the sky. It is true that it is by arithmetic that the total cost
of buildings is calculated and measurements are computed, but difficult questions in-
volving symmetry are solved by means of geometrical theories and methods.
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Caryatides [From the edition of Vitruvius by Fra Giocondo, Venice, 1511}

5 A wide knowledge of history is requisite because, among the ornamental parts of
an architect’s design for a work, there are many the underlying idea of whose employ-
ment he should be able to explain to inquirers. For instance, suppose him to set up the
marble statues of women in long robes, called Caryatides, to take the place of columns,
with the mutules and coronas placed directly above their heads, he will give the follow-
ing explanation to his questioners. Caryae, a state in Peloponnesus, sided with the Per-
sian enemies against Greece; later the Greeks, having gloriously won their freedom by
victory in the war, made common cause and declared war against the people of Caryae.
They took the town, killed the men, abandoned the State to desolation, and carried off
their wives into slavery, without permitting them, however, to lay aside the long robes
and other marks of their rank as married women, so that they might be obliged not only
to march in the triumph but to appear forever after as a type of slavery, burdened with
the weight of their shame and so making atonement for their State. Hence, the architects
of the time designed for public buildings statues of these women, placed so as to carry
aload, in order that the sin and the punishment of the people of Caryae might be known
and handed down even to posterity.
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6 Likewise the Lacedaemonians under the leadership of Pausanias, son of Age-
sipolis, after conquering the Persian armies, infinite in number, with a small force at the
battle of Plataea, celebrated a glorious triumph with the spoils and booty, and with the
money obtained from the sale thereof built the Persian Porch, to be a monument to the
renown and valour of the people and a trophy of victory for posterity. And there they set
effigies of the prisoners arrayed in barbarian costume and holding up the roof, their pride
punished by this deserved affront, that enemies might tremble for fear of the effects of
their courage, and that their own people, looking upon this ensample of their valour and
encouraged by the glory of it, might be ready to defend their independence. So from that
time on, many have put up statues of Persians supporting entablatures and their orna-
ments, and thus from that motive have greatly enriched the diversity of their works.
There are other stories of the same kind which architects ought to know.

7 As for philosophy, it makes an architect high-minded and not self-assuming, but
rather renders him courteous, just, and honest without avariciousness. This is very im-
portant, for no work can be rightly done without honesty and incorruptibility. Let him
not be grasping nor have his mind preoccupied with the idea of receiving perquisites, but
let him with dignity keep up his position by cherishing a good reputation. These are
among the precepts of philosophy. Furthermore philosophy treats of physics (in Greek
dvorohoyla) where a more careful knowledge is required because the problems which
come under this head are numerous and of very different kinds; as, for example, in the
case of the conducting of water. For at points of intake and at curves, and at places where
it is raised to a level, currents of air naturally form in one way or another; and nobody
who has not learned the fundamental principles of physics from philosophy will be able
to provide against the damage which they do. So the reader of Ctesibius or Archimedes
and the other writers of treatises of the same class will not be able to appreciate them un-
less he has been trained in these subjects by the philosophers.

8 Music, also, the architect ought to understand so that he may have knowledge of
the canonical and mathematical theory, and besides be able to tune ballistae, catapultae,
and scorpiones to the proper key. For to the right and left in the beams are the holes in the
frames through which the strings of twisted sinew are stretched by means of windlasses
and bars, and these strings must not be clamped and made fast until they give the same
correct note to the ear of the skilled workman. For the arms thrust through those stretched
strings must, on being let go, strike their blow together at the same moment; but if they
are not in unison, they will prevent the course of projectiles from being straight.

9 In theatres, likewise, there are the bronze vessels (in Greek mxeta) which are
placed in niches under the seats in accordance with the musical intervals on mathemat-
ical principles. These vessels are arranged with a view to musical concords or harmony,
and apportioned in the compass of the fourth, the fifth, and the octave, and so on up to
the double octave, in such a way that when the voice of an actor falls in unison with any
of them its power is increased, and it reaches the ears of the audience with greater clear-
ness and sweetness. Water organs, too, and the other instruments which resemble them
cannot be made by one who is without the principles of music.

10 The architect should also have a knowledge of the study of medicine on account
of the questions of climates (in Greek kAipaTa), air, the healthiness and unhealthiness
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of sites, and the use of different waters. For without these considerations, the healthiness
of a dwelling cannot be assured. And as for principles of law, he should know those
which are necessary in the case of buildings having party walls, with regard to water
dripping from the eaves, and also the laws about drains, windows, and water supply. And
other things of this sort should be known to architects, so that, before they begin upon
buildings, they may be careful not to leave disputed points for the householders to set-
tle after the works are finished, and so that in drawing up contracts the interests of both
employer and contractor may be wisely safe-guarded. For if a contract is skilfully drawn,
each may obtain a release from the other without disadvantage. From astronomy we find
the east, west, south, and north, as well as the theory of the heavens, the equinox, sol-
stice, and courses of the stars. If one has no knowledge of these matters, he will not be
able to have any comprehension of the theory of sundials.
11 Consequently, since this study is so vast in extent, embellished and enriched as it
is with many different kinds of learning, I think that men have no right to profess them-
selves architects hastily, without having climbed from boyhood the steps of these stud-

ies and thus, nursed by the knowledge of many arts and sciences, having reached the
heights of the holy ground of architecture.
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12 But perhaps to the inexperienced it will seem a marvel that human nature can
comprehend such a great number of studies and keep them in the memory. Still, the ob-
servation that all studies have a common bond of union and intercourse with one another,
will lead to the belief that this can easily be realized. For a liberal education forms, as it
were, a single body made up of these members. Those, therefore, who from tender years
receive instruction in the various forms of learning, recognize the same stamp on all the
arts, and an intercourse between all studies, and so they more readily comprehend them
all. This is what led one of the ancient architects, Pytheos, the celebrated builder of the
temple of Minerva at Priene, to say in his Commentaries that an architect ought to be
able to accomplish much more in all the arts and sciences than the men who, by their
own particular kinds of work and the practice of it, have brought each a single subject
to the highest perfection. But this is in point of fact not realized.

13 For an architect ought not to be and cannot be such a philologian as was
Aristarchus, although not illiterate; nor a musician like Aristoxenus, though not ab-
solutely ignorant of music; nor a painter like Apelles, though not unskilful in drawing;
nor a sculptor such as was Myron or Polyclitus, though not unacquainted with the plas-
tic art; nor again a physician like Hippocrates, though not ignorant of medicine; nor in
the other sciences need he excel in each, though he should not be unskilful in them. For,
in the midst of all this great variety of subjects, an individual cannot attain to perfection
in each, because it is scarcely in his power to take in and comprehend the general theo-
ries of them.

14 Still, it is not architects alone that cannot in all matters reach perfection, but even
men who individually practise specialties in the arts do not all attain to the highest point
of merit. Therefore, if among artists working each in a single field not all, but only a few
in an entire generation acquire fame, and that with difficulty, how can an architect, who
has to be skilful in many arts, accomplish not merely the feat—in itself a great marvel—
of being deficient in none of them, but also that of surpassing all those artists who have
devoted themselves with unremitting industry to single fields?

15 It appears, then, that Pytheos made a mistake by not observing that the arts are
each composed of two things, the actual work and the theory of it. One of these, the do-
ing of the work, is proper to men trained in the individual subject, while the other, the
theory, is common to all scholars: for example, to physicians and musicians the rhyth-
mical beat of the pulse and its metrical movement. But if there is a wound to be healed
or a sick man to be saved from danger, the musician will not call, for the business will
be appropriate to the physician. So in the case of a musical instrument, not the physician
but the musician will be the man to tune it so that the ears may find their due pleasure in
its strains.

16 Astronomers likewise have a common ground for discussion with musicians in the
harmony of the stars and musical concords in tetrads and triads of the fourth and the fifth,
and with geometricians in the subject of vision (in Greek Aéyos éwTLkds); and in all other
sciences many points, perhaps all, are common so far as the discussion of them is con-
cerned. But the actual undertaking of works which are brought to perfection by the hand
and its manipulation is the function of those who have been specially trained to deal with
a single art. It appears, therefore, that he has done enough and to spare who in each sub-
ject possesses a fairly good knowledge of those parts, with their principles, which are
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indispensable for architecture, so that if he is required to pass judgement and to express
approval in the case of those things or arts, he may not be found wanting. As for men upon
whom nature has bestowed so much ingenuity, acuteness, and memory that they are able
to have a thorough knowledge of geometry, astronomy, music, and the other arts, they go
beyond the functions of architects and become pure mathematicians. Hence they can
readily take up positions against those arts because many are the artistic weapons with
which they are armed. Such men, however, are rarely found, but there have been such at
times; for example, Aristarchus of Samos, Philolaus and Archytas of Tarentum, Apollo-
nius of Perga, Eratosthenes of Cyrene, and among Syracusans Archimedes and Scopinas,
who through mathematics and natural philosophy discovered, expounded, and left to pos-
terity many things in connexion with mechanics and with sundials.

17 Since, therefore, the possession of such talents due to natural capacity is not
vouchsafed at random to entire nations, but only to a few great men; since, moreover,
the function of the architect requires a training in all the departments of learning; and fi-
nally, since reason, on account of the wide extent of the subject, concedes that he may
possess not the highest but not even necessarily a moderate knowledge of the subjects
of study, I request, Caesar, both of you and of those who may read the said books, that
if anything is set forth with too little regard for grammatical rule, it may be pardoned.
For it is not as a very great philosopher, nor as an eloquent rhetorician, nor as a gram-
marian trained in the highest principles of his’art, that I have striven to write this work,
but as an architect who has had only a dip into those studies. Still, as regards the effi-
cacy of the art and the theories of it, I promise and expect that in these volumes I shall

undoubtedly show myself of very considerable importance not only to builders but also
to all scholars.

THE FUNDAMENTAL PRINCIPLES OF ARCHITECTURE

1 Architecture depends on Order (in Greek 7dfis), Arrangement (in Greek
duafeas), Eurythmy, Symmetry, Propriety, and Economy (in Greek oixovopic).

2 Order gives due measure to the members of a work considered separately, and sym-
metrical agreement to the proportions of the whole. It is an adjustment according to quan-
tity (in Greek moodms). By this I mean the selection of modules from the members of
the work itself and, starting from these individual parts of members, constructing the
whole work to correspond. Arrangement includes the putting of things in their proper
places and the elegance of effect which is due to adjustments appropriate to the character
of the work. Its forms of expression (in Greek tdéav) are these: groundplan, elevation,
and perspective. A groundplan is made by the proper successive use of compasses and
rule, through which we get outlines for the plane surfaces of buildings. An elevation is a
picture of the front of a building, set upright and properly drawn in the proportions of the
contemplated work. Perspective is the method of sketching a front with the sides with-
drawing into the background, the lines all meeting in the centre of a circle. All three come
of reflexion and invention. Reflexion is careful and laborious thought, and watchful at-
tention directed to the agreeable effect of one’s plan. Invention, on the other hand, is the
solving of intricate problems and the discovery of new principles by means of brilliancy
and versatility. These are the departments belonging under Arrangement.
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3 Eurythmy is beauty and fitness in the adjustments of the members. This is found
when the members of a work are of a height suited to their breadth, of a breadth suited
to their length, and, in a word, when they all correspond symmetrically.

4 Symmetry is a proper agreement between the members of the work itself, and re-
lation between the different parts and the whole general scheme, in accordance with a
certain part selected as standard. Thus in the human body there is a kind of symmetrical
harmony between forearm, foot, palm, finger, and other small parts; and so it is with per-
fect buildings. In the case of temples, symmetry may be calculated from the thickness
of a column, from a triglyph, or even from a module; in the ballista, from the hole or
from what the Greeks call the wepiTpmTos; in a ship, from the space between the
tholepins (Suamnypa); and in other things, from various members.

5 Propriety is that perfection of style which comes when a work is authoritatively
constructed on approved principles. It arises from prescription (Greek fepaTiop®),
from usage, or from nature. From prescription, in the case of hypaethral edifices, open
to the sky, in honour of Jupiter Lightning, the Heaven, the Sun, or the Moon: for these
are gods whose semblances and manifestations we behold before our very eyes in the
sky when it is cloudless and bright. The temples of Minerva, Mars, and Hercules, will
be Doric, since the virile strength of these gods makes daintiness entirely inappropri-
ate to their houses. In temples to Venus, Flora, Proserpine, Spring-Water, and the
Nymphs, the Corinthian order will be found to have peculiar significance, because
these are delicate divinities and so its rather slender outlines, its flowers, leaves, and
ornamental volutes will lend propriety where it is due. The construction of temples of
the Ionic order to Juno, Diana, Father Bacchus, and the other gods of that kind, will
be in keeping with the middle position which they hold; for the building of such will
be an appropriate combination of the severity of the Doric and the delicacy of the
Corinthian.

6 Propriety arises from usage when buildings having magnificent interiors are pro-
vided with elegant entrance-courts to correspond; for there will be no propriety in the
spectacle of an elegant interior approached by a low, mean entrance. Or, if dentils be
carved in the cornice of the Doric entablature or triglyphs represented in the Ionic entab-
lature over the cushion-shaped capitals of the columns, the effect will be spoilt by the
transfer of the peculiarities of the one order of building to the other, the usage in each
class having been fixed long ago.

7 Finally, propriety will be due to natural causes if, for example, in the case of all sa-
cred precincts we select very healthy neighbourhoods with suitable springs of water in
the places where the fanes are to be built, particularly in the case of those to Aesculapius
and to Health, gods by whose healing powers great numbers of the sick are apparently
cured. For when their diseased bodies are transferred from an unhealthy to a healthy
spot, and treated with waters from health-giving springs, they will the more speedily
grow well. The result will be that the divinity will stand in higher esteem and find his
dignity increased, all owing to the nature of his site. There will also be natural propriety
in using an eastern light for bedrooms and libraries, a western light in winter for baths
and winter apartments, and a northern light for picture galleries and other places in
which a steady light is needed; for that quarter of the sky grows neither light nor dark
with the course of the sun, but remains steady and unshifting all day long.
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8 Economy denotes the proper management of materials and of site, as well as a
thrifty balancing of cost and common sense in the construction of works. This will be
observed if, in the first place, the architect does not demand things which cannot be
found or made ready without great expense. For example: it is not everywhere that there
is plenty of pitsand, rubble, fir, clear fir, and marble, since they are produced in differ-
ent places and to assemble them is difficult and costly. Where there is no pitsand, we
must use the kinds washed up by rivers or by the sea; the lack of fir and clear fir may be
evaded by using cypress, poplar, elm, or pine; and other problems we must solve in sim-
ilar ways.

9 A second stage in Economy is reached when we have to plan the different kinds of
dwellings suitable for ordinary householders, for great wealth, or for the high position
of the statesman. A house in town obviously calls for one form of construction; that into
which stream the products of country estates requires another; this will not be the same
in the case of money-lenders and still different for the opulent and luxurious; for the
powers under whose deliberations the commonwealth is guided dwellings are to be pro-
vided according to their special needs: and, in a word, the proper form of economy must
be observed in building houses for each and every class.

THE DEPARTMENTS OF ARCHITECTURE

1 There are three departments of architecture: the art of building, the making of time-
pieces, and the construction of machinery. Building is, in its turn, divided into two parts,
of which the first is the construction of fortified towns and of works for general use in
public places, and the second is the putting up of structures for private individuals. There
are three classes of public buildings: the first for defensive, the second for religious, and
the third for utilitarian purposes. Under defence comes the planning of walls, towers, and
gates, permanent devices for resistance against hostile attacks; under religion, the erec-
tion of fanes and temples to the immortal gods; under utility, the provision of meeting
places for public use, such as harbours, markets, colonnades, baths, theatres, prome-
nades, and all other similar arrangements in public places.

2 All these must be built with due reference to durability, convenience, and beauty.
Durability will be assured when foundations are carried down to the solid ground and
materials wisely and liberally selected; convenience, when the arrangement of the apart-
ments is faultless and presents no hindrance to use, and when each class of building is
assigned to its suitable and appropriate exposure; and beauty, when the appearance of
the work is pleasing and in good taste, and when its members are in due proportion ac-
cording to correct principles of symmetry.

THE SITE OF A CITY

1 For fortified towns the following general principles are to be observed. First
comes the choice of a very healthy site. Such a site will be high, neither misty nor frosty,
and in a climate neither hot nor cold, but temperate; further, without marshes in the
neighbourhood. For when the morning breezes blow toward the town at sunrise, if they
bring with them mists from marshes and, mingled with the mist, the poisonous breath of
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the creatures of the marshes to be wafted into the bodies of the inhabitants, they will
make the site unhealthy. Again, if the town is on the coast with a southern or western ex-
posure, it will not be healthy, because in summer the southern sky grows hot at sunrise
and is fiery at noon, while a western exposure grows warm after sunrise, is hot at noon,
and at evening all aglow.

2 These variations in heat and the subsequent cooling off are harmful to the people
living on such sites. The same conclusion may be reached in the case of inanimate
things. For instance, nobody draws the light for covered wine rooms from the south or
west, but rather from the north, since that quarter is never subject to change but is always
constant and unshifting. So it is with granaries: grain exposed to the sun’s course soon
loses its good quality, and provisions and fruit, unless stored in a place unexposed to the
sun’s course, do not keep long.

3 For heat is a universal solvent, melting out of things their power of resistance, and
sucking away and removing their natural strength with its fiery exhalations so that they
grow soft, and hence weak, under its glow. We see this in the case of iron which, how-
ever hard it may naturally be, yet when heated thoroughly in a furnace fire can be eas-
ily worked into any kind of shape, and still, if cooled while it is soft and white hot, it
hardens again with a mere dip into cold water and takes on its former quality.

4 We may also recognize the truth of this from the fact that in summer the heat makes
everybody weak, not only in unhealthy but even in healthy places, and that in winter even
the most unhealthy districts are much healthier because they are given a solidity by the
cooling off. Similarly, persons removed from cold countries to hot cannot endure it but
waste away; whereas those who pass from hot places to the cold regions of the north, not
only do not suffer in health from the change of residence but even gain by it.

5 It appears, then, that in founding towns we must beware of districts from which
hot winds can spread abroad over the inhabitants. For while all bodies are composed of
the four elements (in Greek oTouxeio), that is, of heat, moisture, the earthy, and air, yet
there are mixtures according to natural temperament which make up the natures of all
the different animals of the world, each after its kind.

6 Therefore, if one of these elements, heat, becomes predominant in any body what-
soever, it destroys and dissolves all the others with its violence. This defect may be due
to violent heat from certain quarters of the sky, pouring into the open pores in too great
proportion to admit of a mixture suited to the natural temperament of the body in ques-
tion. Again, if too much moisture enters the channels of a body, and thus introduces dis-
proportion, the other elements, adulterated by the liquid, are impaired, and the virtues of
the mixture dissolved. This defect, in turn, may arise from the cooling properties of
moist winds and breezes blowing upon the body. In the same way, increase or diminu-
tion of the proportion of air or of the earthy which is natural to the body may enfeeble
the other elements; the predominance of the earthy being due to overmuch food, that of
air to a heavy atmosphere.

7 If one wishes a more accurate understanding of all this, he need only consider and
observe the natures of birds, fishes, and land animals, and he will thus come to reflect
upon distinctions of temperament. One form of mixture is proper to birds, another to
fishes, and a far different form to land animals. Winged creatures have less of the earthy,
less moisture, heat in moderation, air in large amount. Being made up, therefore, of the



12 PROLOGUE

lighter elements, they can more readily soar away into the air. Fish, with their aquatic
nature, being moderately supplied with heat and made up in great part of air and the
earthy, with as little of moisture as possible, can more easily exist in moisture for the
very reason that they have less of it than of the other elements in their bodies; and so,
when they are drawn to land, they leave life and water at the same moment. Similarly,
the land animals, being moderately supplied with the elements of air and heat, and hav-
ing less of the earthy and a great deal of moisture, cannot long continue alive in the wa-
ter, because their portion of moisture is already abundant.

8 Therefore, if all this is as we have explained, our reason showing us that the bod-
ies of animals are made up of the elements, and these bodies, as we believe, giving way
and breaking up as a result of excess or deficiency in this or that element, we cannot but
believe that we must take great care to select a very temperate climate for the site of our
city, since healthfulness is, as we have said, the first requisite.

9 I cannot too strongly insist upon the need of a return to the method of old times.
Our ancestors, when about to build a town or an army post, sacrificed some of the cat-
tle that were wont to feed on the site proposed and examined their livers. If the livers of
the first victims were dark-coloured or abnormal, they sacrificed others, to see whether
the fault was due to disease or their food. They never began to build defensive works in
aplace until after they had made many such trials and satisfied themselves that good wa-
ter and food had made the liver sound and firm. If they continued to find it abnormal,
they argued from this that the food and water supply found in such a place would be just
as unhealthy for man, and so they moved away and changed to another neighbourhood,
healthfulness being their chief object.

