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The wrttlen work concerning the concept ol transparcncy was conceived in
he Spnng of 1955 by Colin Rowe, educated as an architect, student of archilectural
arian. Rudolf Wittkower, and by Robert Slutzky, painter and student of Josel
Ibers. At that time, both were at the School of Architecture at the Universily of
Texas in Austin; R()bu ( Slutzky was responsible tor the teaching of drawing and color
lesign, C “olin Rowe was professor ol architectural design. The essay was ready for
inting in Fall of that same year; already in Winter, a second essay had been writ-
as a sequeld 1o the study, and a third part outlised in Spring of 1956.

_ Various circumstances delayed the publication of the second part (an exam-
would be the willingness of “The Architectural Review” to accept the picce on
condition that certain sections concerning Gropius be omitted) until it finally
ppeared in 1964 in “Perspecta 87, The Yale Architectural fournal, slightly abridged,
ider the title “Transparency: Literal and Phenomenal”.

The sag,mhcdnc,u of this essay is threcfold: Firstly, it demonstrates both a
ber as well as a precise and fact-related working technigue that is seldom applied
o architeciiral works of the 20th Century. Secondly: For more than halfa century,
irchitects and critics of architecture have seen the signilicance of architectural develop-
jient in the fact that an avant-garde necessarily brings Torth what is new in a con-
introus, uninterupted succession. There is, in contrast, still hardly any effort direet-
“ed toward abstracling [rom the abundance ol existing works the insights or methods
hich, when freed from the particular and the personal of isolated cases, become
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transferable and available. Here lies the fundamenial value of the work of Rowe and
Sheizky; it demonsivates by way of cxample that theoretical bases can be obtained
from what has been developed empirically, This is of particular topical interest today.
And thirdly, the concept of transparency in architecture elaborated by Rowe and
Slutzky demonstrates a possibility for the classification of (,ompln,mty and fucidity that
seems to us to be especially timely. [ts applicability, moreover, isextraordinarily multi-
layered.

For these reasons, I have translated and commented on “Transparency”.
The basis for the translation was laid by the textin “Perspecta 8 (P8). The [ootnotes
specily where this version deviates substantially in word or meaning from the origi-
nal 1955 essay (EF). 1 thank Robert Slutzky for making the first fext available to me.
For permission to reprint the article, I thank the editors of “Perspecta™.

The essay is now being published in the first volume of the Le Corbusier
Studies of the Institute for History and Theory of Architecture of the ETIH because
the concept of transparency as specifically formulated by Rowe and Slutzky is demon-
strated on two of Le Corbusier’s masterworks - onc executed building and one pro-
jeet - and because, thanks to this concept, it becomes possible to clarily a typical fea-
ture of Le Corbusier’s architectural work that until now has never been deseribed.

Bernhard Hoeshi (1968)

Werner Oechslin
“Iransparency”: The Search for a Reliable
Design Method in Accordance with the
Principles of Modern Architecture’

On March 12, 1968, Robert Slutzky wrote from New York 1o Bernhard
Hoesli, who had requested information from him about the origin and develop-
ment of the “Transparency” texis: “Firstly, let me again thank you [or your mar-
vellous efforts re: Transparency. Itis comforting (o know that one can have a forum
on the otherside ol the Atlantic, particalarly when the ‘Hteral’ transparentists reign
so supreme these days ... These first lines lead divectly to the center of the prob-
lematic of Colin Rowe and Robert Slutzky’s co-authored writings under the Litle
“Transparency”. Even when Hoesli and the newty lounded Instiinte gia in Zurich
were preparing to publish Transparenz [or the first time in book form as the lirst
volume of a planned series of Le Corbusier studies, Stutzky himsell was not sure
anymore how this writing had come about.? He was suggesting, moreover, that
there was no lack oE’ “transparent” archilecture in the world, and that the authors
of T mnspal(,n(,y " were deceiving themselves if they Lhou‘g,hi they could assert the
“metaphor” - their own sense of Lransparency, that is - against a far too Hteral
iulcrprclmion of a term treated as a synonym for “modcrn”;‘ The hope that their
earlier efforls could be developed on the European side of the Atlantic - inei-
dentally, also expressed by those in Burope - was all the more understandable. Be
that as it may, in 1968, when Hoesly was preparing the German edition of the {irst
part, complete with commentary, whal had been proposed in the mid-19508 as
holding great promise for the future was apparently largely forgotien. Today, that
very phase of architecture discussion, prematarely fallen prey to myth, is part of
history and an object of historical reconstruction, as Alexander Caragonne has
proposed in The Texas Rungers. A Short History of a Teaching Program at the Uni-
versity of Texas College of Architectire (951-1958* Caragonne views the inler-
rupted architectural discussion that took place during the years between 1951 and
1958 as bound up with the story of the Texas Rangers. He leaves off his account
with the question, “what would have happened il ...77% Furthermore, in an cpi-
logue, Caragonne cites John Hejduk, one of the Texas Rangers, who in 1981
described the episode as if the move from experiment to routine had automati-
cally led to the decay of the idea: “Aflter the Texas thing reached Cornell, it just
dricd up. It became academic. They took Corb, analyzed him to death and they

T This text was written for the Trench  lege of Architecture 19311958 (Cam-
edition ol “Transparency” (cf. Rolin bridge, Mass.: MIUT Press, 1993), based on
Rowe el Roberl Slatzky, Transparence, the material in the archives at the fusti-
réelle et virtuelle, Paris: Tiditions du Demi- i gia. The aathor had the opportunity

Cerdle, 1992, pp. 7f1.), Sice then, a com-
prehensive account of the evolution of
this text has been included by Alexander
Caragonne in his book The Tevas
Rangers. A Short History of a Teaching
Program at the University of Texas Col-

to examine the first draft of this work,
for which he is very grateful to A,
Caragonne. The references in the foot-
notes 1o the present article reler (o 1the
published book.
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squeezed all the jutee oul of him ... ‘The warm Texas breeze hit the chill of Ithaca
and then rained itself out.”® Bul such poelic images have done more to shore up
the myth of the Texas Rangers than 1o diminish-it. The story ol the experiments
and experiences of that time has remained obscure until quite recently, the only
directly available theoretical evidence is the lexts themselves.

Just how inadequate recollections of this event remained for far too long
is demonstrated in the 1968 exchange ol letlers cited above, However, from
Sluizky’s answers to Hoesli's guesiions at that time, it was lirmly established that
Rowe and Slutzky conceived of the first “Transparency” article in the spring ol
1955, committed if to paper during the following mmonths, and completed it in the
summer of the same year.” Tmmediately afterward, in fall and winter, the authors
embarked on a scqucl of “Iransparency”, and ultimately outlined a third, never
published article in spring of the lollowing year.

Bul this was not enough! The article was sent to the most important jour-
nals, without success.” The Architectural Review declined publication on the basis
ol remarks considered Lo be too critical of Gropius — everyone guessed that Niko-
laus Pevsner was behind this” — a rejection which was evidently still vexing until
very recently and which distracted from the main issue.'” The text was then shelved
until 1962, when Yale University contacted Colin Rowe about it. The firse part of
“Transparency” was finally puldished in Perspecia 8 in 196311 Thus at the time
that Hoesli was working on the German edition, only the first part of “Trans-
parency” had appeared in a published, that is, a foal version. Moreover, as Lhis
version had beenmodified from the copy of the manuscriptin his possession, Hoes-
li decided not only Lo write a commentary but to put together a “critical edition™,?
As if extracting the “true” text from various codices, Hoesli cited in foolnotes the
small deviations from he original typewritten manuscript $lutzky had sent him.t

But before the German version was published, other forms of publica-
tion had been examined, again typical of the protracted process of having this text
printed. The small volume Transparenz was Lo mark the beginning of # new series
entitled “Ie Corbusier Studien” to be issued by the Institute Tor the History and
Theory of Architecture (gta), founded a year carlior in 1967, a serics Hoesli pri-
vately referred to as “Zurich Siudies of L-C7.3 Zurich was Lo lay the foundation
stone for the upcoming phase of Le (,oﬂausu,i rescarch, and it also is in this sense
- as an analysis of Le Corbusicr — that Transparenz was evidently to be under-
stood. Whether this rescarch, combined with other articles about Le Corbusier,
was actually to be published was still under discussion.- 1t was then that Hoesli had
his “saving inspiration” that he shared with the director of the gta Institute, Adolf
Max Vogt, in a letter of February 18, 1968: “As Volume 1, along with the transka-
tion of Rowe, we'll print the study Aplu, le Cubisme by L-CC and Ozenfant! This
deals with one of the flivst theoretical works by L-C, if not the first. Cited over and
aver again by him, hardly known, long out-ol-print.”** To what extent Hoesli’s
distance from Colin Rowe at this point played a role in these considerations can
onty be surmised. It is cerlain, however, that analysis ol the (histovical) object
alone was not cnough for Hoesli; rather, as he explained in his commentary and
in particular in the addendum he wrote Iater, it was cssential thatl there be some
ConsCqUEnces favouring design methods in accordance with the didaclic glitc,mpls
in Texas he had left off. Behind the suggestion to publish *“Transparericy”™ togeth-
erwith “Apres le Cubisme” thus lay this reasoning: “The combination would also
be in the spirit of the Institute’s work: factual foundation and claboration; Rowe’s
article, which begins with painting and moves (o architecture, would De the mid-
century echo of carlier postulates. And thus the whole is our contribution throwugh
direct confrontation, not simply a new publication or franslation.”?®

11 Introduction
Werner Quechslin

Na doubt, for Floesli at this poiot, the Texas experiment Lay far back in
time. Aflter he began to teach at the E'TH Zurich on April 1, 1960, his path fed him
only sporadically back to the TISA, the final time in 1907 wh(,n he was a visiting
professor at Cornell, He had exchianged letters daring that year with his later col-
laborator and colleague at the T, Frany Oswald, about the situation and develop-
ment at American schools of architecture, and he had also maintained contact
with old [riends from Auslin who had kept him up to date on the current stale of
affairs. This was how Hoesli learned from John Hejduk that the concept of trans-
parency definitely had its advantages: “It begins to be useful.”'” Oswald himsell
was scarching at that time for a way to put the Texas Rangers” model 1o the test
within a practical curriculum. He reacted to Hoesli's <1 |dnspm<,m,y " publication
project with enthusiasm — despite Cornell’s rather unencouraging altitude toward
his course - and sent Hoesh a list of definitions and deseriptions that would doubt-
less aid him in his undertaking.'® The 1968 publication on (ransparency was thus
intended 1o stand as “the contribution of the stilf inexhaustible possibilities of the
Cubist acsthelic” and “demonstrate the relevance and application” of the con-
cepl." The exchange of letters with Oswald makes it very clear that Hoesli’s objec-
tive with “transparency” continued to be lirst and foremost Lo tic into the origi-
nal attempt of the Texas Rangers (o [ormulate and lurther a method of design.
This was confirmed in his teachings at the ETH then as well as later.