10 That pasturage and food may indicate the healthful qualities of a site is a fact
which can be observed and investigated in the case of certain pastures in Crete, on each
side of the river Pothereus, which separates the two Cretan states of Gnosus and
Gortyna. There are cattle at pasture on the right and left banks of that river, but while the
cattle that feed near Gnosus have the usual spleen, those on the other side near Gortyna
have no perceptible spleen. On investigating the subject, physicians discovered on this
side a kind of herb which the cattle chew and thus make their spleen small. The herb is
therefore gathered and used as a medicine for the cure of splenetic people. The Cretans
call it dowAnvov. From food and water, then, we may learn whether sites are naturally
unhealthy or healthy.

11 If the walled town is built among the marshes themselves, provided they are by
the sea, with a northern or north-eastern exposure, and are above the level of the
seashore, the site will be reasonable enough. For ditches can be dug to let out the water
to the shore, and also in times of storms the sea swells and comes backing up into the
marshes, where its bitter blend prevents the reproductions of the usual marsh creatures,
while any that swim down from the higher levels to the shore are killed at once by the
saltness to which they are unused. An instance of this may be found in the Gallic marshes
surrounding Altino, Ravenna, Aquileia, and other towns in places of the kind, close by
marshes. They are marvellously healthy, for the reasons which I have given.

12 But marshes that are stagnant and have no outlets either by rivers or ditches, like
the Pomptine marshes, merely putrefy as they stand, emitting heavy, unhealthy vapours.
A case of a town built in such a spot was Old Salpia in Apulia, founded by Diomede on
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his way back from Troy, or, according to some writers, by Elpias of Rhodes. Year after
year there was sickness, until finally the suffering inhabitants came with a public peti-
tion to Marcus Hostilius and got him to agree to seek and find them a proper place to
which to remove their city. Without delay he made the most skilful investigations, and
at once purchased an estate near the sea in a healthy place, and asked the Senate and Ro-
man people for permission to remove the town. He constructed the walls and laid out the
house lots, granting one to each citizen for a mere trifle. This done, he cut an opening
from a lake into the sea, and thus made of the lake a harbour for the town. The result is
that now the people of Salpia live on a healthy site and at a distance of only four miles
from the old town.

THE CITY WALLS

1 After insuring on these principles the healthfulness of the future city, and selecting
a neighbourhood that can supply plenty of food stuffs to maintain the community, with
good roads or else convenient rivers or seaports affording easy means of transport to the
city, the next thing to do is to lay the foundations for the towers and walls. Dig down to
solid bottom, if it can be found, and lay them therein, going as deep as the magnitude of
the proposed work seems to require. They should be much thicker than the part of the
walls that will appear above ground, and their structure should be as solid as it can pos-
sibly be laid.

2 The towers must be projected beyond the line of wall, so that an enemy wishing to
approach the wall to carry it by assault may be exposed to the fire of missiles on his open
flank from the towers on his right and left. Special pains should be taken that there be
no easy avenue by which to storm the wall. The roads should be encompassed at steep
points, and planned so as to approach the gates, not in a straight line, but from the right
to the left; for as a result of this, the right hand side of the assailants, unprotected by their
shields, will be next the wall. Towns should be laid out not as an exact square nor with
salient angles, but in circular form, to give a view of the enemy from many points. De-
fence is difficult where there are salient angles, because the angle protects the enemy
rather than the inhabitants.

3 The thickness of the wall should, in my opinion, be such that armed men meeting
on top of it may pass one another without interference. In the thickness there should be
set a very close succession of ties made of charred olive wood, binding the two faces of
the wall together like pins, to give it lasting endurance. For that is a material which nei-
ther decay, nor the weather, nor time can harm, but even though buried in the earth or set
in the water it keeps sound and useful forever. And so not only city walls but substruc-
tures in general and all walls that require a thickness like that of a city wall, will be long
in falling to decay if tied in this manner.

4 The towers should be set at intervals of not more than a bowshot apart, so that in
case of an assault upon any one of them, the enemy may be repulsed with scorpiones and
other means of hurling missiles from the towers to the right and left. Opposite the inner
side of every tower the wall should be interrupted for a space the width of the tower, and
have only a wooden flooring across, leading to the interior of the tower but not firmly
nailed. This is to be cut away by the defenders in case the enemy gets possession of any



14 PROLOGUE

FIGURE 1-3  Construction of city walls [From the edition of Vitruvius by Fra Giocondo, Venice, 1511]

portion of the wall; and if the work is quickly done, the enemy will not be able to make
his way to the other towers and the rest of the wall unless he is ready to face a fall.

5 The towers themselves must be either round or polygonal. Square towers are
sooner shattered by military engines, for the battering rams pound their angles to pieces;
but in the case of round towers they can do no harm, being engaged, as it were, in dri-
ving wedges to their centre. The system of fortification by wall and towers may be made
safest by the addition of earthen ramparts, for neither rams, nor mining, nor other engi-
neering devices can do them any harm.

6 The rampart form of defence, however, is not required in all places, but only where
outside the wall there is high ground from which an assault on the fortifications may be
made over a level space lying between. In places of this kind we must first make very
wide, deep ditches; next sink foundations for a wall in the bed of the ditch and build them
thick enough to support an earthwork with ease.

7 Then within this substructure lay a second foundation, far enough inside the first
to leave ample room for cohorts in line of battle to take position on the broad top of the
rampart for its defence. Having laid these two foundations at this distance from one an-
other, build cross walls between them, uniting the outer and inner foundation, in a comb-
like arrangement, set like the teeth of a saw. With this form of construction, the enor-
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mous burden of earth will be distributed into small bodies, and will not lie with all its
weight in one crushing mass so as to thrust out the substructures.

8 With regard to the material of which the actual wall should be constructed or fin-
ished, there can be no definite prescription, because we cannot obtain in all places the
supplies that we desire. Dimension stone, flint, rubble, burnt or unbumt brick,—use
them as you find them. For it is not every neighbourhood or particular locality that can
have a wall built of burnt brick like that at Babylon, where there was plenty of asphalt
to take the place of lime and sand, and yet possibly each may be provided with materi-
als of equal usefulness so that out of them a faultless wall may be built to last forever.

THE DIRECTIONS OF THE STREETS; WITH REMARKS ON THE WINDS

1 The town being fortified, the next step is the apportionment of house lots within
the wall and the laying out of streets and alleys with regard to climatic conditions. They
will be properly laid out if foresight is employed to exclude the winds from the alleys.
Cold winds are disagreeable, hot winds enervating, moist winds unhealthy. We must,
therefore, avoid mistakes in this matter and beware of the common experience of many
communities. For example, Mytilene in the island of Lesbos is a town built with mag-
nificence and good taste, but its position shows a lack of foresight. In that community
when the wind is south, the people fall ill; when it is northwest, it sets them coughing;
with a north wind they do indeed recover but cannot stand about in the alleys and streets,
owing to the severe cold.

2 Wind is a flowing wave of air, moving hither and thither indefinitely. It is pro-
duced when heat meets moisture, the rush of heat generating a mighty current of air. That
this is the fact we may learn from bronze eolipiles, and thus by means of a scientific in-
vention discover a divine truth lurking in the laws of the heavens. Eolipiles are hollow
bronze balls, with a very small opening through which water is poured into them. Set be-
fore a fire, not a breath issues from them before they get warm; but as soon as they be-
gin to boil, out comes a strong blast due to the fire. Thus from this slight and very short
experiment we may understand and judge of the mighty and wonderful laws of the heav-
ens and the nature of winds.

3 By shutting out the winds from our dwellings, therefore, we shall not only make
the place healthful for people who are well, but also in the case of diseases due perhaps
to unfavourable situations elsewhere, the patients, who in other healthy places might be
cured by a different form of treatment, will here be more quickly cured by the mildness
that comes from the shutting out of the winds. The diseases which are hard to cure in
neighbourhoods such as those to which I have referred above are catarrh, hoarseness,
coughs, pleurisy, consumption, spitting of blood, and all others that are cured not by low-
ering the system but by building it up. They are hard to cure, first, because they are orig-
inally due to chills; secondly, because the patient’s system being already exhausted by
disease, the air there, which is in constant agitation owing to winds and therefore dete-
riorated, takes all the sap of life out of their diseased bodies and leaves them more mea-
gre every day. On the other hand, a mild, thick air, without draughts and not constantly
blowing back and forth, builds up their frames by its unwavering steadiness, and so
strengthens and restores people who are afflicted with these diseases.
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4 Some have held that there are only four winds: Solanus from due east; Auster
from the south; Favonius from due west; Septentrio from the north. But more careful in-
vestigators tell us that there are eight: Chief among such was Andronicus of Cyrrhus who
in proof built the marble octagonal tower in Athens. On the several sides of the octagon
he executed reliefs representing the several winds, each facing the point from which it
blows; and on top of the tower he set a conical shaped piece of marble and on this a
bronze Triton with a rod outstretched in its right hand. It was so contrived as to go round
with the wind, always stopping to face the breeze and holding its rod as a pointer directly
over the representation of the wind that was blowing.

5 Thus Eurus is placed to the southeast between Solanus and Auster; Africus to the
southwest between Auster and Favonius; Caurus, or, as many call it, Corus, between
Favonius and Septentrio; and Aquilo between Septentrio and Solanus. Such, then, ap-
pears to have been his device, including the numbers and names of the wind and indi-
cating the directions from which particular winds blow. These facts being thus deter-
mined, to find the directions and quarters of the winds your method of procedure should
be as follows.

6 In the middle of the city place a marble amussium, laying it true by the level, or
else let the spot be made so true by means of rule and level that no amussium is neces-
sary. In the very centre of that spot set up a bronze gnomon or “shadow tracker” (in
Greek okuad1jpas). At about the fifth hour in the morning, take the end of the shadow
cast by this gnomon, and mark it with a point. Then, opening your compasses to this
point which marks the length of the gnomon’s shadow, describe a circle from the centre.
In the afternoon watch the shadow of your gnomon as it lengthens, and when it once
more touches the circumference of this circle and the shadow in the afternoon is equal
in length to that of the morning, mark it with a point.

7 From these two points describe with your compasses intersecting arcs, and
through their intersection and the centre let a line be drawn to the circumference of the
circle to give us the quarters of south and north. Then, using a sixteenth part of the en-
tire circumference of the circle as a diameter, describe a circle with its centre on the line
to the south, at the point where it crosses the circumference, and put points to the right
and left on the circumference on the south side, repeating the process on the north side.
From the four points thus obtained draw lines intersecting the centre from one side of
the circumference to the other. Thus we shall have an eighth part of the circumference
set out for Auster and another for Septentrio. The rest of the entire circumference is then
to be divided into three equal parts on each side, and thus we have designed a figure
equally apportioned among the eight winds. Then let the directions of your streets and
alleys be laid down on the lines of division between the quarters of two winds.

8 On this principle of arrangement the disagreeable force of the winds will be shut
out from dwellings and lines of houses. For if the streets run full in the face of the winds,
their constant blasts rushing in from the open country, and then confined by narrow al-
leys, will sweep through them with great violence. The lines of houses must therefore be
directed away from the quarters from which the winds blow, so that as they come in they
may strike against the angles of the blocks and their force thus be broken and dispersed.

9 Those who know names for very many winds will perhaps be surprised at our set-
ting forth that there are only eight. Remembering, however, that Eratosthenes of Cyrene,
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employing mathematical theories and geometrical methods, discovered from the course
of the sun, the shadows cast by an equinoctial gnomon, and the inclination of the heaven
that the circumference of the earth is two hundred and fifty-two thousand stadia, that is,
thirty-one million five hundred thousand paces, and observing that an eighth part of this,
occupied by a wind, is three million nine hundred and thirty-seven thousand five hun-
dred paces, they should not be surprised to find that a single wind, ranging over so wide
a field, is subject to shifts this way and that, leading to a variety of breezes.

10 So we often have Leuconotus and Altanus blowing respectively to the right and
left of Auster; Libonotus and Subvesperus to the right and left of Africus; Argestes, and
at certain periods the Etesiae, on either side of Favonius; Circias and Corus on the sides
of Caurus; Thracias and Gallicus on either side of Septentrio; Supernas and Caecias to
the right and left of Aquilo; Carbas, and at a certain period the Ornithiae, on either side
of Solanus; while Eurocircias and Volturnus blow on the flanks of Eurus which is be-
tween them. There are also many other names for winds derived from localities or from
the squalls which sweep from rivers or down mountains.

11 Then, too, there are the breezes of early morning; for the sun on emerging from
beneath the earth strikes humid air as he returns, and as he goes climbing up the sky he
spreads it out before him, extracting breezes from the vapour that was there before the
dawn. Those that still blow on after sunrise are classed with Eurus, and hence appears to
come the Greek name ebpos as the child of the breezes, and the word for “to-morrow,”
avpwov, named from the early morning breezes. Some people do indeed say that Er-
atosthenes could not have inferred the true measure of the earth. Whether true or untrue,
it cannot affect the truth of what I have written on the fixing of the quarters from which
the different winds blow.

12 If he was wrong, the only result will be that the individual winds may blow, not
with the scope expected from his measurement, but with powers either more or less
widely extended. For the readier understanding of these topics, since I have treated them
with brevity, it has seemed best to me to give two figures, or, as the Greeks say,
oxMuaTo, at the end of this book: one designed to show the precise quarters from which
the winds arise; the other, how by turning the directions of the rows of houses and the
streets away from their full force, we may avoid unhealthy blasts. Let A be the centre of
a plane surface, and B the point to which the shadow of the gnomon reaches in the morn-
ing. Taking A as the centre, open the compasses to the point B, which marks the shadow,
and describe a circle. Put the gnomon back where it was before and wait for the shadow
to lessen and grow again until in the afternoon it is equal to its length in the morning,
touching the circumference at the point C. Then from the points B and C describe with
the compasses two arcs intersecting at D. Next draw a line from the point of intersection
D through the centre of the circle to the circumference and call it EF. This line will show
where the south and north lie.

13 Then find with the compasses a sixteenth part of the entire circumference; then
centre the compasses on the point E where the line to the south touches the circumfer-
ence, and set off the points G and H to the right and left of E. Likewise on the north side,
centre the compasses on the circumference at the point F on the line to the north, and set
off the points I and K to the right and left; then draw lines through the centre from G to
K and from H to I. Thus the space from G to H will belong to Auster and the south, and
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FIGURE 14 Diagram of the winds [From the edition of Vitruvius by Fra Giocondo, Venice, 1511]

the space from I to K will be that of Septentrio. The rest of the circumference is to be di-
vided equally into three parts on the right and three on the left, those to the east at the
points L and M, those to the west at the points N and O. Finally, intersecting lines are to
be drawn from M to O and from L to N. Thus we shall have the circumference divided
into eight equal spaces for the winds. The figure being finished, we shall have at the eight
different divisions, beginning at the south, the letter G between Eurus and Auster, H be-
tween Auster and Africus, N between Africus and Favonius, O between Favonius and
Caurus, K between Caurus and Septentrio, I between Septentrio and Aquilo, L between
Aquilo and Solanus, and M between Solanus and Eurus. This done, apply a gnomon to
these eight divisions and thus fix the directions of the different alleys.

THE SITES FOR PUBLIC BUILDINGS

1 Having laid out the alleys and determined the streets, we have next to treat of the
choice of building sites for temples, the forum, and all other public places, with a view
to general convenience and utility. If the city is on the sea, we should choose ground
close to the harbour as the place where the forum is to be built; but if inland, in the mid-
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dle of the town. For the temples, the sites for those of the gods under whose particular
protection the state is thought to rest and for Jupiter, Juno, and Minerva, should be on
the very highest point commanding a view of the greater part of the city. Mercury should
be in the forum, or, like Isis and Serapis, in the emporium: Apollo and Father Bacchus
near the theatre: Hercules at the circus in communities which have no gymnasia nor am-
phitheatres; Mars outside the city but at the training ground, and so Venus, but at the har-
bour. It is moreover shown by the Etruscan diviners in treatises on their science that the
fanes of Venus, Vulcan, and Mars should be situated outside the walls, in order that the
young men and married women may not become habituated in the city to the tempta-
tions incident to the worship of Venus, and that buildings may be free from the terror of
fires through the religious rites and sacrifices which call the power of Vulcan beyond the
walls. As for Mars, when that divinity is enshrined outside the walls, the citizens will
never take up arms against each other, and he will defend the city from its enemies and
save it from danger in war.

2 Ceres also should be outside the city in a place to which people need never go ex-
cept for the purpose of sacrifice. That place should be under the protection of religion,
purity, and good morals. Proper sites should be set apart for the precincts of the other
gods according to the nature of the sacrifices offered to them.

The principle governing the actual construction of temples and their symmetry I shall
explain in my third and fourth books. In the second I have thought it best to give an ac-
count of the materials used in buildings with their good qualities and advantages, and
then in the succeeding books to describe and explain the proportions of buildings, their
arrangements, and the different forms of symmetry.
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Cultural Transformations and
Territorial Transformations

Kenneth Frampton

This selection contains the first two chapters from Frampton’s Modern
Architecture—a collection of essays on the evolution of contemporary design
theories and practices in North America and Western Europe. The book traces the
development and transformation of building design from the mid-18th to the
early part of the 20th century. It provides a concise overview of the social,
technical, and theoretical foundations of 20th century architecture. In “Cultural
Transformations,” Frampton describes the social and cultural factors that gave
rise to the theory and visual language of modern architecture. In “Territorial
Transformations,” he analyzes the 19th century city from the perspective of
transportation systems, industrialization, and planning theories.

CULTURAL TRANSFORMATIONS: NEO-CLASSICAL ARCHITECTURE
1750-1900

The Baroque system had operated as a kind of double intersection. It had often contrasted
with rationalized gardens, building facades decorated with plant motifs. The reign of man
and the reign of nature had certainly remained distinct but they had exchanged their char-
acteristics, merging into each other for the sake of ornamentation and prestige. On the
other hand the “English style” park, in which man’s intervention was supposed to remain
invisible, was intended to offer the purposefulness of nature, while within, but separate
from the actual park, the houses constructed by Morris or Adam manifested the will of

Source: Modern Architecture: A Critical History, 3rd ed. by Kenneth Frampton. Copyright © 1992 by
Thames and Hudson Ltd., London, reprinted by permission of the publishers. Pp. 12-28.
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FIGURE 2-1  Soufflot, Ste-Geneviéve (now the Panthéon), Paris, 1755-90; crossing piers strengthened by
Rondelet in 1806. [Photo used by permission of A. F. Kersting]
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man, isolating clearly the presence of human reason in the midst of the irrational domains
of freely growing vegetation. The Baroque interpenetration of man and nature was now
replaced by a separation, thus establishing the distance between man and nature which
was a prerequisite for nostalgic contemplation. Now . . . this contemplative separation
arose as a compensatory or expiatory reaction against the growing attitude of practical
men towards nature. While technical exploitation tended to wage war on nature, houses
and parks attempted a reconciliation, a local armistice, introducing the dream of an im-
possible peace: and to this end man had continued to retain the image of untouched nat-
ural surroundings.

Jean Starobinski
L’Invention de la liberté, 1964

The architecture of Neo-Classicism seems to have emerged out of two different but re-
lated developments which radically transformed the relationship between man and na-
ture. The first was a sudden increase in man’s capacity to exercise control over nature,
which by the mid-17th century had begun to advance beyond the technical frontiers of
the Renaissance. The second was a fundamental shift in the nature of human conscious-
ness, in response to major changes taking place in society, which gave birth to a new cul-
tural formation that was equally appropriate to the life styles of the declining aristocracy
and the rising bourgeoisie. Whereas technological changes led to a new infrastructure
and to the exploitation of an increased productive capacity, the change in human con-
sciousness yielded new categories of knowledge and a historicist mode of thought that
was so reflexive as to question its own identity. Where the one, grounded in science, took
immediate form in the extensive road and canal works of the 17th and 18th centuries and
gave rise to new technical institutions, such as the Ecole des Ponts et Chaussées, founded
in 1747, the other led to the emergence of the humanist disciplines of the Enlightenment,
including the pioneer works of modern sociology, aesthetics, history and archaeology—
Montesquieu’s De !’esprit des lois (1748), Baumgarten’s Aesthetica (1750), Voltaire’s
Le Siécle de Louis XIV (1751) and J. J. Winckelmann’s Geschichte der Kunst des Alter-
tum (History of Ancient Art) of 1764.

The over-elaboration of architectural language in the Rococo interiors of the Ancient
Régime and the secularization of Enlightenment thought compelled the architects of the
18th century, by now aware of the emergent and unstable nature of their age, to search
for a true style through a precise reappraisal of antiquity. Their motivation was not sim-
ply to copy the ancients but to obey the principles on which their work had been based.
The archaeological research that arose from this impulse soon led to a major contro-
versy: to which, of four Mediterranean cultures—the Egyptians, the Etruscans, the
Greeks and the Romans—should they look for a true style?

One of the first consequences of reassessing the antique world was to extend the itin-
erary of the traditional Grand Tour beyond the frontiers of Rome, so as to study at its pe-
riphery those cultures on which, according to Vitruvius, Roman architecture had been
based. The discovery and excavation of Roman cities at Herculaneum and Pompeii, dur-
ing the first half of the 18th century, encouraged expeditions further afield and visits
were soon being made to ancient Greek sites in both Sicily and Greece. The received Vit-
ruvian dictum of the Renaissance—the catechism of Classicism—was now to be
checked against the actual ruins. The measured drawings that were published in the
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1750s and 1760s, J. D. Le Roy’s Ruines des plus beaux monuments de la Gréce (1758),
James Stuart and Nicholas Revett’s Antiguities of Athens (1762), and Robert Adam and
C. L. Clérisseau’s documentation of Diocletian’s palace at Split (1764), testify to the in-
tensity with which these studies were pursued. It was Le Roy’s promotion of Greek ar-
chitecture as the origin of the “true style” that raised the chauvinist ire of the Italian ar-
chitect-engraver Giovanni Battista Piranesi.

Piranesi’s Della Magnificenza ed Architettura de’ Romani of 1761 was a direct attack
on Le Roy’s polemic: he asserted not only that the Etruscans had antedated the Greeks
but that, together with their successors the Romans, they had raised architecture to a
higher level of refinement. The only evidence that he could cite in support of his claim
was the few Etruscan structures that had survived the ravages of Rome—tombs and en-
gineering works—and these seem to have orientated the remainder of his career in a re-
markable way. In one set of etchings after another he represented the dark side of that
sensation already classified by Edmund Burke in 1757 as the Sublime, that tranquil ter-
ror induced by the contemplation of great size, extreme antiquity and decay. These qual-
ities acquired their full force in Piranesi’s work through the infinite grandeur of the im-
ages that he portrayed. Such nostalgic Classical images were, however, as Manfredo
Tafuri has observed, treated “as a myth to be contested . . . as mere fragments, as de-
formed symbols, as hallucinating organisms of an ‘order’ in a state of decay.”

Between his Parere su I’Architettura of 1765 and his Paestum etchings, published
only after his death in 1778, Piranesi abandoned architectural verisimilitude and gave
his imagination full rein. In one publication after another, culminating in his extrava-
gantly eclectic work on interior omamentation of 1769, he indulged in hallucinatory ma-
nipulations of historicist form. Indifferent to Winckelmann’s pro-Hellenic distinction
between innate beauty and gratuitous ornament, his delirious inventions exercised an ir-
resistible attraction on his contemporaries, and the Adam brothers’ Graeco-Roman inte-
riors were greatly indebted to his flights of imagination.

In England, where the Rococo had never been fully accepted, the impulse to redeem
the excess of the Baroque found its first expression in the Palladianism initiated by the
Earl of Burlington, though something of a similar purgative spirit may be detected in the
last works of Nicholas Hawksmoor at Castle Howard. By the end of the 1750s, however,
the British were already assiduously pursuing instruction in Rome itself where, between
1750 and 1765, the major Neo-Classical proponents could be found in residence, from
the pro-Roman and pro-Etruscan Piranesi to the pro-Greek Winckelmann and Le Roy,
whose influence had yet to take effect. Among the British contingent were James Stuart,
who was to employ the Greek Doric order as early as 1758, and the younger George
Dance, who soon after his return to London in 1765 designed Newgate Gaol, a superfi-
cially Piranesian structure whose rigorous organization may well have owed something
to the Neo-Palladian proportional theories of Robert Morris. The final development of
British Neo-Classicism came first in the work of Dance’s pupil John Soane, who syn-
thesized to a remarkable degree various influences drawn from Piranesi, Adam, Dance
and even from the English Baroque. The Greek Revival cause was then popularized by
Thomas Hope, whose Household Furniture and Interior Decoration (1807) made avail-
able a British version of the Napoleonic “Style Empire,” then in the process of being cre-
ated by Percier and Fontaine.
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Nothing could have been further from the British experience than the theoretical de-
velopment that attended the emergence of Neo-Classicism in France. An early awareness
of cultural relativity in the late 17th century prompted Claude Perrault to question the va-
lidity of the Vitruvian proportions as these had been received and refined through Classi-
cal theory. Instead, he elaborated his thesis of positive beauty and arbitrary beauty, giv-
ing to the former the normative role of standardization and perfection and to the latter
such expressive function as may be required by a particular circumstance or character.

This challenge to Vitruvian orthodoxy was codified by the Abbé de Cordemoy in his
Nouveau Traité de toute I’architecture (1706), where he replaced the Vitruvian attributes
of architecture, namely utilitas, firmitas and venustas (utility, solidity and beauty) by his
own trinity of ordonnance, distribution and bienséance. While the first two of his cate-
gories concerned the correct proportioning of the Classical orders and their appropriate
disposition, the third introduced the notion of fitness, with which Cordemoy warned
against the inappropriate application of Classical or honorific elements to utilitarian or
commercial structures. Thus, in addition to being critical of the Baroque, which was the
last rhetorical, public manner of the Ancien Régime, Cordemoy’s Traité anticipated
Jacques-Frangois Blondel’s preoccupation with appropriate formal expression and with
a differentiated physiognomy to accord with the varying social character of different
building fypes. The age was already having to confront the articulation of a much more
complex society.

Apart from insisting on the judicious application of Classical elements, Cordemoy
was concerned with their geometrical purity, in reaction against such Baroque devices
as irregular columniation, broken pediments and twisted columns. Ornamentation too
had to be subject to propriety, and Cordemoy, anticipating Adolf Loos’s Ornament und
Verbrechen (Ornament and Crime) by two hundred years, argued that many buildings
required no ornament at all. His preference was for astylar masonry and orthogonal
structures. For him, the free-standing column was the essence of a pure architecture such
as had been made manifest in the Gothic cathedral and the Greek temple.

The Abbé Laugier in his Essai sur I’architecture (1753) reinterpreted Cordemoy, to
posit a universal “natural” architecture, the primordial “primitive hut” consisting of four
tree trunks supporting a rustic pitched roof. After Cordemoy, he asserted this primal form
as the basis for a sort of classicized Gothic structure in which there would be neither
arches nor pilasters nor pedestals nor any other kind of formal articulation, and where
the interstices between the columns would be as fully glazed as possible.

Such a “translucent” structure was realized in Jacques-German Soufflot’s church of
Ste-Genevieve in Paris, begun in 1755. Soufflot, who in 1750 had been one of the first
architects to visit the Doric temples at Paestum, was determined to recreate the lightness,
the spaciousness and the proportion of Gothic architecture in Classical (not to say Ro-
man) terms. To this end he adopted a Greek cross plan, the nave and aisles being formed
by a system of flat domes and semicircular arches supported on a continuous internal
peristyle.

The task of integrating the theory of Cordemoy and the magnum opus of Soufflot into
the French academic tradition fell to J. F. Blondel who, after opening his architectural
school in Rue de 1a Harpe in 1743, became the master of that so-called “visionary” gen-
eration of architects that included Etienne-Louis Boullée, Jacques Gondoin, Pierre Patte,
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Marie-Joseph Peyre, Jean-Baptiste Rondelet and, probably the most visionary of all,
Claude-Nicolas Ledoux. Blondel set out his main precepts, concerning composition,
type and character, in his Cours d’architecture, published from 1750 to 1770. His ideal
church design, published in the second volume of his Cours, was related to Ste-
Genevitve and prominently displayed a representational front, while articulating each
internal element as part of a continuous spatial system whose infinite vistas evoked a
sense of the Sublime. This church project hints at the simplicity and grandeur that were
to inform the work of many of his pupils, most notably Boullée, who after 1772 devoted
his life to the projection of buildings so vast as to preclude their realization.

In addition to representing the social character of his creations in accordance with the
teachings of Blondel, Boullée evoked the sublime emotions of terror and tranquillity
through the grandeur of his conceptions. Influenced by Le Camus de Mézieres’ Génie
de ’architecture, ou l’analogie de cet art avec nos sensations (1780), he began to de-
velop his genre terrible, in which the immensity of the vista and the unadorned geomet-
rical purity of monumental form are combined in such a way as to promote exhilaration
and anxiety. More than any other Enlightenment architect, Boullée was obsessed with
the capacity of light to evoke the presence of the divine. This intention is evident in the
sunlit diaphanous haze that illuminates the interior of his “Métropole,” modelled partly
on Ste-Genevieve. A similar light is portrayed in the vast masonry sphere of his projected
cenotaph for Isaac Newton, where by night a fire was suspended to represent the sun,
while by day it was extinguished to reveal the illusion of the firmament produced by the
daylight shining through the sphere’s perforated walls.

While Boullée’s political sentiments were solidly republican, he remained obsessed
with imagining the monuments of some omnipotent state dedicated to the worship of the
Supreme Being. Unlike Ledoux, he was unimpressed by the rural decentralized utopias
of Morelly or Jean-Jacques Rousseau. Despite this, his influence in post-Revolutionary
Europe was considerable, primarily through the activity of his pupil Jean-Nicolas-Louis
Durand, who reduced his extravagant ideas to a normative and economic building ty-
pology, set out in the Précis des lecons données a I’Ecole Polytechnique (1802-09).

After fifteen years of millennial disarray the Napoleonic era required useful struc-
tures of appropriate grandeur and authority, on the condition that they be achieved as
cheaply as possible. Durand, the first tutor in architecture at the Ecole Polytechnique,

Boullée, project for a cenotaph for Isaac
Newton, c. 1785. Section by “night.” [Photo used
by permission of Bibliothéque Nationale de
France]
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Durand, possible combinations and
permutations of plan forms, from his Précis,
1802-09.

sought to establish a universal building methodology, an architectural counterpart to the
Napoleonic Code, by which economic and appropriate structures could be created
through the modular permutation of fixed plan types and alternative elevations. Thus
Boullée’s obsession with vast Platonic volumes was exploited as a means to achieve an
appropriate character at a reasonable cost. Durand’s criticism of Ste-Genevi¢ve, for ex-
ample, with its 206 columns and 612 metres (2008 feet) of wall, involved him in mak-
ing a counter-proposal for a circular temple of comparable area that would require only
112 columns and 248 metres (814 feet) of wall—a considerable economy, with which,
according to him, one would have achieved a far more impressive aura.

Ledoux, after his career had been terminated by the Revolution, returned during his
imprisonment to develop the scheme of the salt works that he had built for Louis XVI at
Arc-et-Senans in 1773-79. He expanded the semicircular form of this complex into the
representational core of his ideal city of Chaux, published in 1804 under the title L’Ar-
chitecture considérée sous le rapport de I’art, des moeurs et de la législation. The semi-
circular salt works itself (which he developed into the oval centre of his city) may be
seen as one of the first essays in industrial architecture, inasmuch as it consciously inte-
grated productive units with workers’ housing. Each element in this physiocratic com-
plex was rendered according to its character. Thus the salt evaporation sheds on the axis
were high-roofed like agricultural buildings and finished in smooth ashlar, with rusti-
cated dressings, while the director’s house in the centre was low-roofed and pedimented,
rusticated throughout and embellished with Classical porticos. Here and there the walls
of the salt sheds and the workers’ houses were relieved by grotesque “spouts” of petri-
fied water, which not only symbolized the saline solution on which the enterprise was
based but also suggested that the productive system and the labour force had an equally
processal status.

In fictitiously developing this limited typology to include all the institutions of his
ideal city, Ledoux extended the idea of an architectural “physiognomy” to symbolize the
social intention of his otherwise abstract forms. The meanings are established either by
conventional symbols, such as the fasces evoking justice and unity on the courthouse,
the so-called Pacifére, or by isomorphism, as in the case of the Oikema, planned in the
shape of a penis. This last structure was dedicated to libertinage, whose curious social
purpose was to induce virtue through sexual satiety.
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Ledoux, ideal city of Chaux, 1804.

A whole world separates Durand’s rational permutation of received Classical ele-
ments from Ledoux’s arbitrary but purgative reconstitution of fragmented Classical parts
demonstrated in the toll-gates that he designed for Paris between 1785 and 1789. These
barriéres were just as disconnected from the culture of their time as the idealized insti-
tutions of Chaux. With their gradual demolition after 1789 they suffered the same fate
as the abstract and unpopular customs boundary that they were intended to administer,
the Enceinte des Fermiers Généraux, of which it was said, “Le mur murant Paris rend
Paris murmurant.”

After the Revolution, the evolution of Neo-Classicism was largely inseparable
from the need to accommodate the new institutions of bourgeois society and to repre-
sent the emergence of the new republican state. That these forces were initially re-
solved in the compromise of constitutional monarchy hardly detracted from the role
that Neo-Classicism played in the formation of the bourgeois imperialist style. The
creation of Napoleon’s “Style Empire” in Paris and Frederick II's Francophile “Kul-
turnation” in Berlin are but separate manifestations of the same cultural tendency. The
former made an eclectic use of antique motifs, be they Roman, Greek or Egyptian, to
create the instant heritage of a republican dynasty—a style that revealed itself signif-
icantly in the theatrical tented interiors of the Napoleonic campaigns and in the solid
Roman embellishments of the capital city, such as Percier and Fontaine’s Rue de Riv-
oli and Arc du Carrousel and Gondoin’s Place Vendome column dedicated to the
Grande Armée. In Germany the tendency was first manifested in Carl Gotthard Lang-
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hans’s Brandenburg Gate, built as the western entry to Berlin in 1793, and in Friedrich
Gilly’s design for a monument to Frederick the Great, of 1797. Ledoux’s primary
forms inspired Gilly to emulate the severity of the Doric, thereby echoing the “ar-
chaic” power of the Sturm und Drang movement in German literature. Like his con-
temporary Friedrich Weinbrenner, he projected a spartan Ur-civilization of high moral
value, with which to celebrate the myth of the ideal Prussian state. His remarkable
monument would have taken the form of an artificial acropolis on the Leipzigerplatz.
This temenos would have been entered from Potsdam through a squat triumphal arch
capped by a quadriga.

Gilly’s colleague and successor, the Prussian architect Karl Friedrich Schinkel, ac-
quired his early enthusiasm for Gothic not from Berlin or Paris, but from his own first-
hand experience of Italian cathedrals. Yet after the defeat of Napoleon in 1815, this Ro-
mantic taste was largely eclipsed by the need to find an appropriate expression for the
triumph of Prussian nationalism. The combination of political idealism and military
prowess seems to have demanded a return to the Classic. In any event this was the style
that linked Schinkel not only to Gilly but also to Durand, in the creation of his master-
pieces in Berlin: his Neue Wache of 1816, his Schauspielhaus of 1821 and his Altes Mu-
seum of 1830. While both the guardhouse and the theatre show characteristic features of
Schinkel’s mature style, the massive corners of the one and the mullioned wings of the
other, the influence of Durand is most clearly revealed in the museum, which is a pro-
totypical museum plan taken from the Précis and split in half—a transformation in
which the central rotunda, peristyle and courtyards are retained and the side wings elim-
inated . . . While the wide entry steps, the peristyle and the eagles and Dioscuri on the
roof symbolized the cultural aspirations of the Prussian state, Schinkel departed from the
typological and representational methods of Durand to create a spatial articulation of ex-
traordinary delicacy and power, as the wide peristyle gives way to a narrow portico con-
taining a symmetrical entry stair and its mezzanine (an arrangement which would be re-
membered by Mies van der Rohe).

The main line of Blondel’s Neo-Classicism was continued in the mid-19th century in
the career of Henri Labrouste, who had studied at the Ecole des Beaux-Arts (the institu-
tion that succeeded the Académie Royale d’Architecture after the Revolution) with
A.-L.-T. Vaudoyer, who had been a pupil of Peyre. After winning the Prix de Rome in
1824 Labrouste spent the next five years at the French Academy, devoting much of his
time in Italy to a study of the Greek temples at Paestum. Inspired by the work of Jakob-

Schinkel, Altes Museum, Berlin, 1828-30.
[Photo use by permission of Kunstbibliothale
Staatliche Museen Zu Berlin Preudischer
Kulturbesitz)
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Ignaz Hittorff, Labrouste was among the first to argue that such structures had originally
been brightly coloured. This, and his insistence on the primacy of structure and on the
derivation of all ornament from construction, brought him into conflict with the author-
ities after the opening of his own atelier in 1830.

In 1840 Labrouste was named architect of the Bibliothéque Ste-Geneviéve in Paris
which had been created to house part of the library impounded by the French state in
1789. Based apparently on Boullée’s project for a library in the Palais Mazarin, of 1785,
Labrouste’s design consists of a perimeter wall of books enclosing a rectilinear space
and supporting an iron-framed, barrel-vaulted roof which is divided into two halves and
further supported in the centre of the space by a line of iron columns.

Such Structural Rationalism was further refined in the main reading room and book
stack that Labrouste built for the Bibliotheque Nationale in 1860-68. This complex,
inserted into the courtyard of the Palais Mazarin, consists of a reading room covered
by an iron and glass roof carried on sixteen cast-iron columns and a multi-storey
wrought- and cast-iron book stack. Dispensing with the last trace of historicism,
Labrouste designed the latter as a top-lit cage, in which light filters down through iron
landings from the roof to the lowest floor. Although this solution was derived from
Sydney Smirke’s cast-iron reading room and stack built in the courtyard of Robert
Smirke’s Neo-Classical British Museum in 1854, the precise form of its execution im-
plied a new aesthetic whose potential was not to be realized until the Constructivist
work of the 20th century.

The middle of the 19th century saw the Neo-Classical heritage divided between two
closely related lines of development: the Structural Classicism of Labrouste and the
Romantic Classicism of Schinkel. Both “schools” were confronted by the same 19th-

Labrouste, book stack of the Bibliothéque Nationale, Paris, 1860—68. [Photo used by permission of
Bibliotheque Nationale de France]
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century proliferation of new institutions and had to respond equally to the task of creat-
ing new building types. They differed largely in the manner in which they achieved these
representative qualities: the Structural Classicists tended to emphasize structure—the
line of Cordemoy, Laugier and Soufflot; while the Romantic Classicists tended to stress
the physiognomic character of the form itself—the line of Ledoux, Boullée and Gilly.
Where one “school” seems to have concentrated on such types as prisons, hospitals and
railway stations, in the work of men like E.-J. Gilbert and F. A. Duquesney (designer of
the Gare de I’Est, Paris, in 1852), the other addressed itself more to representational
structures, such as the university museum and library of C. R. Cockerell in England or
the more grandiose monuments erected by Leo von Klenze in Germany—above all the
latter’s highly Romantic Walhalla, completed at Regensburg in 1842.

In terms of theory, Structural Classicism began with Rondelet’s Traité de ’art de
batir (1802) and culminated at the end of the century in the writing of the engineer Au-
guste Choisy, particularly his Histoire de I’architecture (1899). For Choisy the essence
of architecture is construction, and all stylistic transformations are merely the logical
consequence of technical development: “To parade your Art Nouveau is to ignore the
whole teaching of history. Not so did the great styles of the past come into being. It was
in the suggestion of construction that the architect of the great artistic ages found his
truest inspiration.” Choisy illustrated the structural determination of his Histoire with
axonometric projections which revealed the essence of a type of form in a single graphic
image, comprising plan, section and elevation. As Reyner Banham has observed, these
objective illustrations reduce the architecture that they represent to pure abstraction, and
it was this, plus the amount of the information they synthesized, that endeared them to
the pioneers of the Modern Movement after the turn of the century.

The emphasis that Choisy’s history placed on Greek and Gothic architecture was a
late 19th-century rationalization of that Graeco-Gothic ideal which had first been for-
mulated over a century before by Cordemoy. This 18th-century projection of Gothic
structure into Classical syntax found its parallel in Choisy’s characterization of the
Doric as wooden structure transposed into masonry. Just such a transposition was to be
practised by Choisy’s disciple, Auguste Perret, who insisted on detailing his reinforced-
concrete structures after the manner of traditional wood framing.

A Structural Rationalist to the core, Choisy was nonetheless capable of responding to
the Romantic sensibility when he wrote of the Acropolis: “The Greeks never visualized
a building without the site that framed it and the other buildings that surrounded it . . .
each architectural motif, on its own, is symmetrical, but every group is treated like a
landscape where the masses alone balance out.”