On March 19, 1968, Slutzky telegraphed Hoesli: “arlicke two requires re-
vision unavaitable for present publication.” Because the gta volume was to come
out shortly, the inclusion of the second “Transpavency” article by Rowe and
Slutzky was not possible. It would appear {or the first time in 1973 in Perspecta
F3/14.2 But it was not included by Rowe in his own collected articles of 1976, nor
was il mlcg_,l aled inlo any ol the later editions of the gla publication. The reason
for this lies in the fact that in his 1968 commentary Foesli had made relerence to
examples presented in this second article — Michelangelo’s San Lorenzo facade,
for instance.? Thus the history of Transparenz was influenced not a little by con-
tingency and — aosmen est omen — belied many of the-expectations that accompa-
nied this puhimatmn it was certainly anything bul transparent! The reason prob-
ably resides in the fact that “transparency” was not simply synonymous with the
Texas Rangers” experiment, as Hoesli himsell realized.

Obviously, the didactic experiments at the Universily of Texas School of
Architecture, at least when one reads between Hoesli’s lines, were not adeqguate-
ly reflected in the “Transparency”™ texts of Rowe and Shatzky. But these were the
experiments thal were decisive for Hoesh as a teacher of architecture. The expe-
riences and knowledge he had gained between 1951 and 1956, al which point the
'l‘cxz:s Rangers were dispersed alter their relatively short period ol activity togeth-

, he later carried forward at the ETU Zurich. His fundamental insight into the
umvu.sa] nature of learning — identical to that of research - was the conviction
thatl architectural thinking was a form of inteHectual activity. To get to the core of
this thinking, pealing away the outer layers to arrive at a reliable method, was his
professed, if never explicitly defined, objective. Hoesli did not tackle the problem
by means of a basic analysis of the theorctical model along the lines of an Alber-

, for example.® He tried much more to arrive at a systemalie position empiri-
cally, by way ol experimentation on the object of modern architecture — particu-
larly on the work of Le Corbusicr.* As the notes from his lessons in Austin testify,
Hoesli had hisstudents undertake praclical exercises, like the production of “three-
dimensional relational diagrams™ for example, and then Lo answer in writing the
question “What is architectural design?”? In this way, the students would be able



to verify their methodology for themselves. They would also avoid endiog up with
answers thal were overly definitive or final. Instead, the emphasis was on the experi-
mental nature of the exercise.

In an iernal memorandum, sent in March ol 1954 to Harwell Flamilton
Harrts, dean of the College of Architecture, Rowe and oesli specified the intel-
lectual requirement of the architecture curriculum, speaking of “certain princi-
ples” as well as of “essential knowledge”.”® They considered such requirements
cornerstones and orientation points, indecd the basis of a didactic approach that
was, in fact, the central piece of the Texas Rangers’ program. Critical assessmont
of the “Tormal systems™ of Wright, T.c Corbusier, and Mies was the declared goal
of the curriculum. Alter affirming “their form will be used with or without con-
scious knowledpe”, Rowe and Hoesli then laid down the challenge: “Itis the duty
of an academy 1o make knowledge conscious,”™ This was exactly as procise as it
was general in that it still 1eft the possibiities of such a “coming Lo consclousness”
undefined. Peter Biscnman, in an overview of the significance of American archi-
tectural journals — in which he referred to the concept of “transparency” as “still
unexplored”™ — prefaced his reflections with a quotation [rom Panolsky: “It has
rightly been said that theory, il not received at the door of an empirical discipline,
cames in through the chinmey like a ghost and upsets the furniture, But it is no
less true that history, il not received at the door of a theoretical discipline, creeps
into the cellar like a horde of mice and undermines the groundwork.” This varia-
tion on the theme of the clernal relationship between theory and practice also has
its application with respect to the Texas program.

But in Austin, a certain poetic license was welcome, the privilege of a
younger generation who not only permit themselves a partisan poinl of view, more
precisely, but detect cerlain advantages in it. If vanity was injured - clearly that of
Gropius, for instarce - or progressive thinkers rather disdainfully dismissed, they
thought little of it. This must be remembered today il the discussions of that time
arc to be newly assessed. Giedion, whose comparison of the Dessat Bauhaus with
Picasso’s Arlésicnne would become a fFamous pidee de résistance with respect 1o
“transparvency” had, of course, already thought fong and hard about the subject.
In The Beginnings of Art; however not published until 1962, he portrayed trans-
parency, abstraction, and symbol as sources of both prehistoric and modern art.
Bui as carty as 1944, in his foreword to Gyorgy Kepes' volume Language of Vision,
he endorsed Kepes® desire “lo put carlier demands into conerele terms and on a
still wider social plane™ — a goal that fully corresponds to that pursued later by the
‘Texas Rangers —and at the same time condemned a blind avant-gardism — “Change
for change’s sake™. ™ Yer, while the authors of “Transparency” explicitly derived
their concept andits double meaning from Kepes and Moholy-Nagy, from Giedion,
who was responsible for placing the theme of the dependence of modern archi-
tecture on painting at the heart of Spece, Tinte and Architeciure, they selected out
exactly those points of friction that were best suiled 10 illustrating and distin-
guishing their own position. $Later, in his German translation, Hoesli critically
noted that the quotations from Giedion found in Transparenz should be taken
polemically inasmuch as they were inessential to the basic argument.™ On the
other hand, Slutzky confirmed still in [989 that the “transparency” discussion had
essentially arisen outofa critique ol Giedion, and any conceptual and lindamental
clarification should be sought on this basis >t ‘That Gropius’ Dessau Badhaus
should become a victim in this connection - and, as a consequence; that the publi-
cation of “Transparency” should almost have been prevented — is understandable
in view of the situation at that time, when Bauhaus-oricnted didactics at Amer-
ican schools of architecture were by this @ime thoroughly prédominant.®?