Such a Picturesque notion of partially symmetrical balance would have been as for-
eign to the teaching of the Beaux-Arts as it was to the polytechnical approach of Durand.
Certainly it would have had a limited appeal for Julien Guadet, who sought, in his lec-
ture course Eléments et théorie de ’architecture (1902), to establish a normative ap-
proach to the composition of structures from technically up-to-date elements, arranged
as far as possible according to the tradition of axial composition. It was through Guadet’s
teaching at the Beaux-Aurts, and his influence on his pupils Auguste Perret and Tony Gar-
nier, that the principles of Classical “Elementarist” composition were handed down to
the pioneer architects of the 20th century.



FIGURE 2-7  Choisy, axonometric projection of part of the

34 PARTONE: ARCHITECTURE AS ARTIFACT

Panthéon, Paris (see Figure 2-1), from his Histoire
de l'architecture, 1899.

TERRITORIAL TRANSFORMATIONS: URBAN DEVELOIéMENTS

1800-1909

[With] the development of increasingly abstract means of communication, the continuity
of rooted communication is replaced by new systems which continue to perfect them-
selves throughout the 19th century, allowing the population greater mobility and provid-
ing information that is more precisely synchronized with the accelerating rhythm of his-
tory. Railway, daily press and telegraph will gradually supplant space in its previous
informative role.

Francoise Choay
The Modern City: Planning in the 19th Century, 1969

The finite city, as it had come into being in Europe over the previous five hundred years,
was totally transformed in the space of a century by the interaction of a number of un-
precedented technical and socio-economic forces, many of which first emerged in Eng-
land during the second half of the 18th century. Prominent among them from a techni-
cal point of view must be counted such innovations as Abraham Darby’s
mass-production of cast-iron rails, from 1767, and Jethro Tull’s seed-drill cultivation of
crops in rows, generally adopted after 1731. Where Darby’s invention led to Henry
Cort’s development of the puddling process for the simplified conversion of cast- to
wrought-iron in 1784, Tull’s drill was essential to the perfection of Charles Townshend’s
four-crop rotational system—the principle of “high farming” that became general to-
wards the end of the century.

Such productive innovations had multiple repercussions. In the case of metallurgy,
English iron production increased forty-fold between 1750 and 1850 (rising to two mil-
lion tons a year by 1850); in the case of agriculture, after the Enclosures Act of 1771 in-
efficient husbandry was replaced by the four-crop system. Where the one was boosted
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by the Napoleonic Wars, the other was motivated by the need to feed a rapidly growing
industrial population.

At the same time the cottage-weaving industry, which had helped to sustain the agrar-
ian economy of the first half of the 18th century, was rapidly changed, first by James
Hargreaves’s spinning jenny of 1764, which greatly increased the individual’s spinning
capacity, and then by Edmund Cartwright’s steam-powered loom, first used for factory
production in 1784. This last event not only established textile production as a large-
scale industry, but also led immediately to the invention of the multi-storey fireproof
mill. Thus traditional textile manufacturing was forced to abandon its predominantly
rural base and to concentrate both labour and plant, first next to water courses and then,
with the advent of steam power, close to coal deposits. With 24,000 power looms in pro-
duction by 1820, the English mill town was already an established fact.

This process of uprooting—enracinement, as Simone Weil has called it—was further
accelerated by the use of steam traction for transport. Richard Trevithick first demon-
strated the locomotive on cast-iron rails in 1804. The opening of the first public rail ser-
vice between Stockton and Darlington in 1825 was followed by the rapid development
of a completely new infrastructure, Britain having some 10,000 miles of track in place
by 1860. The advent of long-distance steam navigation after 1865 greatly increased Eu-
ropean migration to the Americas, Africa and Australia. While this migration brought the
populations needed to expand the economy of colonial territories and to fill the growing
grid-plan cities of the New World, the military, political and economic obsolescence of
the traditional European walled city led, after the liberal-national revolutions of 1848, to
the wholesale demolition of ramparts and to the extension of the formerly finite city into
its already burgeoning suburbs.

These general developments, accompanied by a sudden drop in mortality due to im-
proved standards in nutrition and medical techniques, gave rise to unprecedented urban
concentrations, first in England and then, at differing rates of growth, throughout the de-
veloping world. Manchester’s population grew eight-fold in the course of the century, from
75,000 in 1801 to 600,000 by 1901, as compared to London’s six-fold increase over the
same period, from around 1 million in 1801 to 6% million by the turn of the century. Paris
grew at a comparable rate but had a more modest beginning, expanding from 500,000 in
1801 to 3 million by 1901. Even these six- to eight-fold increases are modest compared
with New York’s growth over the same period. New York was first laid out as a gridded
city in 1811, in accordance with the Commissioners’ Plan of that year, and grew from its
1801 population of 33,000 to 500,000 by 1850 and 34 million by 1901. Chicago grew at
an even more astronomical rate, rising from 300 people at the time of Thompson’s grid of
1833 to around 30,000 (of whom something under half had been born in the States) by
1850, and going on to become a city of 2 million by the turn of the century.

The accommodation of such volatile growth led to the transformation of old neigh-
bourhoods into slums, and also to jerry-built new houses and tenements whose main pur-
pose, given the general lack of municipal transport, was to provide as cheaply as possi-
ble the maximum amount of rudimentary shelter within walking distance of the centres
of production. Naturaily such congested developments had inadequate standards of
light, ventilation and open space and poor sanitary facilities, such as communal outside
lavatories, wash-houses and refuse storage. With primitive drainage and inadequate
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maintenance, this pattern could lead to the piling up of excrement and garbage and to
flooding, and these conditions naturally provoked a high incidence of disease—first tu-
berculosis and then, more alarmingly for the authorities, a number of outbreaks of
cholera in both England and Continental Europe in the 1830s and 1840s.

These epidemics had the effect of precipitating health reform and of bringing about
some of the earliest legislation governing the construction and maintenance of dense
conurbations. In 1833 the London authorities instructed the Poor Law Commission,
headed by Edwin Chadwick, to make enquiries about the origins of a cholera outbreak
in Whitechapel. This led to Chadwick’s report, An Inquiry into the Sanitary Conditions
of the Labouring Population in Great Britain (1842), to the Royal Commission on the
State of Large Towns and Populous Districts of 1844 and, eventually, to the Public
Health Act of 1848. This Act, in addition to others, made local authorities legally re-
sponsible for sewerage, refuse collection, water supply, roads, the inspection of slaugh-
terhouses and the burial of the dead. Similar provisions were to occupy Haussmann dur-
ing the rebuilding of Paris between 1853 and 1870.

The result of this legislation in England was to make society vaguely aware of the
need to upgrade working-class housing; but as to the models and means by which this
should be achieved there was little initial agreement. Nonetheless, the Chadwick-
inspired Society for Improving the Conditions of the Labouring Classes sponsored the
erection of the first working-class flats in London in 1844 to the design of the architect
Henry Roberts, and followed this resolute beginning with its Streatham Street flats of
1848-50 and a prototypical two-storey worker’s cottage containing four flats, again to
the design of Roberts, for the Great Exhibition of 1851. This generic model for the stack-
ing of apartments in pairs around a common staircase was to influence the planning of
working-class housing for the rest of the century.

The American-backed philanthropic Peabody Trust and various English benevolent
societies and local authorities attempted, after 1864, to upgrade the quality of working-
class housing, but little of significance was achieved until the slum clearance Acts of 1868
and 1875 and the Housing of the Working Classes Act of 1890, under which local au-
thorities were required to provide public housing. In 1893, when the London County
Council (established in 1890) began to build workers’ flats under the auspices of this Act,
its Architect’s Department made a remarkable effort to deinstitutionalize the image of
such housing by adapting the Arts and Crafts domestic style . . . to the realization of six-
storey blocks of flats. Typical of this development is the Millbank Estate, begun in 1897.

Throughout the 19th century the effort of industry to take care of its own assumed
many forms, from the “model” mill, railway and factory towns to projected utopian
communities intended as prototypes for some future enlightened state. Among those
who manifested an early concern for integrated industrial settlements one must ac-
knowledge Robert Owen, whose New Lanark in Scotland (1815) was designed as a pi-
oneering institution of the co-operative movement, and Sir Titus Salt, whose Saltaire,
near Bradford in Yorkshire (founded in 1850), was a paternalistic mill town, complete
with traditional urban institutions such as a church, an infirmary, a secondary school,
public baths, almshouses and a park.

Neither of these realizations could match in scope and liberating potential the radical
vision of Charles Fourier’s “new industrial world,” as formulated in his essay of that ti-
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Godin, Familistere, Guise, 1859-70. [Used by
permission of Bibliothéque Nationale de
France]

tle (Le Nouveau Monde industriel) published in 1829. Fourier’s non-repressive society
was to depend on the establishment of ideal communities or “phalanxes,” housed in pha-
lanstéres, where men were to be related in accordance with Fourier’s psychological prin-
ciple of “passional attraction.” Since the phalanstery was projected as being in open coun-
try, its economy was to be predominantly agricultural, supplemented by light
manufacturing. In his earliest writings Fourier outlined the physical attributes of his com-
munal settlement; it was modelled on the layout of Versailles, its central wing being given
over to public functions (dining hall, library, winter-garden, etc.), while its side wings
were devoted to the workshops and the caravanseray. In his Traité de I’association do-
mestique agricole (1822) Fourier wrote of the phalanstery as being a miniature town
whose streets would have the advantage of not being exposed to the weather. He saw it
as a structure whose grandeur, if generally adopted, would replace the petit-bourgeois
squalor of the small individual free-standing houses that were, by then, already filling the
outer interstices of towns.

Fourier’s disciple Victor Considérant, writing in 1838, mixed the metaphor of Ver-
sailles with that of the steamship and questioned whether it was “easier to house 1800
men right in the middle of the ocean, six hundred leagues from every shore, . . . than to
house in a unitary construction some 1800 good peasants in the heart of Champagne or
firmly on the soil of Beauce?” This particular conflation of commune and ship was to be
returned to by Le Corbusier, over a century later, in his self-contained commune or Unité
d’Habitation, realized with Fourierist overtones at Marseilles in 1952 . . .

The enduring importance of Fourier lies in his radical criticism of industrialized pro-
duction and social organization, for, despite numerous attempts to create phalansteries
in both Europe and America, his new industrial world was fated to remain a dream. Its
closest realization was the Familistere, built by the industrialist J.-P. Godin next to his
factory at Guise in 1859-70. This complex comprised three residential blocks, a créche,
a kindergarten, a theatre, schools, public baths and a laundry. Each residential block en-
closed a top-lit central courtyard which took the place of the elevated corridor streets of
the phalanstery. In his book Solutions sociales (1870) Godin absorbed the more radical
aspects of Fourierism by showing how the system could be adapted to co-operative fam-
ily living without resorting to the eccentric theories of “passional attraction.”

Aside from accommodating the labouring masses, London’s 18th-century matrix of
streets and squares was extended throughout the 19th century to meet the residential
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requirements of a growing urban middle class. No longer satisfied, however, with the
scale and texture of the occasional green square—delimited on all sides by streets and
continuous terraces—the English Park Movement, founded by the gardener Humphrey
Repton, attempted to project the “landscaped country estate” into the city. Repton him-
self succeeded in demonstrating this, in collaboration with the architect John Nash, in
their layout of Regent’s Park in London (1812-27). After the victory over Napoleon in
1815, the proposed development enclosing the park was augmented, under royal pa-
tronage, by a continuous “display” fagade, penetrating into the existing urban fabric and
extending as a more or less uninterrupted ribbon of terraced accommodation from the
aristocratic vistas of Regent’s Park in the north to the palatial urbanity of St James’s Park
and Carlton House Terrace in the south. '

The squirearchical concept of the Neo-Classical country house set in an irregular land-
scape (an image derived from the Picturesque work of Capability Brown and Uvedale
Price) was thus translated by Nash to the provision of terraced housing on the perimeter
of an urban park. This model was first systematically adapted to general use by Sir Joseph
Paxton, at Birkenhead Park, built outside Liverpool in 1844. Frederick Law Olmsted’s
Central Park in New York, inaugurated in 1857, was directly influenced by Paxton’s ex-
ample, even down to its separation of carriage traffic from pedestrians. The concept re-
ceived its final elaboration in the Parisian parks created by J. C. A. Alphand, where the
circulation system totally dictated the manner in which the park was to be used. With Al-
phand, the park becomes a civilizing influence for the newly urbanized masses.

The irregular lake that Nash created in St James’s Park in 1828 out of the rectangu-
lar basin that the Mollet brothers had made in 1662 may be taken to symbolize the vic-
tory of the English Picturesque over the French Cartesian conception of landscape dat-
ing from the 17th century. The French, who had hitherto regarded greenery as another
order of architecture and had rendered their avenues as colonnades of trees, were to find
the romantic appeal of Repton’s irregular landscape irresistible. After the Revolution
they remodelled their aristocratic parks into Picturesque sequences.

Yet, for all the power of the Picturesque, the French impulse towards rationality re-
mained, first in the percements (wholesale demolition in a straight line to create an en-
tirely new street) of the Artists’ Plan for Paris, drawn up in 1793 by a committee of rev-
olutionary artists under the leadership of the painter Jacques-Louis David; and then in
Napoleon’s arcaded Rue de Rivoli, built after 1806 to the designs of Percier and
Fontaine. Where the Rue de Rivoli was to serve as the architectural model not only for
Nash’s Regent Street but also for the scenographic “fagade” of Second Empire Paris, the
Artists’ Plan demonstrated the instrumental strategy of the allée, which was to become
the prime tool for the rebuilding of Paris under Napoleon III.

Napoleon III and Baron Georges Haussmann left their indelible mark not only on
Paris but also on a number of major cities in France and Central Europe which under-
went Haussmann-like regularizations throughout the second half of the century. Their
influence is even present in Daniel Bunham’s 1909 plan for the gridded city of Chicago,
of which Burnham wrote: “The task which Haussmann accomplished for Paris corre-
sponds with the work which must be done for Chicago in order to overcome the intoler-
able conditions which invariably arise from a rapid growth in population.”
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In 1853 Haussmann, as the newly appointed Prefect for the Seine, saw these condi-
tions in Paris as being polluted water supply, lack of an adequate sewer system, insuffi-
cient open space for both cemeteries and parks, large areas of squalid housing and last,
but by no means least, congested circulation. Of these, the first two were undoubtedly
the most critical for the everyday welfare of the population. As a consequence of draw-
ing the bulk of its water from the Seine, which also served as the main collector sewer,
Paris had suffered two serious outbreaks of cholera in the first half of the century. At the
same time, the existing street system was no longer adequate for the administrative cen-
tre of an expanding capitalist economy. Under the brief autocracy of Napoleon III,
Haussmann’s radical solution to the physical aspect of this complex problem was
percement. His broad purpose was, as Choay has written, “to give unity and transform
into an operative whole the ‘huge consumer market, the immense workshop’ of the
Parisian agglomerate.” Although the Artists’ Plan of 1793 and before that Pierre Patte’s
plan of 1765 had clearly anticipated the axial and focal structure of Haussmann'’s Paris,
there is, as Choay points out, a discernible shift in the actual location of the axes, from
a city organized around traditional guartiers, as in the plan made under David, to a me-
tropolis united by the “fever of capitalism.”

Saint-Simonian economists and technocrats, mostly from the Ecole Polytechnique, in-
fluenced Napoleon ITI’s views as to the economic means and the systematic ends to be
adopted in the rebuilding of Paris, emphasizing the importance of rapid and efficient sys-
tems of communication. Haussmann converted Paris into a regional metropolis, cutting
through its existing fabric with streets whose purpose was to link opposing cardinal points
and districts, across the traditional barrier of the Seine. He gave top priority to the cre-
ation of more substantial north-south and east-west axes, to the building of the Boule-
vard de Sébastopol and the easterly extension of the Rue de Rivoli. This basic cross,
which served the main railway termini to the north and south, was encircled by a “ring”
boulevard which in turn was tied into Haussmann’s major traffic distributor, his Etoile
complex built around Chalgrin’s Arc de Triomphe.

During Haussmann’s tenure the city of Paris built some 137 kilometres (85 miles) of
new boulevards, which were considerably wider, more thickly lined with trees and better
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FIGURE 2-9  The regularization of Paris; streets cut by
Haussmann are shown in black.
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lit than the 536 kilometres (333 miles) of old thoroughfare they replaced. With all this
came standard residential plan types and regularized fagades, and equally standard sys-
tems of street furniture—the pissoirs, benches, shelters, kiosks, clocks, lamp-posts, signs,
etc., designed by Haussmann’s engineers Eugeéne Belgrand and Alphand. This entire sys-
tem was “ventilated” whenever possible by large areas of public open space, such as the
Bois de Boulogne and the Bois de Vincennes. In addition, new cemeteries and many small
parks, such as the Parc des Buttes Chaumont and the Parc Monceau, were either created
or upgraded within the extended boundaries of the city. Above all, there was an adequate
sewer system and fresh water piped into the city from the Dhuis valley. In achieving such
a comprehensive plan, Haussmann, the apolitical administrator par excellence, refused to
accept the political logic of the régime he served. He was finally broken by an ambiva-
lent bourgeoisie, who throughout his tenure supported his “profitable improvements”
while at the same time defending their proprietorial rights against his intervention.

Prior to the collapse of the Second Empire, the principle of “regularization” was al-
ready being practised outside Paris, particularly in Vienna, where the replacement of de-
molished fortifications by a display boulevard was taken to its logical extreme in the os-
tentatious Ringstrasse, built around the old centre between 1858 and 1914. The
free-standing monuments of this “open” city expansion, structured around a cranked thor-
oughfare of enormous width, provoked the critical reaction of the architect Camillo Sitte,
who in his influential Der Stadtebau nach seinen kiinsterlerischen Grundsatzen (City
Planning According to Artistic Principles) of 1889 argued for the enclosure of the major
Ringstrasse monuments by buildings and arcades. Sitte’s remedial concern cannot be bet-
ter characterized than in his critical comparison of the traffic-ridden “open” city of the
late 19th century with the tranquillity of the medieval or Renaissance urban core:

During the Middle Ages and Renaissance public squares were often used for practical pur-
poses . . . they formed an entirety with the buildings which enclosed them. Today they
serve at best as places for parking vehicles, and they have no relation to the buildings
which dominate them . . . In brief, activity is lacking precisely in those places where, in
ancient times, it was most intense, near public structures.

Meanwhile, in Barcelona, the regional implications of urban regularization were be-
ing developed by the Spanish engineer Ildefonso Cerd4, the inventor of the term urban-
izacién. In 1859 Cerdé projected the expansion of Barcelona as a gridded city, some
twenty-two blocks deep, bordered by the sea and intersected by two diagonal avenues.
Driven by industry and overseas trade, Barcelona filled out this American-scale grid
plan by the end of the century. In his Teorid general de la urbanizacion (“General The-
ory of Urbanization™) of 1867 Cerd4 gave priority to a system of circulation and, in par-
ticular, to steam traction. For him transit was, in more ways than one, the point of de-
parture for all scientifically-based urban structures. Léon Jaussely’s plan for Barcelona
of 1902, derived from Cerdd’s, incorporated this emphasis on movement into the form
of a proto linear city where the separate zones of accommodation and transportation are
organized into bands. His design anticipated in certain respects the Russian linear city
proposals of the 1920s.

By 1891 intensive exploitation of the city centre was possible, due to two develop-
ments essential to the erection of high-rise buildings: the invention in 1853 of the pas-
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senger lift, and the perfection in 1890 of the steel frame. With the introduction of the un-
derground railway (1863), the electric tram (1884) and commuter rail transit (1890), the
garden suburb emerged as the “natural” unit for future urban expansion. The comple-
mentary relationship of these two American forms of urban development—the high-rise
downtown and the low-rise garden suburb—was demonstrated in the building boom that
followed the great Chicago fire of 1871.

The process of suburbanization had already started around Chicago with the layout
in 1869 of the suburb of Riverside, to the picturesque designs of Olmsted. Based in part
on the mid-19th-century garden cemetery and in part on the early East Coast suburb, it
was linked to downtown Chicago by both a railway and a bridle path.

With the entry into Chicago in 1882 of the steam-powered cable car, the way became
open to further expansion. The immediate beneficiary was Chicago’s South Side. Yet sub-
urban growth did not really prosper until the 1890s, when, with the introduction of the
electric streetcar, suburban transit greatly extended its range, speed and frequency. This
led at the turn of the century to the opening up of Chicago’s Oak Park suburb, which was
to be the proving ground for the early houses of Frank Lloyd Wright. Between 1893 and
1897 an extensive elevated railway was superimposed on the city, encircling its down-
town area. All these forms of transit were essential to Chicago’s growth. Most important
of all for the city’s prosperity was the railway, for it brought the first piece of modern agri-
cultural equipment to the prairie—the essential McCormick mechanical reaper invented
in 1831—and collected in return both grain and cattle from the great plains, trans-ship-
ping them to the lakeside silos and stockyards which had begun to be built on Chicago’s
South Side in 1865. It was the railway that redistributed this abundance from the 1880s
on, in Gustavus Swift’s refrigerated packing cars, and the corresponding growth in trade
greatly augmented the extensive passenger traffic centring on Chicago. Thus the last

FIGURE 2-10  Oimsted, plan of Riverside,
Chicago, 1869.
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S. S. Beman, factory (left) and town of
Pullman, Chicago, illustrated in 1885.

decade of the century saw radical changes in both the methods of town building and the
means of urban access—changes which, in conjunction with the grid plan, were soon to
transform the traditional city into an ever-expanding metropolitan region where dispersed
homestead and concentrated core are linked by continual commuting.

The puritanical entrepreneur George Pullman, who helped to rebuild Chicago after
the fire, had been one of the first to appreciate the expanding market in long-distance
passenger travel, bringing out his first Pullman sleeping car in 1865. After the achievement
of the transcontinental rail link in 1869, Pullman’s Palace Car Company prospered, and in
the early 1880s he established his ideal industrial town of Pullman, south of Chicago, a set-
tlement that combined workers’ residences with a full range of communal facilities, in-
cluding a theatre and a library as well as schools, parks and playgrounds, all in close prox-
imity to the Pullman factory. This well-ordered complex went far beyond the facilities
provided by Godin at Guise some twenty years earlier. It also far exceeds, in its compre-
hensiveness and clarity, the Picturesque model towns founded in England by the confec-
tioner, George Cadbury at Bournville, Birmingham, in 1879 and by the soap manufacturer
W. H. Lever at Port Sunlight, near Liverpool, in 1888. The paternalistic, authoritarian pre-
cision of Pullman bears a closer resemblance to Saltaire or to the workers’ settlements first
established as company policy by Krupp at Essen in the late 1860s.

Rail transit on a much smaller scale, by tram or by train, was to be the main determi-
nant of the two alternative models of the European garden city. One was the axial struc-
ture of the Spanish linear garden city, first described by its inventor Arturo Soria y Mata
in the early 1880s, and the other was the English concentric garden city, shown as cir-
cumnavigated by rail in Ebenezer Howard’s Tomorrow: A Peaceful Path to Real Reform
of 1898. Where Soria y Mata’s dynamic interdependent ciudad lineal comprised, in his
own words of 1882, “A single street of some 500 metres [1640 feet] width and of the
length that may be necessary . . . [a city] whose extremities could be Cadiz or St Peters-
burg or Peking or Brussels,” Howard’s static yet supposedly independent “Rurisville”
was encircled by its rail transit and thereby fixed at an optimum size of between 32,000
and 58,000 people. Where the Spanish model was inherently regional, undetermined and
Continental, the English version was self-contained, limited and provincial. Soria y
Mata described his “locomotion vertebrae” as incorporating, in addition to transit, the
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FIGURE 2-12 Howard, “Rurisville” schematic garden city from his Tomorrow, 1898.

essential services of the 19th-century city—water, gas, electricity and sewerage—com-
patible with the distribution needs of 19th-century industrial production.

Apart from being an antithesis to the radially planned city, the linear city was a means
for building along a triangulated network of pre-existing routes connecting a set of tra-
ditional regional centres. While the diagrammatic projection of Howard’s city as a satel-
lite town in open country was equally regional, the form of the city itself was less dy-
namic. On the model of Ruskin’s ill-fated St George’s Guild of 1871, Howard conceived
of his city as an economically self-sufficient mutual aid community, producing little be-
yond its own needs. The difference between these city models lay finally in the funda-
mentally different attitudes they adopted to rail transit. Whereas Howard’s Rurisville
was intended to eliminate the journey to work—the railway being reserved for objects
rather than men—the ciudad lineal was expressly designed to facilitate communication.

It was, however, the English garden city in its modified form that came to be widely
adopted, rather than the linear model sponsored by Soria y Mata’s Compaiiia Madrilefia de
Urbanizacién, which only built some 22 kilometres (14 miles) of the 55-kilometre (34-
mile) long “necklace” originally projected for the encirclement of Madrid. The failure of
this sole example condemned the linear city to a theoretical rather than practical future, and
at this level it persisted from the Russian linear cities of the late 1920s to Le Corbusier’s
ASCORAL planning thesis, first published as Les Trois Etablissements humains in 1945.

The radical reinterpretation of Howard’s original diagrams, reflected in the layout of
the first garden city, Letchworth in Hertfordshire (started in 1903), inaugurated the neo-
Sittesque phase in the English garden city movement. That the engineer-planner Ray-
mond Unwin was impressed by Sitte is evident from his highly influential book Town
Planning in Practice, published in 1909. The preoccupation of Unwin and his colleague
Barry Parker with “imaginary irregular towns”—of a kind exemplified for them by such
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medieval German towns as Nuremberg and Rothenburg-ob-der-Tauber—clearly lies be-
hind their picturesque layout for Hampstead Garden Suburb, designed in 1907. Yet for
all his contempt for “bye-law” architecture, Unwin remained as conditioned as any other
planner by the constraints imposed by modern standards of hygiene and circulation.
Thus, despite the renowned “empirical” success of these pioneering garden cities, the
debilitating environment produced subsequently by the English school of town planning
stems, at least in part, from Unwin’s failure to resolve this implacable dichotomy, that is
to reconcile medieval nostalgia with bureaucratic control. The “train-accident” block
layouts of the 20th century are among the enduring formal legacies of this failure.
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READING 3
The Architecture of Utopia*

Colin Rowe

In the essay “The Architecture of Utopia,” Colin Rowe examines the way
geometry and mathematical order have influenced our views and concepts of
architectural form. Rowe analyzes the Utopian city of the Renaissance to show
how an idealized physical form—the circle—can be used to predetermine urban

*First published in Granta, 1959.

Source: The Mathematics of the Ideal Villa and Other Essays by Colin Rowe. Copyright © 1976 by The
Massachusetts Institute of Technology. Published by MIT Press. Reproduced by permission of MIT Press.
Pp. 205-23.
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form without regard for human use, functional necessity, or cultural variation.
Thus, the ideal form becomes the physical metaphor for the place of
corresponding human virtue. Rowe argues that the architect must recognize both
the power and the tyranny contained in pure geometric forms, and must be
prepared to allow change, growth, and motion to impinge on those forms. In this
respect, he presents a case for how architects can absorb the lessons of the
Utopian ideal without being trapped into believing that physical form, in itself,
can act as a prescription for social health.

For unto you is paradise opened, the tree of life is planted, the time to come is prepared,
plenteousness is made ready, a city is builded, and rest is allowed, yea perfect goodness
and wisdom. The root of evil is sealed up from you, weakness and the moth is hid from
you, and corruption is fled into hell to be forgotten. Sorrows are passed, and in the end is
shewed the treasure of immortality.

2 Esdras 8: 52-54

Utopia and the image of a city are inseparable. And if, as we might suppose, Utopia does
find one of its roots in Jewish millennial thought, the reason is not far to seek. “A city is
builded and is set upon a broad field and is full of good things.” “Glorious things are
spoken of thee, O city of God.” “And he carried me away in the spirit to a great and high
mountain, and showed me that great city, the holy Jerusalem, descending out of heaven
from God.” Such biblical references to the felicity of a promised city are too abundant
to ignore; but, for all that, the ingredients of the later Civitas Dei are as much Platonic
as Hebraic and certainly it is a distinctly Platonic deity which presides over the first
Utopias to assume specific and architectural form.

Architecture serves practical ends, it is subjected to use; but it is also shaped by ideas
and fantasies, and these it can classify, crystallize, and make visible. Very occasionally
indeed the architectural crystallization of an idea may even precede the literary one; and
thus, if we can consider the Renaissance concept of the ideal city to be Utopian—as
surely we may—we find here a notable case of architectural priority. For Thomas More’s
famous book did not appear until 1516; and by this time the Utopian theme had been
well established—in Italian architecture, at least—for almost half a century. Filarete’s
Sforzinda, the paradigmatic city of so many future Utopian essays, had been projected
¢. 1460; and although Scamozzi’s Palma Nova, the first ideal city to achieve concrete
form, was not realized until 1593, the themes which it employs were a common archi-
tectural currency by 1500.

As illustrated by Sforzinda and Palma Nova (Figures 3-1 and 3-2), the ideal city is
usually circular; and, as More said of the towns of his own Utopia, “He that knows one
knows them all, they are so alike one another, except where the situation makes some
difference.”! One may withdraw in horror from this calculated elimination of variety;
and quite rightly so, for the ideal city, though an entertaining type to inspect, is often a
somewhat monotonous environment. But then the ideal city, like Utopia itself, should
scarcely be judged in these immediate physical terms. Nor should we evaluate it by ei-
ther visual or practical criteria, for its rationale is cosmic and metaphysical; and here, of
course, lies its peculiar ability to impose itself on the mind.

An architect of the Renaissance, had he felt it necessary to argue about circular, cen-
tralized, and radial exercises such as Palma Nova, to justify them might possibly have
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Plan for an ideal city. From Vincenzo .
Scamozzi, Lldea dell architettura \
universale (Venice, 1615). This and the

city shown in Figure 3-2 are neither

Sforzinda nor Palma Nova. But as Sir

Thomas More said of Utopian

demonstrations, “They are indeed so alike

that he that knows one knows them all”

[Used by permission of C. Rowe]

Plan for an ideal city. From Buonaiuto
Lorini, Delle Fortificatione Libri Cinque
(Venice, 1592). [Used by permission of C.
Rowe]

quoted the account in the Timaeus where the Demiurge is described as fashioning the
universe “in a spherical shape, in which all the radii from the middle are equally distant
from the bounding extremities; as this is the most perfect of all figures and the most sim-
ilar to himself.”? And thus, the Renaissance architect might have concluded, as an anal-
ogy of this divinely created sphere and as an emblem of the artificer who is declared to
be immanent within it, the city receives its circular outline.

Now it is by association with the emblematic significance of the sphere that we can
understand the persistence of the circular form throughout by far the greater number of
architectural Utopias; and so long as our mental inflection is Platonic, as a setting for the
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headquarters of an ideal state the ideal form of the circle, the mirror of a harmonious cos-
mic order, follows quite naturally. Thus, on through the seventeenth, eighteenth, and
even nineteenth centuries—even as late as 1898 in Ebenezer Howard’s prototype for
Letchworth Garden City—we still find the circle or conspicuous traces of it.

But there is perhaps another argument involved in this choice of form which is not
only Platonic in its bias but also Christian. For possibly the circle is intended both to sig-
nify and to assist a redemption of society. It is said to be a natural shape. As obviously,
if it is the shape of the universe, it must be. “It is manifest that nature delights principally
in round figures, since we find that most things which are generated, made or directed
by nature are round.” The dictum is from Alberti, one of the first architects to bring a
typically Renaissance intellect to bear upon the problems of the city; but the opinion is
by no means peculiar to him. Rather, it reflects the characteristic tone of quattrocento
humanism; and the argument that the circular city is predominantly “natural” (not at all
incongruous with the argument that it is divine), must evidently have introduced a pow-
erful predisposition in its favor. For if a circular city might now be considered to exem-
plify the laws of nature, how unnatural and therefore in a sense how “fallen” the me-
dieval city must have seemed; while if the medieval city could be thus seen as a
counterpart to Babylon, almost as illustration of the working of original sin, the human-
istic version of the New Jerusalem could now very well be experienced as the symbol of
a regenerated humanity, or a restoration of the injuries of time.

Thus, if nature takes pleasure in the circle (and gives second preference to the square),
itis to be expected that these forms should recur elsewhere within the fabric of a Utopian
town; and Campanella, for instance, describes, in his Citta del Sole, a church that is
placed in the center of the town and which “is perfectly round, free on all sides, but sup-
ported by massive and elegant columns,” a church in which “on the altar is nothing but
two globes, of which the larger is a celestial, the smaller a terrestrial one, and in the dome
are painted the stars of the sky.” But, again, the church which is thus specified had been
long anticipated by architects. “We cannot doubt that the little temples we make ought
to resemble this very great one, which by His immense goodness was perfectly com-
pleted with one word of His.”* This is the opinion of Palladio, and it was also his prac-
tice; but Campanella’s church and Palladio’s advice are already previsioned by the cen-
tral building in the Perspective of a Square (Figure 3-3), variously attributed to Luciano
Laurana, Francesco Di Giorgio, or Piero della Francesca and executed c. 1470.

Here it might be said that we are shown Utopia infiltrating a preexisting reality; but,
nevertheless, this picture can quite well be allowed to serve as a representation of just
the city which humanist thought envisaged. “The place where you intend to fix a tem-
ple,” Alberti recommends, “ought to be noted, famous, and indeed stately, clear from all
contagion of secular things”;> and, following his advice, not only is this particular
church round, but the square in which it stands is mathematically proportioned accord-
ing to Pythagorean principles, while the little palaces about it, grave, regular, and serene,
complete the illusion that we have indeed entered into a world where perfect equilibrium
is the law.

Fully to understand the revolutionary quality of this space, one should compare it
with some medieval square (which, incidentally, one might prefer); and one should com-
pare it then with its innumerable and rather belated progeny. No space of quite this or-
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Francesco di Giorgio (?), Perspective of a Square, c. 1470. [Used by permission of C. Rowe]

der and regularity came into existence until Michelangelo began his Campidoglio c.
1546, and scarcely any space of comparable order was attempted until the seventeenth
century. In Paris the Place des Vosges was conceived in 1603. In London the Piazza of
Covent Garden dates from the 1630s.°

And the same may be said of the Street Scene attributed to Bramante (Figure 3-4),
which provides an urbanistic motif first to be realized in the theater before achieving a
more permanent form in building. For it was not until the pontificate of Sixtus V, deter-
mined as he was to transform Rome into a modern city, that this kind of straight, seri-
ous, and majestic thoroughfare became something which no great city was to be con-
sidered complete without. While it is surely equivalent streets which Wren proposed for
London, it is again some diluted Napoleonic memory of this avenue of palaces and its
closing triumphal arch which persists in the Champs Elysées and in all those innumer-
able boulevards in Paris and elsewhere that arose to imitate it.

However, the success of the small circular church—which Alberti, in humanist style,
insisted on calling a temple—was even greater. Already built by 1502, the diminutive
Tempietto of San Pietro in Montorio summarized themes which were then to be monu-
mentally exploited in Michelangelo’s St. Peter’s, were to be taken up in France, to recur
in St. Paul’s, to become Hawksmoor’s magnificent mausoleum at Castle Howard, and
which in Oxford, again set down in the middle of a square, still present themselves for
our inspection as the Radcliffe Library.

But we must beware of overstatement; and quite simply to propose all these spaces,
all these squares and buildings to be Utopian is to be guilty of obvious overstatement.
The Radcliffe Camera, for instance, or the Place des Vosges can scarcely be called
Utopian without considerable qualification of this term. For we can scarcely suppose
that their respective sponsors, either Oxford or Henri IV, would seriously have been dis-
posed to spend large amounts of capital simply in order to exhibit the plastic corollary
to highly abstract political speculation. So much is clear; and yet the Radcliffe Camera
and the Place des Vosges, neither of them exactly revolutionary manifestations, are both
of them still the products of an architectural culture which had long accepted the once
revolutionary Citta ideale as axiomatic and which habitually derived all the conven-
tional elements of its repertory from this city’s accessories. May we not then propose,
by way of qualification, that these architectural manifestations, though not in the strict
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Bramante, Street Scene, c¢. 1500-10 (?). [Used by permission of C. Rowe]

sense Utopian, are still a complement to Utopian thought? That they rose to satisfy emo-
tional needs awakened by humanistic speculation? And that they are products of the
same impulse which made of the New Jerusalem an instrument for reshaping the world?

So much may be proposed; but there is still an element of irony which attaches itself
to any realization of the Utopian vision. Transcending reality as it does, transforming it
as it may, Utopia becomes increasingly compromised as it becomes increasingly ac-
ceptable. Notoriously, the configuration of the ideal city was “ideal” not only for the
philosopher but also for the military engineer; and while the first of such cities, Palma
Nova, was established as a Venetian military station towards the Istrian frontier, others,
very many with names famous in the history of war, were “idealized” rather through an
application to the laws of ballistics than through any devotion to the principles of Plato.’

In these and other ways we might demonstrate how a revolutionary idea transforms
not only the world but also itself. Penetrating that establishment which it seeks to sub-
vert, permeating it, providing its own color and tone, Utopia ultimately becomes the an-
cien régime against which new demonstrations arise. But the constellation of ideas,
partly Christian, partly Platonic, in some senses scientific, which presided over the in-
ception of the late fifteenth century vision could scarcely be expected to occur again, and
no subsequent Utopia has ever been able to command an architectural enthusiasm so
concentrated and intense as that which Renaissance humanism could draw upon. Thus
the successors of the humanists, the philosophers of the Enlightenment, conscious
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though they might have been of imperfections in the world which they occupied, were
only rarely able to enlist the services of their architectural contemporaries.

For these reasons, in the project by Ledoux of 1776 (Figure 3-5)—which we might
envisage as typifying the Utopian conditions that the Enlightenment conceived—the
circular form seems largely to survive as an intelligible convention. It cannot be
wholly sacrificed. Nor can it be wholly convincing. For though the rather deistic turn
of mind exhibited by Ledoux might very well be able to accept a circular disposition
for cities, for churches, and even for strange cemetery-catacombs—even though a
Boullée could find it the supremely appropriate configuration for the Cenotaph for
Newton (Figure 3-6)—the concept is no longer quite so “natural” as it once had been;
and though a Renaissance idea of “nature” might still provide the mold for revolu-
tionary form, it could no longer wholly absorb the sympathies of that new kind of
“natural” man which the impending revolution itself was to evoke.

Romantic individualism and the concept of Utopia were scarcely to be fused; and,
as a result, in the nineteenth century the Utopian idea was able to draw on no first-class
architectural talent. It persisted, and even proliferated; but it persisted as regards ar-
chitecture chiefly as a subterranean tradition. Neither the average nor the exceptional
nineteenth century architect were ever to be much seduced by Benthamite principles
of utility or Positivistic schemes of social reform; so that, in default of the architect’s

Project, La Saline de Chaux. Claude-Nicolas Ledoux, 1775-79. [Used by permission of C. Rowe]




FIGURE 3—6 Project, Cenotaph for Newton. Elevation and section. Etienne Louis Boullée, 1784.

£ [Used by permission of C. Rowe]
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interest, the nineteenth century Utopia retains much of the stamp which the Italians
had put upon it between three and four hundred years ago.

But it had in any case become a somewhat provincial idea;® and to the better minds
of the time, often heavily influenced by subtle hypotheses as to the “organic” nature of
society, the appearance of Utopia must have come to seem unduly mechanical.® Ac-
cordingly, deserted by intellect, Utopia now becomes naive; and while its Platonic forms
persist they are no longer infused with a corresponding content. Also, Utopia seems now
to have descended the social scale; for it is apparently no longer concerned with the re-
demption of society as a whole, but only with the redemption of its lower strata. There-
fore the nineteenth century Utopia is apt to wear a look of either strenuous philanthropy
or equally strenuous self-help; and the Happy Colony “to be built by the working men
of Britain in New Zealand” (Figure 3-7) might be taken as an example of the latter look.
It is a delightful mid-Victorian proposition; but although in this engaging scheme so
many of the former elements of Utopia survive—Platonic solids, delineations of the
globe, and even a little central building which has ceased to function as a temple and be-
come instead a model farm—still it is rather to be doubted whether such symbolism any
longer had public significance or whether many of those to whom this project was ad-
dressed were conscious of its author’s transpositions of the traditional iconography.

But, if one kind of Utopia has here received its ultimate formal degradation, can it be
said that Utopia has been revived in our own day?

That there is, or rather was, a profound Utopian impulse in modern architecture is in-
disputable; and, much as one imagines the drawing boards of Renaissance Italy, the
drawing boards of the earlier decades of this century certainly seem to have been clut-
tered with the abstracted images of cities. Two in particular deserve attention: the mech-
anistic, vitalistic city of the Futurists where dynamism was ceaseless and a life was
promised approximating to an absolute orgy of flux; and another city which, though a
metropolis, was curiously static and which seems to have been almost as empty of peo-
ple as the square in the picture at Urbino. Something of the Futurist city has been a com-
ponent of all subsequent development. But the success of the second city, Le Corbusier’s
ville radieuse has been inordinate; so that, for the present, one could safely assert that
this is the image of the city which controls. Never perhaps to be realized as a whole, its
accessories, like those of Sforzinda, have everywhere been adopted. But, if in reality the
ville radieuse would be almost as boring as Sforzinda before it, if it has a similar
schematic monotony, if, like Sforzinda, it is perhaps one of those general ideas which
can never be erased, one of those high abstractions which are empowered to perpetuate
themselves, does this make of it a Utopia in the sense which we have so considered
Sforzinda?