13 ' Introduction
Werner Qechslin

Consequently, the didactic goals of the Texas Rangers were diametrically opposed
Lo those ol Gropius and Brever at Harvard. This becomes strikingly noticeable
when one compares the tasks that were assigned o the students. The recipes re-
commended at Havvard -- combining material and construclional preconditions
with individual solutions, so as (o produce “visual variety” -- were later portrayed
not altogether unjustly by Klaus Herdeg as entively meaningless in terms of a de-
finite architcetural result.® If at Harvard one procecded pragmatically, on the
hasis of cconomic and constructional factors, and ultimately also on the basis of
“less delinable psychological requirements” * then the reverse was true for the
Texas Rangers, for whom “form follows form™.# The Harvard process ol archi-
tectonic “form-finding™ had to be radically attacked {rom the standpoint of ariis-
tic premises of form. Only thus can it be explained why Rowe and Hoesli went
beyond the immediate requirements in their 1954 memorandum in Austin return-
ing to the incunabula of modern architecture: (o Le Corbusier’s 1Dom-ino scheme
and Van Docsburg’s series of “Counter Constructions”™ of 19237 These images
were over thirty years old at the time, but nevertheless little had occurred since
that was not alrcady implicit in these drawings. ¥

Thus, despite the American presence of Giedion and Harvard, the start-
g point for the Texas Rangers was distinetly linked (o the beginning of te mod-
ern movement in Burope. There, al the root itself, problems could best be detect-
ed and further claborated. 11 is said, that Hoesli especially liked to point out that
the first generation that bad matured with the modern period was now grown, and
with this maturation had assumed a particular obligation no longer merely to
expound modernism as a creed or doctring, Il to systematically and methodically
rescarch it with the aim ol helping it prove its validity and gain acceptance.™ In so
saying, objectivity was al least sct up as a goal, although naturally not a compleicly
new one. De Stijl had long ago waved the banner ol objectivity, and Gropius as
well had already propagated the “objective validity” ol the new architectural
results in his lnternational Architecture in 1925 — even if coupled with a wholly dit-
ferent subject matter, In America, too, it had been impossible for a long time 1o
ignore the demand to describe and define the objective foundations of modernism.
The Moseumn of Modern Art in New York — an authority on the subject.since its
exhibition Modern Architecture and its simultancous propagation of the “Inter-
natipnal Style™ in 1932 — had provided a genealogy for the origing of modern form
in 1936 in their exhibition Cubism and Abstract Art, and had thereby suggested
that modern architecture was the syathesis of Purism, De Stijl and the Bauhaus.™
But even the Muscum of Modern Art quickly Lell back on commonplaces, going
solaras to turn to the old Viteuvian triad firmitas, utilitus and venustas in an attempt
to make the principles of modert architecture available for popular understand-
ing I this context it is even more sell-evident and understandable that the Texas
Rangers should see their efforts as a counter Lo the situation of the time, a situa-
tion in their eyes sweepingly vague and unclear,

But it was with Cubism and Abstract Art that the role of America rather
than Lurope as spearhead of modernism was displayed and claimed.® in the cata-
logue for the Néw York exhibition the theme was illustrated — in the best propa-
gandist tradition — under the title “Contrast and Condescension” by means of two
posters created for the 1928 Pressa exhibition in Cologne: according to the com-
mentary in the catalogue introduction, the more conventional poster had been
published for the Anglo-American public, which at the time “would not appreci-
ate ... simplicity and abstraction”, but now the roles were reversed: “Today times
have changed.™ Yet how correct was this assessment in 1936 - or for the time
that followed? A look at the American publications of the period that aligned
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themselves less with the avant-garde and thus were free ol a futurc-ortented pam-
phlet rhetoric affords a more representative picture of the general state of archi-
fecture and architectural education in the USAL In his portrayal of the develop-
ment of the School of Architecture al Columbia University, published in 1954,
Theodor K. Rohdenberg entitled the chapter concerning the years 1933--1954
“Revolution and Clarification” # But it quickly becomes clear that this revolution
was confined to the “implications of the contemporary materials and methods of
construction” and, incidentally, relied on the thesis - by this point long since revised
and supplemented by Giedion himself - that new spatial concepts would be guar-
anteed by the new technical requiremenis. ™ Here one finds again the reintroduc-
tion of the Vitruvian “synthesis of ‘commodity, firmness and delight’”.% Initia-
tives relating to the design curriculum, on the other hand, were reduced to-the
general, noncommitad formuta of “form conceptions in three dimensions”, inci-
dentally without disowning in any way the Beaux-Arts tradition.*® similarly, in
Yale, in 1950 - the same year Josef Albers was named director of the Depariment
of Destgn - Assistant Professor Richard Adams Rathbone came out with a text-
book under the promising ltle fnfroduction to Functional Design, part of the great
tradition of such textbooks since the turn of the century; however, dbsolul(,iy noth-
ing of the “Cubist revolution” is to be detected in it47 -