If Utopias are what Karl Mannheim defines them to be: “orientations transcending
reality . . . which, when they pass over into conduct, tend to shatter, either partially or
wholly, the order of things prevailing at the time,”'® then we must surely concede that
the ville radieuse is an instrument of some power. But, if we ask with what ideas an “ori-
entation” which “transcends reality” is constructed we are obliged to wonder whether
contemporary society can really tolerate such an “orientation.”

Judged in terms of results, the most viable Utopia was certainly that evolved c. 1500
and which, to borrow a phrase from Jacob Burckhardt, might conveniently be described
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FIGURE 3-7 The Happy Colony. From Robert Pemberton, The Happy Colony (London, 1854).
[Used by permission of C. Rowe]

as an attempt to turn the state into a work of art. Now need we say that the state never can
be turned into a work of art? That the attempt to do so is the attempt to bring time to a
stop, the impossible attempt to arrest growth and motion? For the work of art (which is
also an attempt to bring time to a stop), once it has left its maker, is not subject to change.
It enjoys neither growth nor motion. Its mode of existence is not biological. And, though
it may instruct, civilize, and even edify the individual who is exposed to it, in itself the
work of art will remain constant. For the work of art is not life; and nor, for that matter,
is Utopia politics. But in the relation of the individual with the work of art we may still
see something comparable to the relation of the state with Utopia. For Utopia too may in-
struct, civilize, and even edify the political society which is exposed to it. It may do all
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this; but for all that it cannot, any more than the work of art, become alive. It cannot, that
is, become the society which it changes; and it cannot therefore change itself.

A crude naturalism experiences great difficulty in recognizing these existential con-
ditions of the Utopian idea; and, to continue the analogy, a crude naturalism approaches
Utopia very much indeed as the vulgar are supposed to approach a work of art. It de-
mands an immediate effect. The work of art is like life. Utopia is like politics. Then let
them be so. But the demand that Utopia approximate to a portrait at the Royal Academy
or a novel by Arnold Bennett is conceivably more innocent than vulgar. For while the
mimetic intention of both art and Utopia requires no emphasis, neither can properly “im-
itate” life or society except after their own laws—laws which, to all appearance, four
hundred and fifty years ago were wonderfully identical. Indeed, at a much later date, Sir
Joshua Reynolds’ outrageous pronouncement that “the whole beauty and grandeur of art
consists in being able to get above all singular forms, local customs, particularities, and
details of every kind,”'' might very well be a definition of “the whole beauty and
grandeur” of Utopia. But it is also a statement of classical artistic doctrine, and it intro-
duces the problem of whether we are able to detach Utopia from classicism.

Perhaps with difficulty we may: but only surely if we are prepared to recognize
Utopia’s limitations; and only too if, while recognizing them, we are also prepared to
remember that Utopia is defined as an “orientation” which “transcends reality.” Then,
and armed with this definition, we might even conclude that, when “reality” is primar-
ily attributed to motion, growth, change, and history, then the preeminent “reality-
transcending orientation,” the obvious Utopia, might evidently be something not too far
removed from that persistent image which has so often been the instrument of change—
the classical image of changelessness.

ADDENDUM 1973

And the classical image of changelessness, that impossible image which has yet been re-
sponsible for more changes than one would wish to think about, is so important to this
discussion that it might be useful to introduce a rather more strict definition of Utopia
than Karl Mannheim’s.

A Utopian conception in its fully developed form might be defined as a unified vision
which includes:

1 a carefully considered artistic theory or attitude towards art integrated with
2 afully developed political and social structure conceived of as extant in
3 alocus independent of time, place, history or accident.'?

Now, for obvious reasons, no Utopian speculator—be he philosopher, architect, or ab-
solute despot—was ever able to combine all these themes. But, if we are here in the realm
of myth and if to combine all these themes was a patent impossibility for the speculative in-
tellect of the Renaissance and the Enlightenment (which had a high regard for them all), any
comparable endeavor is surely an even more patent impossibility for us at the present day.

We may, indeed, hunger and thirst after righteousness and our moral zeal may well
be effusive; but whether our moral passion will, or should, overcome our intellectual
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fastidiousness must be another matter. We may agonize over a supposed prevalent ab-
sence of Utopian reference; but, however much it may be often considered to be so, the
relation of society to Utopia is not the relation of a donkey to a carrot. Utopia is an op-
timum and, therefore, an end condition. Such are the terms of its alliance with classi-
cism. A particular Utopia can be subjected to neither alteration, addition, nor subtrac-
tion;'? but, while recognizing this, if we go on to observe the constantly expressed
preference of the present day for the dynamic rather than the static, for becoming rather
than being, for process rather than product, perhaps for effort rather than achievement,
we can only begin to define a situation which is inimical to the idea of Utopia. And if
we then go on to observe our interest in the concrete and the specific, in the paradoxi-
cal, in things as found, if we notice our preference for toughness, difficulty, and com-
plication, our insistence on the empirical fact, on data collection, our belief in the work
of art as an issue of tensions and balances, as a reconciliation of discordances and op-
posites, as something essentially and absolutely located in time and place, as something
which presents and re-presents its temporal and spatial limitations, as something grow-
ing from and thereby illustrating its liaison with existing society, as something inti-
mately involved with particular technologies and with ascertainable functions and tech-
niques, then this can only be still further to establish that the range of often
contradictory ideas which we habitually entertain are, if it is possible to take them to-
gether, considerably more than distinctly hostile to any form of Utopian fantasy.

Or so one might have thought. But any such simple and tolerably commonsense con-
jecture can only be to deny the historical evidence that a mental orientation towards
specifics and a proneness towards Utopian speculation, however logically incompatible
they may be, have long been able to enjoy an apparently happy coexistence.

I have a formal difficulty about the concept of Utopia . . . Does the Utopian postulate a
static Utopia, that is to say a society so perfect that any further change (improvement) is
inconceivable? Or is Utopia dynamic, a state to which we are continually aspiring but
never reach because it itself is continually changing, moving ahead of us? . . . I cannot
subscribe to the static version, for its assumptions are inherently absurd. . . ."*

So wrote one of the contributors to the issue of Granta in which this essay was first pub-
lished; and his point of view is completely understandable—at least so long as we do not
find Utopia to be a genuine problem or, alternatively, so long as we are willing directly to
equate the notions of Utopia and social progress. However, if we approach Utopia with
suspicion (Utopia where the citizens cannot fail to be happy because they cannot choose
but be good), if we are sceptical of its combination of progressivism and classicism, then
we might probably recognize that the imagined possible fusion of an evolutionary se-
quence with a perfected condition (of endless becoming which will, still, always be com-
plete being) is one of the more extraordinary fantasies of the present day—a fantasy which
is apt to seem always as wholly benign as it is undoubtedly, well intentioned.

The idea that society can approximate the condition of music, that change and order
may become one and the same, that the roads leading into the future may now, for the
first time, be rendered free of all bumps and impediments is, of course, one of the root
fantasies of modern architecture; and it is apt to be one of those presumptions which
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travel unexamined. Utopia is both to bring time to an end and, simultaneously, it is to in-
augurate an era in which the movements of time will be, for the most part, smooth and
predictable. The notion of the millennium is to retain all of its old-style cosmic signifi-
cance and is then to be made further agreeable by a redecoration with all the gloss of ra-
tionality and science.

The state of mind which is here implied, unembarrassed, superstitious, and allegedly
enlightened, should now be recognized as constituting the major block to any contem-
porary Utopian formulation—should this be necessary. A state of mind well disposed to-
ward what it supposes Utopia to be but unequipped with sense of metaphysical difficulty
or reservation—the state of mind preeminently of the planner and the empirical sociol-
ogist—for the most part unaware of Utopia’s historical origins and, generally, conceiv-
ing these to be irrelevant: what we have here is, very largely, the imposition of Hegel
upon Plato and, further, the tacit insistence that the results of this condition are, neces-
sarily, libertarian.

Which may be, rather extravagantly, to generalize and to jump; but which may also
be, opportunistically, to identify those coercive attributes of Utopia which Karl Popper
has selected to condemn. For Popper’s criticisms of Utopia and the closed society,'®
though they were available to—and apparently ignored by—the contributors to
Granta, 16 must be conceded as establishing a conspicuous obstacle both to the exercise
of Utopian fantasy as well as to the deployment of most of the traditional programs/fan-
tasies of modern architecture.

Utopia, because it implies a planned and hermetically sealed society, leads to sup-
pression of diversity, intolerance, often to stasis presenting itself as change, and, ulti-
mately, to violence. Or, more specifically: if Utopia proposes the achievement of ab-
stract goods rather than the eradication of concrete evils then it is apt to be tyrannical:
this since there can far more easily be consensus about concrete evils than there can be
about abstract goods. Such is the Popperian message, which, supported as it is by a cri-
tique of determinism and a developed theory of the nature of investigation, remains hard
to refute and which, very largely, continues to be ignored.

But, of course, when all this has been observed and taken to heart (which, in this con-
text, might mean when modern architecture has been cut down to size and its intentions
admitted to be poetry rather than prescription), the problem and the predicament of ab-
stract goods in a world of concrete evils—always an acute question for the architect—
remains unalleviated and unexamined; and, if one must agree with Popper about the
obligation to eradicate concrete evils, then one must still notice that the issue of abstract
goods (with all its Platonic, natural law, and modern-architecture overtones) emphati-
cally persists. For how to designate specific evil without at least some theory of general
good? And is not Popper’s position yet another Utopian formulation—and a Utopian for-
mulation which is particularly Germanic?

The road to progress was not sought in external deeds or in revolutions, but exclusively
in the inner constitution of man and its transformations.

For again, Mannheim—with his discrimination of a largely apolitical and Germanic
Utopia (vide note 8)—might seem to enter the picture, and Popper’s ideal of emancipation
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through self-knowledge—an emancipation both for the individual and society (the Kant-
ian ideal}—might seem to belong to this important, but still intrinsically local, category.

So, the problem of specific evil, the need for emancipation, a theory of general good
and then coercive Utopia as a repository—perhaps the respository—of ideas of general
good: this might be the conflict of interests that confronts us as we abandon both the
folklore of modern architecture and the Popperian destruction of allied propositions; and
it is a dilemma which seems to leave us only with the alternatives of Utopia and free-
dom—with freedom dependent upon Utopia and Utopia always acting to limit freedom.

In American terms this is a quandary which can often become the rule of law versus
the will of the people—with “law” or “the people” idealized as the purpose of the occa-
sion might seem to require. But, if this pair of opposites presumes an important willing-
ness to argue and no great willingness to insist, it might also be transferable from the
area of ostensible politics to the area of criticism in general. So there are no criteria
which cannot be faulted, which are not in continuous fluctuation with their opposites.
The flat becomes concave. It also becomes convex. The pursuit of an idea presumes its
contradiction. The external world and the senses both equivocate; and criticism, how-
ever empirical it may sometimes profess to be, depends always upon an act of faith, upon
an assumption (“this is a government of laws not men”) of impossible realities but plau-
sible abstractions. But, if the possible, the probable, and the plausibly abstract are always
in a continuous condition of intersection, it is perhaps in some such area, where myth
and reality interfecundate, that we should be willing to place all extreme fantasies both
of Utopia and liberty. .

The myth of Utopia and the reality of freedom! Alternatively: the reality of Utopia
and the myth of freedom! However stated, what we have here are the intimately inter-
woven presumptions of both authority and liberty; and, if they are—both sets—neces-
sary for survival, both of them the necessary components of discourse, then, if we pro-
fess any interest in emancipation but are not anxious to propose anarchy, perhaps it
should only be said that some affirmation of a limited Utopia remains a psychological
obligation. Utopia, in any developed form, in its post-enlightenment form, must surely
be condemned as a monstrosity; but, while always a flagrant sociological or political
nightmare, as a reference (present even in Popper), as a heuristic device, as an imperfect
image of the good society, Utopia will persist—but should persist as possible social
metaphor rather than probable social prescription.

1 Thomas More, Utopia, Book II, Ch. 11.

2 Plato, Timaeus, Bollingen series, 1944, p. 117.

3 James Leoni, The Architecture of Leon Battista Alberti in Ten Books . . . (London, 1735),
Book VII, Ch. IV.

4 Isaac Ware, The Four Books of Palladio’s Architecture (London, 1738), Book IV, Pref-
ace.

5 Leoni, The Architecture of Leon Battista Alberti, Book VII, Ch. IIL

6 This is not entirely to discount the splendid Bramantesque piazza at Vigevano dating
from the 1490s.
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7 See Horst de la Croix, “Military Architecture and the Radial City Plan in Sixteenth Cen-
tury Italy,” Art Bulletin 42, no. 4 (1960).

8 Though this might seem to be a somewhat perfunctory handling of Saint-Simon, Fourier,
Owen, et al., one might still agree with Karl Mannheim that these were “dreaming their
Utopias in the older intellectualist style” (Mannheim, Ideology and Utopia, 1st English
ed., 1936; reprinted, New York, n.d., p. 245).

9 And one might again agree with Mannheim that “Where as in France, . . . the situation
matured into a political attack the intellectualistic took on a rational form with decisively
sharp contours. [But] where it was not possible to follow in this path, as in Germany, the
Utopia was introverted and assumed a subjective tone.” In Germany, Mannheim contin-
ues, “the road to progress was not sought in external deeds or revolutions, but exclusively
in the inner constitution of man and its transformations.” Mannheim, Ideology and
Utopia, p. 220.

10 Mannheim, Ideology and Utopia, p. 192.

11 Sir Joshua Reynolds, Literary Works (London, 1835), Vol. I, p. 333. From Discourse III,
delivered in 1770.

12 Carroll William Westfall, “Review of Hermann Bauer, Kunst und Utopie,” in Journal of
the Society of Architectural Historians 26, no. 2 (1967).

13 “A harmony of all the parts in whatsoever subject it appears, fitted together with such
proportion and connection, that nothing could be added, diminished, or altered but for the
worse”: Alberti’s definition of beauty (Leoni, The Architecture of Leon Battista Alberti,
Book VI, Ch. 11) might also serve to illustrate the obvious predicament of Utopia with
reference to both history and change.

14 Robin Marris, “Utopia and Conviction,” Granta 63, no. 1187 (1959).

15 See particularly the article, first published in the Hibbert Journal (1948), in the collec-
tion Conjectures and Refutations (New York and London, 1962). But the judgments
which Popper here expresses are obviously to be found more extensively developed in
his The Logic of Scientific Discovery (first published as Logik der Forschung [Vienna,
1934]) (London 1958); in The Open Society and its Enemies (London, 1945), and in The
Poverty of Historicism (London, 1957). A valuable and appreciative criticism of Popper’s
centrality to the construction of any adequate contemporary critical theory is to be found
in G. Radnitzky, Contemporary Schools of Meta-Science (Chicago, 1973).

16 That Popper could be overlooked by the contributors to a student magazine in 1959 per-
haps should not be surprising; but that a similar failure should have characterized the con-
tributors to vol. 94, no. 2, of the Proceedings of the American Institute of Arts and Sci-
ences might arouse curiosity. However the issue Utopia of Daedalus (Spring 1965)
appears nowhere to display a cognizance of his position.
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READING 4
The Architecture of Community
Vincent Scully

Scully, an architectural historian, writes here about architecture’s important role
in shaping the human environment to create a sense of community. He decries the
role of the automobile as a “device of deep illusion,” that we all love, but that has
contributed enormously to the disintegration of community by obliterating the
community’s physical structure. He argues that Modern architecture and planning
prevalent in the middle years of this century by merely accommodating the
automobile were unable to provide community. In contrast, the current work by
Andres Duany and Elizabeth Plater-Zyberk, as epitomized by Seaside, Florida,
deals with the town as a whole and affords architecture the opportunity to regain
“its traditional stature as the means by which cities are made.” Scully states: *. . .
architecture is fundamentally a matter not of individual buildings but of the
shaping of community, and that, as in Paris, Uruk, or Siena, is done by the law.”

All human culture is intended to protect human beings from nature in one way or an-
other and to mitigate the effect upon them of nature’s immutable laws. Architecture is
one of humanity’s major strategies in that endeavor. It shelters human beings and reas-
sures them. Its purpose is to mediate between the individual and the natural world by
creating the physical reality of the human community, by which the individual is linked
to the rest of humanity and nature is in part kept out, in part framed, tamed, and itself
humanized. So architecture constructs its own model of reality within nature’s implaca-
ble order. It is within that model that human beings live; they need it badly, and if it
breaks down they may well become insane.

That is exactly what is happening today, and not only in America, but the pattern, as
so often in contemporary history, can be perceived most clearly here. This is so, in part,
because Americans have in fact destroyed so many kinds of communities during the past
generation. The process began directly after World War 11, when the remaining trolley
tracks, the very lifeline of town and suburb alike, were apparently bought and torn up by
the automobile interests. Public transit had been declining since 1914 in any event as the
number of automobiles rose. The Redevelopment of the 1960s completed the destruc-
tion and showed the true shape of the holocaust. The automobile was, and remains, the
agent of chaos, the breaker of the city, and Redevelopment tore most American towns
apart to allow it free passage through their centers, which were supposed to be revital-
ized by affluent suburban shoppers thereby. Instead the reverse took place: The auto-
mobile created the suburban shopping mall, which sucked the life out of the old city cen-
ters everywhere. This is ironic enough, because the existing center-city communities had

Source: “The Architecture of Community” by Vincent Scully, in The New Urbanism, by Peter Katz. Copy-
right © 1994 by Peter Katz. Published by McGraw-Hill. Reproduced by permission of the McGraw-Hill Com-
panies. Pp. 221-30.
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themselves been destroyed by Redevelopment in order to bring the largely mythical sub-
urbanite shoppers in. To follow 1-95 and its various connectors from New England to
Florida is to watch that evil process at work from Oak Street in New Haven to Overtown
in Miami, at the very end of the road. Their communities physically torn apart and given
no opportunity to form new ones, many of the inhabitants of center city began to lose
their minds, as who would not. Many of them were African-Americans from the rural
South who had been lured to the big cities to work in war plants during World War II;
then the factories moved away with perfect cynicism, seeking even cheaper labor back
in the South once more; then, in financial panic, the big cities redeveloped themselves
in the manner already described and there its people were, out of work under the Pi-
ranesian piers of the freeway, in a surreal wasteland with homes, churches, stores, and
most of all the orienting street grid of the city, all shot to hell.

By contrast, the suburbs, closed off from the urban population by what Frank Lloyd
Wright once called “the iron hand of realty,” seemed like Paradise, but they were spawn-
ing their own neuroses too, fed by endless hours on the road and no connection with
much of anything when one got where one was going. Soon fear came to play its part. It
rode behind the locked doors of the automobiles and was eminently justified, whether
by the nut on the highway, or the sniper on the overpass, or by what happened if the
wrong exit was taken off the connector.

Whatever other factors have been involved in this disintegration of community, it is
still the automobile—and how much we all love it—which has done the job. It has not
only obliterated the community’s physical structure but has also made us feel that the
community’s psychic protection is unnecessary, and that what the car seems to offer in
terms of individual freedom is enough. It is a device of deep illusion and may be said to
have rendered all of society insane. Indeed, the years to come will soon show us whether
the automobile and what we have thought of as civilization can coexist.

Some of us were writing and teaching all this in the 1960s—even then the eventual ef-
fects on American society were predictable enough—and some younger people were ap-
parently listening. Peter Calthorpe, a student at Yale in the 1970s, seems to have been one
of them. His “transit-oriented development,” as assembled at Laguna West, is an attempt
to regroup the suburb into a density which makes public transit feasible. It is shaped by
avenues that radiate, like those of Versailles, from a center of public buildings and spaces,
among them a “village green.” One thinks of the 17th-century grid plan of New Haven,
Connecticut, with the great Green in the center. As the grid moved west to shape most of
the cities of the continent, the Green, the public space, tended to disappear under the pres-
sure of private greed. Calthorpe now tries to bring it back, reflecting the attempt by many
organizations over the past 30 years to preserve or restore public space. One recalls the
fight under Margaret Flint of the New Haven Trust for Historic Preservation to preserve
the scale and amenity of New Haven’s Green itself in 1967. Indeed, the combats of that
year—when New Haven’s post office and city hall were saved from Redevelopment and
after which, by extension, the brutal demolition of low-income neighborhoods was
brought to a halt by Senator Lowell Weicker—might be regarded as the true beginning of
the contemporary preservation movement, through which, for the first time in the mod-
ern period, a popular mass movement has discovered the means and the political clout to
force architects and civic officials alike to do what the informed public wants them to do.
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That movement, now boldly led by the National Trust for Historic Preservation, does
seem to reflect the yearning to rebuild community which is felt by most Americans to-
day. It now seems obvious to almost everybody—as it did once before, in the 1870s,
when the Colonial Revival began—that community is what America has most conspic-
uously lost, and community is precisely what the canonical Modern architecture and
planning of the middle years of this century were totally unable to provide. This was so
for many reasons; foremost among them was the fact that the Modern architects of the
heroic period (Wright, Le Corbusier, Mies Van der Rohe, Gropius and their followers)
all despised the traditional city—the finest achievement of Western architecture, put to-
gether piece by piece over the centuries—and were determined to replace it with their
own personal, utopian, idiosyncratic schemes. Le Corbusier’s Ville Radieuse was the
most influential of them all; and it furnished the basic model for American Redevelop-
ment itself. Even the social structures involved were eerily the same: both were “cités
d’affaires,” cities of business, from which the poor were to be excluded. The German
Modemnists had advanced equally catastrophic ideas, based upon their concept of the
“zeitgeist,” the “spirit of the age,” that did not allow anything which had been done be-
fore to be done again or even to be preserved. So Hilbersheimer proposed his endless
miles of high-rise slabs, his landscapes of hell, out of which the mass housing of the
1950s took shape, much of it to be dynamited as wholly unlivable hardly more than 20
years later.