These, then, are indications - along with Herdeg’s serious criticism ()f[h(,
curriculum at the Ihuvmd Graduate School of Design — of the situation of the
architectural education in the USA in the cm'ly 50rs, a situation characterized, by
the way, to cite Werner Seligmann’s veview of the time, by the prevalence of
“hyperbolic paraboloids and warped surface structutes”.* Once looked at in this
way, the Texas Rangers” undertaking can properly be seen as directed Lo a revi-
sion of the history of the origins of modern architectural form, considered as tran-
scending al limits of time, and to the exposition of the design methods that led 1o
it. This necessarily involved a look back into history - which may be rather sur-
prising from today’s view. This also meant that those in Texas had to disengage
their own activity and objective from direct connection with the architecture of
their own day in {avour of a new view and assessment of the origins of modern
architecture a generation in the past. IUis also symptomatic of this momeiit of con-
sciousness, of recourse to history, that a remarkable Jibrary was being assembled

in Austin at this time. The works of Letarouilly were acquired [or it, which of

course satislicd the highest graphic standards.® Doubtless more important how-

ever was the quickly spreading “modular” euphoria which at least sinee the “Pro-
porzioni” congress al the 1951 Triennale in Milan and under the influence of
Rudoll Wittkower’s Architectural Principles in the Age of Humanism, made pos-
sible a new and unbiased atemporal approach to history on the basis of general
geometrical references.™

In Austin, the signal was um[ustood The no longer satisfactory defini-
tion of an architecture based on variable external lactors and their social implica-
tions ted to a preoceupation with immanent formal design processes, if not nee-
essarily to formalism. Hoesli would argue with these developments kater, in 1968,
the year of the pul)licati()n of Transparenz, as the pendulum began (o swing in the

otherdirection in Zurich and elsewhere. A confidential letter to Hoesli from Aldolf

Max Vogt testifies that this particular aspect — the formal competence of the archi-
tect who “deduces Form™ from given data — gained its particular interest though
in obvious contradiction to the tendencies of that time.*!

There was a further, even more “surprising” aspect of this for-related
orientation on the part of the Texas Rangers, that of “style™. Of course, the con-
cept of an “International Style” had broken the taboo against style mach cardier

ey s

g e

15 Iniroduaction
Werner Oechslin

and placed modern architecture under an equally notorious stylistic classification.
Hower, according to Werner Seligman, it was not this souree for Hoesli but a dif-
ferent one that was the trigger for related thoughts: Matthew Nowicki™s Origins
and Trends in Modern Architecture of 19523 Hoesli concluded from this article
that maodern architecture should be conceived as a homogeneous and self-con-
tained phenomenon, therefore as “style”. Such a conceplion was, according to him,
at the same time, a prervecuisite for deriving (didactic) rules. Naturally, Hoesli was
hardly concerned in a scholarly way with style and concepts ol style - certainly not
at all with art historical concepts of style. On the other hand, Wolf{lin’s “funda-
mental concepts™ and theoretical ideas, for example, had had an effeci far outside
art history, and time and again demonstrably influenced architectural discussion.
Such was also the casce with the notion of “style™. Art history was long since famil-
iar with “the timelessness of essential intellectual concepts - at least since the
bepinning of the modern period —and the claim to understand “art historical develop-
ment as a logically (or psychologically) necessary sell-development of specific
problems” might indeed have provoked Hoesh’s interest, had he been closer 1o
art history.® His concern, however, was certainly not (o rethink art history from
the ground up. This might cxplain the sometimes evident indecision that charac-
terizes his transformation of such concepis into practice. It is then even more
remarkable, how clearly the Texas Rangers differ in their speceific approach 10
madern architecture from, say, the Smithsons, who confined themselves to the
fixed formulation of primarily phenotypic characteristics (“white”, “cubis”,
“auvtonomous™) i The Heroic Period of Modern Architecture, coneeived, accord-
ing to their own declaration, in 1955-56, exactly the same time as the Texas phe-
nomenon. Conversely the Texas Rangers, in their orientation toward didactic
goals, were occupied with essential characteristics, and in this sensc with general
principles. :

However, while Rowe and Slutzky’s “’Imnsparumy” strictly confined
itself to an analysis of chosen historical examples, Hoesli, on the other hand,
because of his insisience on extending the argument to a design method, was occu-
picd — inspite of all possible ambiguitics — with this issue his whole Jife long. The
inctaphoricat - and not literal - interpretaion of “lransparency” guarantecd From
the beginning that banal uses of the word would be precluded. Yet they could not
entircly be avoided. Just as Sluizky labelled Giedion’s comparison of the Dessau
Bauhaus with Picasso’s Arlésienne a “syllogistic paiving”, so would the new inter-
plclaium of Le Corbusier — seen largely through Cubist glasses - also be read in
such a “determinist” way. * One ol Floesli's students Jater wrote that he had regard-
ed the strict methods Hoesli had tought — “discipline, reason, pcrscverzmcc; and
ordesr” — as abstract principles. Some had untersiood, wanled (o understand, or
cven misunderstood oesli’s statements 1o the effect that the “architectonic pro-
duct” was now “determinable™. 5 Prior 1o writing his commentary and addendum
1o the 1969 Transparenz, Hoesh had publicly outlined his ideas on diflerent ocea-
sions. In his inaugaval lecture at the ETH Zurich, February 4, 1961, he argued
againstinterpreting modern architecture exclusively as a product of “form follows
funciion”, seeking to clucidate from its 40-ycar evolution, “formal laws and f{or-
mal systems™ that had heir own innaie principles of development.® And when in
1975 he again took up “transparency” as the theme for ascminar within the Depatt-
ment of Architecture at the TH, the formula “transparency as organization of
form™ was of particnlar importanee to him.” That this could lead to determinism
and to preseriptive resulls may be seen from his 1968 addendum. Yet if he tended
toward such a model, then this was a result of his primarily didactic intention, as
evident in his 1975 lessons on “transparency”, sketched out in a logical succession
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of “4 pacts”: 1 THE CONCEPT “Transparency” / DEFINITION / > predomi-
nantly examined in painting, 2 THE TRANSFER TO ARCHITECTURE/ Rowe
& Slutzky (sce gta Vol 4) /= Studies of the Work ol L-C. 3 GENERALIZATION
/ Hoe (see gta vol. 4). 4 APPLICATION OF MEANS /and / MEANING 58
FHoesli saw himself as one who would and should uphold the process of
generalization (loward method). Onmore general terms, he opposed a highly indi-
vidualistic and subjective modern architecture — surely on the grounds of a com-
pletely other cultural tradition - anyway. Fle preferred the Neubiihl housing develop-
ment in Zurich to the Stuttgart Weissenhofsicdlung with its “artistic collection of
very personal and sell-conscious works by architectural prima donnas” % Thus,
when accused of determinism, he defended himself vigorously and deeisively. In
connection with a letter from Julins Posener, who had suspected “a certain dan-
ger” in the iransformation of “transparvency”™ into a general principle, be noted,
“raised to a principle? no: means to arganization”. % Again, much later, in Octo-
ber 1983, in a privafe letter to Dolf Schnebli, Hoesli acknowledged that the whole
question had lelt him very uneasy: “[... in the meantime it has incessantly preoc-
cupicd me] HOW this knowledge — or this conviction - can be made ‘instramen-
tal’; how the intellectuat and artistic tools of the professing might be formufated. ™

tloesli continued until the end of his life to elaborate the promise of the
Texas Rangers, having been closest from the very beginning to the practical con-
sequences of architectural teaching, "Fhis continuity could not be maintained by
his American colleagues, Rowe had written his famous essay “The Mathemalics
of the Ideal Villa™ as carly as 1947, in which he had anatyzed Palladio and Le Cor-
busicr [rom the standpoint of systemaltic architectural coneeption, what he called
the “logical disposition of motifs dogmatically accepted™. But then, after the peri-
od in Austin, e set out for new horizons of “meaning”, of “contexts” — toward
Collage City -- not without taking a lew sideswipes at the “Neo-Rationalists” who
mournfully hung on Lo the idea of predictable foundations in their conception of
a future architecture,? Although after 1956 not only teachers but also former stu-
dents from Austin met at Cornell, the Texas Rangers’ experiment was — as every-
one could sce — impossible o repeat. Meanwhile, Hejduk had cstablished his sys-
tems of teaching at New York’s Cooper Union, In a compendium ol his activities
there between 1972 and 1985, which appeared under the eternally valid title Fdu-
cation of an Archifect, the spirit of Texas was revived only in poetry. Hejduk wrote
of tree trunks exading a phosphorescent light, still laden with the shells of the
insects that once inhabited them bud had now vacated: “While we Tix out cyes on
these apparitions, we hear the sound of the msect in its new form hidden in the
trees. "t

But would the architectural conception of the “New York Five” even
have been imaginable without the Texas Rangers’ experiment? Even il one docs
not insist on the evidence of shared models from Mondrian’s painting Lo Le Cor-
busier’s Garches as starting points for a formal approach to architectural solutions,
nonectheless a certain continuity in the architectural discourse must be admitted.
Colin Rowe’s introduction to the calalogue Five Architects, including the later
additions, does not contradict this conclusion, even though by this point he already
condemned the “rational” answer of modernism to architcctural problems and
qualilied the efficacy of all options with questionmarks — those options, that is,
that took architecture to be a logical ontcome ol its requirements - ironically, how-
ever, only to end up with formulations cqually as hermetic and sibylline.® On the
other hand, Kenneth Framplon, who had taken part in the “CASE Group” meet-
ing in 1969 at the Muscum of Modern Art, from which the subscquent publication
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of Five Architects came, noled in 1972 that far more important than the common
interestin Le Corbusicer for the younger architects was Rowe and Slutzky’s “'I'rans-
parency” article, an “immediate critical impore™.% Thus was the story of the influ-
ence of the Texas Rangers in the USA registered as a [ootnote, and at the same
lime completed. Yetthenew and altered positions ol Hejduk and Eisenman, whose
intellectual pedagogics spread quickly in the unfocused environment following
the Austin experiment, cannol be understood without this background.

What has gotten lost in all this —with the exception of Cooper Union with
its own traditional European links — is a thorough significant teaching of design,
as Hoesli formerly persued it on both sides of the Atantic. Instead, intellectual
fancy gained ground in New York. Thus Hejduk, when recently asked the ques-
tion in an interview, “How do you teach architecture?”, answered, “Osmotically
by osmosis,”® And with this we have obviously reached the end of the tradition
that had nurtured a systematic approach (o a teaching of design built on the prin-
ciples of modern archilecture. History! In a letter {o Hoesli dated September 26,
1983, Hejduk, who professed to be amazed by Hoesli’s vivid imemory of the time
in Texas, wrote: “... Texas did affect architectural education and architecture itself
during the past thirly years. Yours was a very important influence and passion
upon architecture. ™7

| Letter from B, lloesh to R.
Slutzky, March 5, 1968; answer from Slutzky
to Hoesli, March 12, 1968, Hoesls Archives,
Enstitet gla, E'TTH Zurich.