In all these cataclysmic proposals for the city there was a true hatred for the world as
it was socially constituted, but there was also something else, a consuming contempt for
it on aesthetic grounds. The Modern architects of the International Style had largely
taken abstract painting as their model, and they came to want to be as free from all con-
straints as those painters were, free from everything which had always shaped and lim-
ited architecture before, in part from statics itself (forms must float) and from roofs, win-
dows, trim and so on, but most of all from the restraints of the urban situation as a whole:
from the city, from the community. Their buildings were to be free of zoning laws, and
from the need to define the street, and from all respect for whatever already existed on
and around the site. They were to be free—like Lever House or the Pan Am Building or
the Whitney Museum or even the Guggenheim Museum—to rip the old urbanism apart
or to outrage it, or, perhaps most truly, to use its order, while it lasted, as a background
before which they could cavort. Most of all they had to be abstract; they could not un-
der any circumstances be inflected toward their surroundings by Classical or vernacular
details or stylistic references of any kind. Such would have constituted an immoral act.
Here was another madness to complement the others. It is still prevalent today among
many architects who, baffled by the complexity of reality, still insist that architecture is
a purely self-referential game, having to do with formal invention, linked madly enough
with linguistics, or literature, but not at all with the city or with human living on any sane
terms. Such architects claim to reflect the chaos of modern life and to celebrate it. Some
of them pretend to worship the automobile, and the “space-time continuum,” like
Marinetti before them idolizing violence, speed, war and Fascism in the end. “Whom
Zeus wishes to destroy,” said Aeschylus more or less, “he hastens on with madness.”

Yet it should be said that there is hardly an architect or critic living today who has not
been drawn to Modern architecture during his life and does not love thousands of Mod-
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ern works of art. But the urban issue has to be faced. The International Style built many
beautiful buildings, but its urbanistic theory and practice destroyed the city. It wrote bad
law. Its theme in the end was individuality; hence its purest creations were suburban vil-
las, like the Villa Savoie and Philip Johnson’s Glass House. These celebrated the indi-
vidual free from history and time. One could not make a community out of them. In the
Glass House especially the individual human being seems wholly liberated from the en-
tire human community. The secret is technology, a chancy thing; plugged into its heat-
ing and lighting devices the existential mortal man can dispense with everything else
that once stood between nature and himself. He enjoys the sensation of being wholly
alone in the world. His architecture cannot, will not, deal with community issues.

So Neo-Modern architecture, in its present “Deconstructivist” phase, though popular
in the schools—why not, it offers the ideal academic vocabulary, [is] easy to teach as a
graphic exercise and [is] compromised and complicated by nothing that exists outside
the academic halls—has been failing for a long time in the larger world of the built en-
vironment itself. Here it is clear that the most important development of the past three
decades or more has been the revival of the Classical and vernacular traditions of archi-
tecture, which have always dealt with questions of community and environment, and
their reintegration into the mainstream of Modern architecture. That development in fact
began in the late 1940s with an historical appreciation of the American domestic archi-
tecture of the 19th century—which I tried to call the Stick and Shingle Styles—and it
first took new shape in the present with Robert Venturi’s shingled Beach House of 1959.
Venturi then went on, in the Vanna Venturi House of the early 1960s, to reassess the early
buildings of Frank Lloyd Wright, which had themselves grown directly out of the Shingle
Style of the 1880s, and he worked his way wholly back into the Shingle Style itself, as in
the Trubek and Wislocki houses of 1970. Here Venturi rediscovered a basic vernacular
type, very close indeed to the types “remembered” (as he put it) by Aldo Rossi in Italy very
soon thereafter. Many other architects then followed that lead, Robert A.M. Stern foremost
in time among them. Stern soon learned to abandon his compulsion to invent—his early
houses, though based on Shingle Style models, are Proto-Deconstructivist in form—
in favor of trying to learn how to design traditional buildings well, and to group them in
ways that make sense. The point became not style but type and, by extension, context. Here
again Robert Venturi’s work led the way. Wu Hall in Princeton, the Institute for Scientific
Information in Philadelphia, and the Sainsbury Wing of the National Gallery in London,
all inflect what are otherwise clearly Modern buildings toward the particular “styles”
which preexist on each site: Tudorish in Princeton, International Style in Philadelphia,
Classical on Trafalgar Square. Each new building thus enhances and completes the ex-
isting place on its own terms. The city is healed rather than outraged—poignantly so
in London, where the site had actually been blitzed and where early schemes to build
upon it lent credence to Prince Charles’ remark that Modern architecture had done
more damage to England than the Luftwaffe. Now the architect gives up his semi-
divine pretension to be Destroyer and Creator and to invent new styles like new
religions, and aspires instead to the more humane and realistic role of healer, of physi-
cian. Venturi was surely encouraged in this new pragmatism by the work of his wife
Denise Scott Brown in neighborhood design and advocacy planning. So, with Venturi,
the architect abandons the iconoclasm of much of the Modern movement in favor of
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the idea that he belongs to a long and continuous architectural tradition, through which
cities in the past have on the whole been built correctly and in reasonable accordance
with human needs.

Out of this view, which is in fact the natural culmination of the vernacular and Clas-
sical revival, the work of Andres Duany and Elizabeth Plater-Zyberk derives. It com-
pletes the revival by dealing with the town as a whole. It reclaims for architecture, and
for architects, a whole realm of environmental shaping that has been usurped in recent
generations by hosts of supposed experts, many of whom, like those of the truly sinister
Departments of Transportation everywhere, have played major roles in tearing the envi-
ronment to bits and encouraging its most cancerous aberrations. With these two young
architects, and with their students and colleagues at the University of Miami, architec-
ture regains its traditional stature as the means by which cities are made.

I have written elsewhere how, as architecture students at Yale in the early 1970s, Du-
any and Plater-Zyberk led my seminar into New Haven’s vernacular neighborhoods and
showed us all not only how intelligently the individual buildings were put together but
also how well they were related to each other to make an urban environment—how ef-
fectively the lots worked, and the porches related to the street, and the sidewalks with
their fences and their rows of trees bound the whole fabric together, and how street park-
ing was better than parking lots and the automobile could be disciplined, and how, most
of all, it could all be done again—and fundamentally had to be done again as all of a
piece if it was going to be done right—from the turned posts and the frontal gables to
the picket fences, the sidewalks and the trees. Everything that the International Style had
hated, everything that the “zeitgeist” had so Germanically consigned to death, came
alive again. For me, marinated in Modernism, it was the revelation of a new life in every-
thing. There was no reason whatever why the best of everything had to be consigned to
the past. Everything was available to be used again; now, as always in architecture, there
were models to go by, types to employ.

So it is important to remember that for Duany and Plater-Zyberk the plan as such did
not come first. First came the buildings, the architectural vernacular, because it was af-
ter all the buildings which had brought the old New Haven grid up into three dimensions
to shape a place. Duany and Plater-Zyberk’s critics have never really understood this. It
is again a question of types which, with their qualifying details and decoration, have
shown themselves capable of shaping civilized places and of fitting together in groups
to make towns. Leon Krier was also instrumental in helping us see this, and he became
one of Duany and Plater-Zyberk’s most important mentors and was to build a beautiful
house at Seaside.

Terms like “historicism” are not relevant here—the zeirgeist mentality is “historicist,”
not this one—but ancillary concepts like those relative to symbol are relevant indeed,
and no excuse need be made for that fact. Human beings experience all works of visual
art in two different but inextricably interrelated ways: empathetically and by association.
We feel them both in our bodies and in terms of whatever our culture has taught us. Mod-
ernism at its purest fundamentally wanted to eliminate the cultural signs if possible—
hence abstraction. It was Venturi himself who, in his epoch-making Complexity and
Contradiction in Architecture (1966) and his Learning from Las Vegas (1972), first
brought an awareness of the centrality of symbolism back to architecture, and he was the
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first to use semiotics as an architectural tool. It was he who introduced literary criticism
itself, especially Empson’s theory of ambiguity, into the contemporary architectural di-
alogue. Faced with this, the Neo-Modernists would like to divert it by replacing the rel-
evant primary architectural symbols—those having to do with nature, place and com-
munity—with secondary and diversionary ones having to do with linguistics or
whatever else may be dredged up out of the riot of sign systems in the human mind.

Not Duany and Plater-Zyberk. Their eyes are on the reality of things as they are. That
is why Seaside is so moving. Whatever it may be in fact—a resort community, a mod-
ern-day Chautauqua—it has beyond that succeeded, more fully than any other work of
architecture in our time has done, in creating an image of community, a symbol of hu-
man culture’s place in nature’s vastness. It does this in terms of the densely three-
dimensional organization of its building types as they group together, almost huddle
together, on the shore of Florida’s panhandle, pressed close up to the gleaming white
sand, the green and blue sea and the wild skies of the Gulf of Mexico. Therefore, Sea-
side is not an affair of plan only, not only of two-dimensional geometry, as all too many
planned communities in this century have tended to become. True enough, Seaside’s
plan as such has a distinguished ancestry. It owes a direct debt not only to Versailles and
to the whole French classic planning tradition, out of which Washington no less than
modern Paris took its shape, but also to the fine American planning profession that flour-
ished before Gropius came to Harvard in the 1930s and destroyed it at its heart. One
thinks here especially of John Nolen’s work of the 1920s in Florida, so well illustrated
by John Hancock in Jean-Francois Lejeune’s brilliant publication The New City: Foun-
dations (Fall 1991). All the planning shapes at Seaside are in Nolen’s plans for Venice
and Clewiston, both in Florida: the grid, the broad hemicycles, the diagonal avenues.
And Nolen was of course not alone in his time. Planners of the teens and twenties like
Frederick Law Olmsted Jr., Frank Williams, Arthur Shurtlief, Arthur Comey, George and
James Ford, every one of them with at least one degree from Harvard, also come to mind,
as do many others. It is true that one weakness of these planners, a somewhat Jefferson-
ian preoccupation from early in the century onward with what they called the “conges-
tion” of the cities, was to play into the hands of the Modernist iconoclasts and the auto-
mobile freaks after World War II. Otherwise, the New Urbanism, so-called, is in large
part a revival of the Classical and vernacular planning tradition as it existed before
International-Style Modernism perverted its methods and objectives.

But Duany and Plater-Zyberk differ from Nolen—and so Seaside from Venice—in one
fundamental aspect: They write a code that controls the buildings as well as the plan. They
therefore ensure that the three-dimensional reality of the town will fulfill the concept ad-
umbrated in its plat—without themselves having to design every building in it. Hence
they encourage many other architects and builders to work, as they can do freely enough,
within the overall guidelines. Nolen could not normally exert that much control. So his
streets are often ill-defined, his axes climaxed by gas stations, the whole inadequately
shaped and contained. Calthorpe so far has been in something of the same fix.

But Duany and Plater-Zyberk had learned not only from Nolen but also from George
Merrick, the developer of Coral Gables, upon which he worked most directly from 1921
to 1926, when the hurricane of that year wiped him out but failed to kill his town. Mer-
rick is one of the true heroes of American architecture, and an unlikely one. He was a
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Florida real estate man of the bad old days of the boom when so many of Florida’s lots
were resold two or three times in one day and were in fact under water. But not those of
Coral Gables, which also has an unusual plan, involving a perimeter of tightly gridded
streets that contains and protects a free-flowing English garden within it—its shapes
probably suggested by its several golf courses—and all fundamentally at automobile
scale: the automobile scale of the 1920s, that is, the scale of “motoring,” which is what
Coral Gables, though it once had a fine public transportation system, was fundamentally
intended for. We can’t really blame Merrick for his beautiful renderings of fine boule-
vards with a few dignified town cars proceeding along them. Who could have foreseen
the explosion of the species that was to come? But what Duany and Plater-Zyberk and
Robert Davis learned from Coral Gables was not only the general lesson that a fine co-
herent small city could be made out of suburban elements but also the specific lesson that
it took a Draconian building code to do it. That’s what Merrick had, a code that shaped
first the beginnings of a Spanish or, perhaps better, a Mediterranean-Revival town and
then introduced little villages into it that were French or Chinese or South African Cape
Dutch or Southern Colonial—all perfectly delightful, especially the Chinese.

With the hurricane of 1926, Merrick went bankrupt and lost control, and the houses,
especially after World War II, became more typically suburban—squashed down, spread
out, less urbane and less naturally groupable—while the lots became much bigger, so
that a certain structure, or scale, was lost. But much of the code held, and a fundamen-
tal urban order continued to be maintained. In the end that order was furnished largely
by the trees. They shape the streets and cover them over against the sun and are the ma-
jor architectural elements that make the place special and unified in every way, and dis-
guise the worst of the houses.

Seaside’s structure does not derive from its trees. The windy Gulf coast is not sym-
pathetic to them, and the *“jungle” will grow up only to the height that is protected by the
houses, but the principle of shaping the streets three-dimensionally is written into the
code. Streets are as narrow as possible—automobiles can get through them perfectly
well but their scale remains pedestrian—and they are closely defined by picket fences
and front porches and by building masses brought tightly up to them. There are no car-
ports and few garages. The cars survive well enough and the street facade retains its in-
tegrity. So the important place-maker is the code. It is not “fussy” or “escapist” but es-
sential, and at Seaside it may not have been written strictly enough.

It is curious that the houses there which have been most published in the architectural
press—though not in the popular press, which understands the issues better—are those
which most stridently challenge the code, as if originality were architecture’s main virtue
and subversion of community its greatest good. The houses by Walter Chatham at Sea-
side are the most conspicuous in this regard. Each destroys a type; his own intrudes what
looks like a primitivistic cabin, something appropriate to a glade in the Everglades, into
a civilized street of humanly scaled windows, flat trim and delicate porches, and so bar-
barizes it, while his row houses at the town’s urban core do the two things no rowhouse
can do without destroying the group: interrupting the cornice line and dividing the indi-
vidual house volume vertically down the middle. Yet Robert Davis encourages Chatham
(whom everybody likes anyway) and continues to give him buildings to do, perhaps valu-
ing his intransigence as an image of the therapeutic license within the general order—or
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simply because it is invariably published. To go further, it would be salutary to see what
areally fine architect like Frank Gehry—his work almost Deconstructivist but much too
genial, accomplished, and untheoretical for that—might be able to do within the code at
Seaside. Gehry has shown not only that he knows how to inflect his apparently anarchic
buildings toward the places they are intended for but also that he understands and loves
American wood frame construction. He might well find a way to reinterpret the tradition
and retain civility in ways that Chatham, for example, has not yet been able to do.

Distressing, though, is the tendency of Duany and Plater-Zyberk, when addressing
Neo-Modemists, to suggest that they employ the vernacular in their projects only be-
cause it is popular with their clients. This buffoonery, genial enough, nevertheless leaves
them open to the charge of “pandering” to the public which their opponents are not slow
to advance. But the pandering in this case, as in that of Chatham, is to the architectural
magazines and the professional club. It makes a joke of everything Duany and Plater-
Zyberk have come to stand for, and it denies the historical facts of their rise. That they
should seem to need the approval of professional cdteries they have far outclassed may
be taken as an aberration of success and an indication of the tight hold (like that of the
Marine Corps or the Catholic Church) which the architectural profession exerts on any-
one who has ever belonged to it. In any case, another generation—some collaborators,
others trained by Duany and Plater-Zyberk, others affiliated with them at the University
of Miami and therefore much more liberated than they—will surely carry on the work.
Some names that come to mind, and there may surely be others (many mentioned else-
where in this book), are Jorge Hemandez; Teofilo Victoria; Maria de la Guardia; Jorge,
Mari and Luis Trelles; Rocco Ceo; Rafael Portuondo; Geoffrey Ferrell; Charles Barrett;
Victor Dover; Joseph Kohl; Jaimie Correa; Mark Schimmenti; Eric Valle; Scott Merrill;
Jean-Francois Lejeune; Ramon Trias; Maralys Nepomechie; Gary Greenan; Dan
Williams; Monica Ponce de Leon; Richard McLaughlin; Armando Montero; Thorn
Grafton; Suzanne Martinson; Rolando Llanes; Sonia Chao; Maria Nardi; Frank Mar-
tinez; Emesto Buch; Douglas Duany; Dennis Hector; Joanna Lombard; Thomas Spain;
Roberto Behar; and Rosario Marquardt, whose rapt and noble paintings have helped to
set a Mediterranean impress on the school.

It is true that Seaside seems so deceptively ad hoc that it can take a good deal of dis-
ruption. Could Kentlands? Probably not so much. But the point is clear. All human com-
munities involve an intense interplay between the individual and the law. Without the
law there is no peace in the community and no freedom for the individual to live with-
out fear. Architecture is the perfect image of that state of affairs. Ambrogio Lorenzetti
showed it to us in Siena, in his Allegory of Good Government. There is the country all
rounded and rich in vineyards and grain. There is the city wall cutting into it, behind
which the hard-edged buildings of the town jostle each other and shape public spaces
where the citizens dance together. A figure of Security floats above the gate and guards
it. Alongside this great scene an allegory of the town government is painted on the wall.
The Commune sits enthroned, a majestic figure surrounded by virtues. Below him all the
citizens of the town are gathered, each dressed in his characteristic costume and all
grasping a golden cord which depends from the Commune itself. The cord is the law
which binds them together and which they hold voluntarily because it makes them free.
In the center of the scene the figure of Peace reclines at her ease.
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Seaside, which in fact resembles Lorenzetti’s densely towered town more than a lit-
tle—as does Battery Park City at another scale—embodies this necessary duality well.
It is interesting in that regard to compare its houses and their groupings with those at La-
guna West, where Calthorpe has pointed out that he was not able to control the archi-
tectural situation so completely. It is even more interesting to visit the towns along the
Gulf near Seaside which imitate it. The picket fences are there, and they help quite a lot,
as do the gazebos and the vernacular architecture as well. But the roads are all too wide,
the lots usually too big; the density is not really present, so that the automobile still
seems to be in command and the pressure of the communal law is not really applied.
Therefore, these derivations from Seaside are all less convincing as places. They should
not be despised for that, because their movement is in the right direction, but the point
remains luminous: architecture is fundamentally a matter not of individual buildings but
of the shaping of community, and that, as in Paris, Uruk, or Siena, is done by the law.

Still, one cannot help but hope that the lessons of Seaside and of the other new towns
now taking shape can be applied to the problem of housing for the poor. That is where
community is most needed and where it has been most disastrously destroyed. Center
city would truly have to be broken down into its intrinsic neighborhoods if this were to
take place within it. Sadly, it would all have been much easier to do before Redevelop-
ment, when the basic structure of the neighborhoods was still there, than it is today. But,
whatever the size of the city as a whole, the “five-minute walk”” would have to govern
distances and the scale of the buildings themselves should respond to the basically low-
rise, suburban-sized environment that, for any number of reasons, most Americans seem
to want. It is therefore a real question whether “center city” as we know it can ever be
shaped into the kind of place most Americans want to live in.

The Clinton neighborhood illustrated in this volume is surely a measurable improve-
ment in that regard over the usual development of Manhattan’s blocks, but the scale is
still enormous, much larger than that of Vienna’s great Gemeindebauten of the period
1919-34, which it otherwise somewhat recalls. It is very urbane, with reasonable public
spaces. But in America, unlike Europe, only the rich have normally chosen to live in
high-rise apartments. The poor have almost always aspired to what they have been told
every American family rates: a single-family house in the suburbs. Ideally they want
Seaside. And since we are no longer Modern architects who act upon what we think peo-
ple ought to have rather than what they want, we should try to figure out how they can
get it. The building type itself should present no problem, especially if its basic visual
qualities and its sense of personal identification can be captured in a narrower, higher,
perhaps even multi-family type. In fact, some of Duany and Plater-Zyberk’s basic mod-
els, and those of Melanie Taylor and Robert Orr at Seaside, were the two- and three-
family wooden houses of New Haven’s modest neighborhoods, a good three stories tall
with porches, bay windows and high frontal gables, a 19th century blue-collar Stick-and-
Shingle structure that defined city streets with a compelling presence and some density
but at a moderate scale.