2 Cl. Colim Rowe and Robert
Slutzky,  Trausparenz, Komumentar  von
Berrhard Hoesli, Le Corbusier Studien | (gha
Series, Volumne 4, Basel/Stutigart, 1968, 2ud
printing, 1974, (The second printing is an
unrevised repring of the first, up 1o the poirt
of the additional note on p. 63, which con-
tains a reference (o the second “Trans-
parency”™ arlicle, which appeared in the
meantime in Perspecta 13014, 1971.) 3rd
printing, revised and  expanded, DBascl
Bostos/Berlin, 1989 (this printing containg
Hoeshs 1982 Addendum, pp. 7261)

3 The article “Transparcncy™ is
built upon the ambiguily of the concept,
which the authors deline in terms of “liter-
al” and “phenomenal”, Procecding [rom a
distinction made by Gyorgy Kepes, they
seek o elucidate the figurative meaning of
Iransparency as a means ol spatial ordering
as opposed 1o a mere conditkon of non-
opagquencss of a curtain wall. A number of
crifivs have reacted strongly to this, See the
review by Stanislaus von Moos, in Zedschrift
Jiir Schweizerische Archiiologie und Kunst-
geschichte 27 (1970}, pp. 237-8. Von Moos
went s far as 1o speak of an “almost com-
pulsive fetishism driving-this word “teans-
pareney™, and contrasted this meaning witl
the (ordinary and literally constined} con-
cept as it had “long been used all over the
world”. The later discassion of the “Trans-
parency” articles by Rosemarie Haag-Blet-

ter ("Opaque Transparency”, in Onpposi-
tions 13, 1970, pp. 1211} was also essential-
Iy aimed af the definition of the concept and
its application.

4 Cit. pote 1.

3 it pp. 3241 “Worlds of ‘il a
speculative assessment of the lexas Schoal.”
6 Thidh, p. 334,

7 Ihid., pp. 165f1. Caragonne

reveals the perhaps surprising lact that Rowe
conceived the article with Slulzky and not
with Hoesh. John Shaw, in aninierview with
Caragonne, describes (his set ol circum-
stances as a “falling out between Colin and
Bernhard”. Caraponne justifizbly cabls the
“Transparency”™ atticle “1he first laogible
document issuing ont of the (eaching pro-
gram of the College of Architecture” (p.
165), “the intellectual linchpin of the pro-
gram at Texas™ (p. 173), and “a touchstone
of the school’s raison d"&tre” (p. 105, (There
also the obvious attempt fo estallish the con-
tribution of Rowe and Sluizky.)

8 Letler from Slutzky to Hoesl,
March 12, 1968: “ Ag [or the fivst (articke), we
sent it to zH the important archilectural jour-
nals in the USA and abroad ... I distinctly
remeber AR sendingus arveply to the effeet
that if we would consent lo remove certait
rather unfavorable reference to Gropius it
would sce print! (N, Pevsner ¥7) Anyway,
upoit the constant rejections over a period of
a few years, we {inally decided 10 shelve it
indefinitely until that day when it conld be
published i its entirety.”

9 Pevsner would also react nega-
tively o Hoesli's publication of “I'rans-
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parency™ - this time, however, with refer-
ence o the sequences of illustrations
Hoesli’s comunentary, "This was inlerpreted
in Zurich as a “verdiet” and became the
cause of some uneasiness. Letler of January
17, 1968, Trom N. Pevsner to AFM. Vogt,
Director of the gla nstitute; from Vogl Lo
Pevsner, May 20, [968; from Pevsner to
Vopt, May 22, [968. Copics of the lalter two
fetters are in the Hoesli Archives, Institu
gtat, [VTH Zuvich.
10 The  “misinterpretation”  of
Gropius' Dessau Bauhaus by Rowe and
Slutzky oceagioned an atticle by Harmen
Thies, as reeently as 1989 (“Glasecken” in
Daidatos 33, pp. 141E). Compare 1o Gropivs’
assessmenl writlen al the time, a produet of
the eonditions of the day, below.
11 Colin Rowe and Robere Slutzky,
“Transparency: Literaland Phenomenal”,in
Perspecta 8, The Yale Architectoral Journal
(New Haven, 1963). The ariicle was intro-
dueed there - nol without a cortain skeptical
undertone — as “an example of a methodot-
ogy for modern architectural criticism that
the authors feel will help Lo place this noto-
riousty imprecise subject 6 & more rigorous
basis™,
i2 In addition to this, we also bave
the account in Skutzky’s letler of March 12,
1968: “Then one line day in 1962 Yale estab-
lished contact with Colin who was, il my
memary is correct, back at Cornell. e had
some Teservalions about allowing J. Barneit
(the then editor of Perspecta) to make dele-
tions and changes due Lo an avowed short-
age of Tormal space. In furn, )1 insisted
upon slenderizing itif it was Lo be published
al all. It was then that 1 stepped in and
became responsible for keeping its project-
cd weight foss (rom reaching starvation pro-
portions. And so, with a few meetings with
LB. in which compromises were [inally
effected which 1 felt o be fair and non-debil-
itating, Transparency finally appeaved in
issue 8. Of course, the original had more bite
... and the published itlustrations were quite
poor ... but on the whote Tthink it ended up
rather happily for all.”
13 I Moesh Archives, Institut gta,
FTH Zurich: Ms, (24 pages, paginated 1-21,
F2a, “Nates”, “Plates”; labelled “Original
Text, Transpavency received from Bob
Slutzky Summer 677 with  hand-written
markings by Foesli). Cover letier from
Slutzky dated Fuly 28, 1967.
14 As apparent from a lelter lo
Adoll Max Vogt or Tebruary 18, 1968 (com-
pare note £5), Hoesli was enthusiastic about
this idea: “Your wonderful idea ... is so good
and convineing that in fact we will have (o
starl on it immediately.”
15 Letter from Hoesdi 1o Vogl, Feb-
ruary 18, 1968, Hoesk Archives, Institut g,
ET1 Zurich.