Here, too, a half-forgotten contemporary project comes to mind: Robert Stern’s Sub-
way Suburb of 1976. Stern proposed that the city services from subways to sewage that
still existed in the South Bronx, above which the city lay burned, wasted and unwanted,
should be utilized to create what amounted to a suburban community of single and double
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houses laid out according to the existing street pattern. Some of the details Stern employed,
and perhaps the house types themselves, were not close enough to their superior vernacu-
lar prototypes to be convincing today, but the idea was there. HUD later built a few single-
family houses in the area that were snapped up at once despite their lack of psychological
and physical support from a community group, and similar houses elsewhere can be seen
standing in otherwise tragically trashed ghettos all over the Northeast, meticulously
groomed behind their chain-link fences. There is reason to believe, therefore, that the Sea-
side type and related vernacular models, easy and economical to construct, might well be
adapted for many urban situations. Such is already being done in dribs and drabs by Habi-
tat for Humanity. But could it be funded as a mass program at urban scale?

Seaside, Kentlands, and Laguna West could be built by developers because there was
money to be made out of them. Will it ever be possible to make money by building com-
munities for the poor? Ways may yet be found to do so, some combination of private in-
vestment with intelligent government subsidies at all levels may do the trick. The fed-
eral government itself once spent so much money on Redevelopment, at a time when the
architectural profession hardly knew what to do with the city, that we may hope it will
reorder its priorities and begin to spend some now when the profession is better prepared
to spend it wisely.

Urban organizations like Chicago’s Center for Neighborhood Technology, of which
Michael Freedberg is Director of Community Planning, are watching the work of Du-
any and Plater-Zyberk and Calthorpe and the others very carefully to see if there is any-
thing in it they can use. In Chicago they sit, of course, at the heart of a wonderful ur-
ban—suburban order of the recent past, with the Loop, the community of work, and Oak
Park, the community of home, perfectly connected by the elevated suburban train. But
that order too is breaking down, with work moving centrifugally to Chicago’s periphery
so that the existing east-west transit serves it perfectly no longer. In the long run a ver-
sion of Calthorpe’s “ TODs” might be of relevance here.

To say that there is much hope in this or any other present model would be overstat-
ing the case. But there is a lot of determination. One drowns in the urban situation but
works with what one has. It would be sad if Seaside, for one, were not to inspire imita-
tions far from the Gulf. Seaside itself sometimes seems to be sinking under the weight
of its own success. Everybody in the country appears to be coming to look at it, smoth-
ering it, ironically enough, in automobiles during the summer. The only thing that can
save it, says Duany, is more Seasides, plenty of them, and this is surely true in the largest
social sense. The town of Windsor, for example, by Duany and Plater-Zyberk, with two
polo fields, is aimed at as rich a clientele as exists. It offers large “estate” houses around
a golf course and others along the shore. In the center, however, is a tightly-gridded
town, and that is where every client so far has wanted to be. So the rich, who can choose,
choose community, or at least its image. How much more must the poor, who must de-
pend upon it for their lives, want community? If Seaside and the others cannot in the end
offer viable models for that, they will remain entirely beautiful but rather sad. Perhaps
they will in fact do so, because human beings are moved to act by symbols, and the sym-
bol is there. When the great winds rise up out of the Gulf—and the storm clouds roll in
thundering upon the little lighted town with its towered houses—then a truth is felt, in-
volving the majesty of nature and, however partial, the brotherhood of mankind.
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READING 5

Historical and Other Precedents:
Towards an Old Architecture

Robert Venturi, Denise Scott Brown, and Steven Izenour

In this selection from Learning from Las Vegas, Venturi, Scott Brown, and
Izenour explore the qualities of modern architecture in the context of popular
culture, mass consumption, and urban sprawl. Building on Venturi’s earlier work,
Complexity and Contradiction in Architecture (1966), the authors seek to draw
together the historical threads of precedent and iconography to explain the
conditions in which contemporary designers must work. They see the usefulness
of “commercial vernacular architecture as a vivid source for symbolism in
architecture. We have described in the Las Vegas study the victory of symbols-in-
space over forms-in-space in the brutal automobile landscape of great distances
and high speed, where the subtleties of pure architectural space can no longer be
savored.” The book evolved from work conducted in an architectual design
studies at Yale University that was taught by the authors in 1968.

HISTORICAL SYMBOLISM AND MODERN ARCHITECTURE

The forms of Modern architecture have been created by architects and analyzed by crit-
ics largely in terms of their perceptual qualities and at the expense of their symbolic mean-
ings derived from association. To the extent that the Moderns recognize the systems of
symbols that pervade our environment, they tend to refer to the debasement of our sym-
bols. Although largely forgotten by Modern architects, the historical precedent for sym-
bolism in architecture exists, and the complexities of iconography have continued to be
a major part of the discipline of art history. Early Modern architects scorned recollection
in architecture. They rejected eclecticism and style as elements of architecture as well as
any historicism that minimized the revolutionary over the evolutionary character of their
almost exclusively technology-based architecture. A second generation of Modern archi-
tects acknowledged only the “constituent facts” of history, as extracted by Sigfried
Giedion,' who abstracted the historical building and its piazza as pure form and space in
light. These architects’ preoccupation with space as the architectural quality caused them
to read the buildings as forms, the piazzas as space, and the graphics and sculpture as
color, texture, and scale. The ensemble became an abstract expression in architecture in
the decade of abstract expressionism in painting. The iconographic forms and trappings
of medieval and Renaissance architecture were reduced to polychromatic texture at the
service of space; the symbolic complexities and contradictions of Mannerist architecture
were appreciated for their formal complexities and contradictions; Neoclassical architec-
ture was liked, not for its Romantic use of association, but for its formal simplicity. Ar-

Source: Learning from Las Vegas by Robert Venturi, Denise Scott Brown, and Steven Izenour. Copyright
© 1977, 1972 by The Massachusetts Institute of Technology. Published by MIT Press. Reproduced by per-
mission of MIT Press. Pp. 104-27.

1Sigﬁ'ied Giedion, Space, Time and Architecture (Cambridge, MA: Harvard University Press, 1944), Part 1.
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chitects liked the backs of nineteenth century railroad stations—literally the sheds—and
tolerated the fronts as irrelevant, if amusing, aberrations of historical eclecticism. The
symbol systems developed by the commercial artists of Madison Avenue, which consti-
tute the symbolic ambience of urban sprawl, they did not acknowledge.

In the 1950s and 1960s, these “Abstract Expressionists” of Modern architecture ac-
knowledged one dimension of the hill town—piazza complex: its “pedestrian scale” and
the “urban life” engendered by its architecture. This view of medieval urbanism en-
couraged the megastructural (or megasculptural?) fantasies—in this context hill towns
with technological trimmings—and reinforced the antiautomobile bias of the Modemn
architect. But the competition of signs and symbols in the medieval city at various lev-
els of perception and meaning in both building and piazza was lost on the space-oriented
architect. Perhaps the symbols, besides being foreign in content, were at a scale and a
degree of complexity too subtle for today’s bruised sensibilities and impatient pace. This
explains, perhaps, the ironical fact that the return to iconography for some of us archi-
tects of that generation was via the sensibilities of the Pop artists of the early 1960s and
via the duck and the decorated shed on Route 66: from Rome to Las Vegas, but also back
again from Las Vegas to Rome.

THE CATHEDRAL AS DUCK AND SHED

In iconographic terms, the cathedral is a decorated shed and a duck.* The Late Byzan-
tine Metropole Cathedral in Athens is absurd as a piece of architecture (Figure 5-1). It is
“out of scale”: Its small size does not correspond to its complex form—that is, if form
must be determined primarily by structure—because the space that the square room en-
closes could be spanned without the interior supports and the complex roof configura-
tion of dome, drum, and vaults. However, it is not absurd as a duck—as a domed Greek
cross, evolved structurally from large buildings in greater cities, but developed symbol-
ically here to mean cathedral. And this duck is itself decorated with an appliqué collage
of objets trouvés—bas-reliefs in masonry—more or less explicitly symbolic in content.

Amiens Cathedral is a billboard with a building behind it (Figure 5-2). Gothic cathe-
drals have been considered weak in that they did not achieve an “organic unity” between
front and side. But this disjunction is a natural reflection of an inherent contradiction in
a complex building that, toward the cathedral square, is a relatively two-dimensional
screen for propaganda and, in back, is a masonry systems building. This is the reflection
of a contradiction between image and function that the decorated shed often accommo-
dates. (The shed behind is also a duck because its shape is that of a cross.)

The facades of the great cathedrals of the Ile de France are two-dimensional planes at
the scale of the whole; they were to evolve at the top corners into towers to connect with
the surrounding countryside. But in detail these facades are buildings in themselves, sim-
ulating an architecture of space in the strongly three-dimensional relief of their sculpture.
The niches for statues—as Sir John Summerson has pointed out—are yet another level of
architecture within architecture. But the impact of the facade comes from the immensely
complex meaning derived from the symbolism and explicit associations of the aedicules

* Editors Note: Refer to Reading 6 by Geoffrey Broadbent for definitions of Venturi, Scott Brown, and
Izenour’s use of the terms “shed” and “duck.”
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FIGURE 5-1  Metropole Cathedral, Athens. [Robert Venturi]

and their statues and from their relative positions and sizes in the hierarchic order of the
kingdom of heaven on the facades. In this orchestration of messages, connotation as prac-
ticed by Modemn architects is scarcely important. The shape of the facade, in fact, dis-
guises the silhouette of nave and aisles behind, and the doors and the rose windows are
the barest reflections of the architectural complex inside.

SYMBOLIC EVOLUTION IN LAS VEGAS

Just as the architectural evolution of a typical Gothic cathedral may be traced over the
decades through stylistic and symbolic changes, a similar evolution—rare in contempo-
rary architecture—may also be followed in the commercial architecture of Las Vegas.
However, in Las Vegas, this evolution is compressed into years rather than decades, re-
flecting the quicker tempo of our times, if not the less eternal message of commercial
rather than religious propaganda. Evolution in Las Vegas is consistently toward more
and bigger symbolism. The Golden Nugget casino on Fremont Street was an orthodox
decorated shed with big signs in the 1950s—essentially Main Street commercial, ugly
and ordinary (Figure 5-3). However, by the 1960s it was all sign; there was hardly any
building visible (Figure 5-4). The quality of the “electrographics” was made more stri-
dent to match the crasser scale and more distracting context of the new decade and to
keep up with the competition next door. The freestanding signs on the Strip, like the tow-
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FIGURE 5-2 Amiens Cathedral, west front. [Jean Roubier, Paris]

ers at San Gimignano, get bigger as well. They grow either through sequential replace-
ments, as at the Flamingo, the Desert Inn, and the Tropicana, or through enlargement as
with the Caesars Palace sign, where a freestanding, pedimented temple facade was ex-
tended laterally by one column with a statue on top—a feat never attempted, a problem
never solved in the whole evolution of Classical architecture (Figure 5-5).

THE RENAISSANCE AND THE DECORATED SHED

The iconography of Renaissance architecture is less overtly propagandistic than is that
of medieval or Strip architecture, although its ornament, literally based on the Roman,
Classical vocabulary, was to be an instrument for the rebirth of classical civilization.
However, since most of this ornament depicts structure—it is ornament symbolic of
structure—it is less independent of the shed it is attached to than ornament on medieval
and Strip architecture (Figure 5-6). The image of the structure and space reinforces
rather than contradicts the substance of the structure and space. Pilasters represent mod-
ular sinews on the surface of the wall; quoins represent reinforcement at the ends of the
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Golden Nugget, Las Vegas, pre-1964. [Learning from Las Vegas studio, Yale University]

wall; vertical moldings, protection at the edges of the wall; rustication, support at the
bottom of the wall; drip cornices, protection from rain on the wall; horizontal moldings,
the progressive stages in the depth of the wall; and a combination of many of these or-
naments at the edge of a door symbolizes the importance of the door in the face of the
wall. Although some of these elements are functional as well—for instance, the drips
are, but the pilasters are not—all are explicitly symbolic, associating the glories of Rome
with the refinements of building.

But Renaissance iconography is not all structural. The stemma above the door is a
sign. The Baroque facades of Francesco Borromini, for instance, are rich with symbol-
ism in bas-relief—religious, dynastic, and other. It is significant that Giedion, in his bril-
liant analysis of the facade of San Carlo alle Quattro Fontane, described the contrapun-
tal layerings, undulating rhythms, and subtle scales of the forms and surfaces as abstract
elements in a composition in relation to the outside space of the street but without ref-
erence to the complex layering of symbolic meanings they contain.

The Italian palace is the decorated shed par excellence. For two centuries, from Flo-
rence to Rome, the plan of rooms en suite around a rectangular, arcaded cortile with an
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Golden Nugget, Las Vegas, post-1964. [Learning from Las Vegas studio, Yale University]

entrance penetration in the middle of a facade and a three-story elevation with occasional
mezzanines was a constant base for a series of stylistic and compositional variations.
The architectural scaffolding was the same for the Strozzi Palace with its three stories of
diminishing rustication, for the Rucellai with its quasi-frame of three-ordered pilasters,
for the Farnese with its quoined corners complementing the focus of the ornamental cen-
tral bay and its resultant horizontal hierarchy, and for the Odescalchi with its monu-
mental giant order imposing the image of one dominant story on three (Figures 5-7 and
5-8). The basis for the significant evaluation of the development of Italian civic archi-
tecture from the mid-fifteenth to the mid-seventeenth century lies in the decoration of a
shed. Similar ornament adorns subsequent palazzi, commercial and senza cortili. The
Carson Pirie Scott department store supports at the ground floor a cast-iron cladding of
biological patterns in low relief with intricate scale appropriate for sustaining the cus-
tomers’ interest at eye level, while abruptly opposing, in the formal vocabulary above it,
the ugly and ordinary symbolism of a conventional loft (Figure 5-9). The conventional
shed of a high-rise Howard Johnson motel is more Ville Radieuse slab than palazzo, but
the explicit symbolism of its virtually pedimented doorway, a rigid frame in heraldic or-
ange enamel, matches the Classical pediment with feudal crest over the entrance of a pa-
trician palazzo, if we grant the change in scale and the jump in context from urban pi-
azza to Pop sprawl (Figure 5-10).
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FIGURE 5-5 Caesars Palace, extended sign. [Learning from Las Vegas studio, Yale University]
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FIGURE 5-9 Carson Pirie Scott department store, Chicago. [Chicago Architectural Photographing Company]

FIGURE 5-10 Howard Johnson’s Motor Lodge and Restaurant, Charlottesville, Virginia. [Camera Center,
Charlottesville, Virginia]
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NINETEENTH-CENTURY ECLECTICISM

The stylistic eclecticism of the nineteenth century was essentially a symbolism of func-
tion, although sometimes a symbolism of nationalism—Henri I'V Renaissance in France,
Tudor in England, for example. But quite consistently styles correspond to building
types. Banks were Classical basilicas to suggest civic responsibility and tradition; com-
mercial buildings looked like burghers’ houses; universities copied Gothic rather than
Classical colleges at Oxford and Cambridge to make symbols of “embattled learning,”
as George Howe put it, “tending the torch of humanism through the dark ages of eco-
nomic determinism,”2 and a choice between Perpendicular and Decorated for midcen-
tury English churches reflected theological differences between the Oxford and Cam-
bridge Movements. The hamburger-shaped hamburger stand is a current, more literal,
attempt to express function via association but for commercial persuasion rather than
theological refinement (Figures 5-11-5-13).

Donald Drew Egbert,” in an analysis of midcentury submissions for the Prix de Rome
at the Ecole des Beaux-Arts—home of the bad guys—called functionalism via associa-
tion a symbolic manifestation of functionalism that preceded the substantive functional-
ism that was a basis for the Modern movement: Image preceded substance. Egbert also
discussed the balance in the new nineteenth-century building types between expression
of function via physiognomy and expression of function via style. For instance, the rail-
road station was recognizable by its cast-iron shed and big clock. These physiognomic
symbols contrasted with the explicit heraldic signing of the Renaissance-eclectic waiting
and station spaces up front. Sigfried Giedion called this artful contrast within the same
building a gross contradiction—a nineteenth-century “split in feeling”—because he saw
architecture as technology and space, excluding the element of symbolic meaning.

FIGURE 5-11  Eclectic bank. [Learning from Las Vegas
studio, Yale University]

2George Howe, “Some Experiences and Observations of an Elderly Architect,” Perspecta 2, The Yale Ar-
chitectural Journal, New Haven (1954), p. 4.
3Donald Drew Egbert, “Lectures in Modern Architecture” (unpublished), Princeton University, c. 1945.
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FIGURE 5-12  Eclectic church. [Learning from Las Vegas
studio, Yale University]

FIGURE 5-13 Hamburger stand, Dallas, Texas. [Spencer Parsons]

MODERN ORNAMENT

Modern architects began to make the back the front, symbolizing the configurations of
the shed to create a vocabulary for their architecture but denying in theory what they
were doing in practice. They said one thing and did another. Less may have been more,
but the I-section on Mies van der Rohe’s fire-resistant columns, for instance, is as com-
plexly ornamental as the applied pilaster on the Renaissance pier or the incised shaft in
the Gothic pier. (In fact, less was more work.) Acknowledged or not, Modern ornament
has seldom been symbolic of anything nonarchitectural since the Bauhaus vanquished
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Art Deco and the decorative arts. More specifically, its content is consistently spatial and
technological. Like the Renaissance vocabulary of the Classical orders, Mies’s structural
ornament, although specifically contradictory to the structure it adorns, reinforces the ar-
chitectural content of the building as a whole. If the Classical orders symbolized “rebirth
of the Golden Age of Rome,” modern I-beams represent “honest expression of modern
technology as space”—or something like that. Note, however, it was “modern” technol-
ogy of the Industrial Revolution that was symbolized by Mies, and this technology, not
current electronic technology, is still the source for Modern architectural symbolism to-
day.

ORNAMENT AND INTERIOR SPACE

FIGURE 5-14

Mies’s I-section appliqués represent naked steel-frame construction, and they make the
necessarily bulky, enclosed, fire-resistant frame underneath look thinner through their
complex articulations. Mies used ornamental marble in his early interiors to define
space. The marble and marblelike panels in the Barcelona Pavilion, the House with
Three Courts, and other buildings of that period are less symbolic than the later exterior
pilasters, although the lush veneering of the marble and its reputation for rarity connote
richness (Figure 5-14). Although these “floating” panels can now almost be mistaken for
abstract expressionist easel paintings of the 1950s, their purpose was to articulate Flow-
ing Space by directing it within a linear steel frame. Ornament is the servant of Space.

The Kolbe sculpture in this pavilion may have certain symbolic associations, but it
too is there primarily to punctuate and direct space; it points up through contrast the ma-
chine aesthetic forms around it. A later generation of Modern architects has made these
configurations of directional panels and punctuating sculpture the accepted technique
for exhibition and museum display, giving the display elements an informational as well
as a space-directing role. Mies’s elements were symbolic rather than informational; they
contrasted the natural with the machined, demonstrating what Modern architecture was
by setting it against what it was not. Neither Mies nor his followers used the forms sym-
bolically to convey other-than-architectural meaning. Social realism in a Mies pavilion
would be as unthinkable as a WPA mural in the Petit Trianon (except that the flat roof
itself was a symbol of socialism in the 1920s).

House with Three Courts;
perspective of bedroom wing; Mies
van der Rohe. [Mies van der Rohe,
Ludwig. House with Three Courts
(1934). Interior perspective. Pencil,
cut-out reproduction (detail from g
George Braque: Fruit Dish, Sheet
Music and Pitcher, 1926) on
illustration board, 30” X 40” (76.2
X 101.8 cm). The Museum of
Modern Art, New York. Gift of the
architect © 1997 The Museum of
Modern Art, New York.]
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FIGURE 5-15 Casino Pio V, Rome. [Learning from Las Vegas studio, Yale University]

In the Renaissance interior too, ornament is used along with plenty of light to direct
and punctuate space. But here in contrast with the Mies interiors, it is the constructional
elements that are ornamental—the frames, moldings, pilasters, and architraves that re-
inforce the forms and identify enclosed space—while the surfaces are the neutral con-
text. Inside the Mannerist Casino Pio V, however, pilasters, niches, architraves, and cor-
nices obscure the nature of the space or, rather, make the distinction between wall and vault
ambiguous, because these elements, traditionally identified with walls, extend over the
vault’s surface (Figure 5-15).<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>