16 Ibid.
17 Letler from Hejduk to Oswald,
May 7, 1968; copied in part From the Hoesli
Avrchives, Institat pta, E'TH Zurich, Oswald
informed Foeslion April 4, 1968, about Hej-
duk’s attempi Lo judge architecture - inalec-
qure about Le Corbusier's Carpenter Center
- from the point of viesy of the Cubist ideal.
18 Letler from Oswald to Hoesk,
February 21, 1968. The full leiter - especial-
ly the 18 points about “Transparency™ - con-
tains notes and marks by Hoesli. Next 1o the
sepicnce “lransparency is at the same time
frame/licld and figure™, for example, is wril-
lenin Hoesli’s hand: “good, very important.”
Afller his reture to Zarich on March 1, 1968,
Oswald 1ook past in the preparation of the
publication of Transparenz.
i9 This fermulation from Oswald,
cit. note 18,
20 Hoesli Archives, Institut gla,
T Zurich.
21 Colin Rowe and Robert Slutzky,
“Transparency: Lileral and Phenomenal”,
Mart 2, in Perspecta 13114 (1971), pp. 280/
22 In the letter already cited (note
17), Hejduk writes: “1 believe Colin and Rob
will finish and publish second article — my
memory of it is that it is superb, extremely
interesting discussion of Michelangelo’s San
Lorenze with marvellous configucational
overlays, Colin at his besl in construciive
writing .."
23 L this he dilfered strongly [rom
Rowe, who had been educated inart history
and was interested in the history of plitoso-
phy and ideas.
24 Withrespectto Floest’s nearness
(o, or rather distance from, “theoretical posi-
tions”, Colin Rowe’s later [ormulation under
the title “Program vs. Pacadigm”, in The Cor-
nell Jotrnal of Architecture 2 (1983), pp. 811
~fundamentally skeptical toward every ana-
Ivtical as well as gynthetic method and a
downright frontal attack on “program” - wasg
not withoul ils explosive clfect.

25 Caragonne, The Texay Rangers,
pp. 103 and 64, March 10 and May 3, 1954.
26 Caragonne, The Texay Rangers,

p- 33 Tn 1953 Hoesti was commissioned by
Hatris to restructare the design curriculum.
Colin Rowe came to Austin in Jannary F954.
(Caragoune weites, pp. 9f. “with the appear-
ance of Rowe .. the intellectual foundation
ol the program and its operational rationale
would quickly cmerge.”} Shortly therealler,
Jobn Hejduk and Robert Slutzky, Lec
Hirsche, and Ivwin Rubin (the kst three hav-
itg just cowe From Josel Albers al Yale)
were appointed teachers. The four introdue-
tory points of the March 3, 1954 memoran-
dum read: *1. That the process of design is
essentially the criticism of a given situalion.
2. That the power ol generalization and
abstraction (in the student) must be aroused.

3. Fhat the act of sclection assumes @ com-
mitmenl Lo certain principles. 4. That an aca-
demicsituation should oller essential knowl-
cdge and an essential aititude.” (Caragome,

n- 33}

27 Caragonne, The Texas Rangers,
pp. 33-34

28 S. Giedion, The Frernad Present

(1} The Beginnings of Art, The AW, Mel-
lon Leciures in the Fine Arts, 1957 (New
York: Bollingen Foundation, 1962), Giedion
had alveady published a paper in 1952 cati-
fled “Trangparcney: primitive and modern”,
it Art News, sutmuer 1952, pp. 470, Hoesli
must have taken note ol this picee only much
fater. (The photocopy in the Hoesli istate
conlains the note: 27 Miirz 1979 Hoe/von R.
Fufrrer].”

29 In Gyorgy Kepes, Language of
Vision {Chicago: Paul Theobald, 1951), pp.
6-7. Giedion’s forword, entitbed “Are Mcans
Reality”, issigned “New York, June 12, 1944,
30 Rowe/Slutzky/Hoesli, Trars-
parenz, cit. nole 3, p. 22: “The presentation
of this particutar citation here and alse the
one on page 41 is unmistakably polemical; it
is not necessary to the train of thought and
contributes nothing Lo the argumentation
(the trans.).”

3 CF Robert Slutzky, ““Prans-
patens’ - wicdergelesen™, in Daidalos 33
(1989), pp. 106M.: “Their origin was basical-
ly a semantic dispute with Giedion’s Space,
Tirrte and Architecture, wherein the syllogis-
tic patring of Picasso’s L Arlésienne and the
intersecting glass walls of the Bauhaws led us
to a more carelul reading of certain mod-

- ernist icons.”

32 Ebidl., p. 106.:°., anexcessive pre-
daminance of Baukaus-derived pedagopy.”
33 Cf. Klaus Herdeg, The Decoret-

ed Diagram. Harvard Architecture and the
Failure of the Bahaus Legacy (Cambridpe,
Mass.: MIT Press, 1983), pp. 78I,

34 {bicl,, p. 84,

35 Hoesli later applicd this formula
in his Zurich teachings: of. Hoesli Archives,
Institut gla, FTH Zurich: Seminar “Trans-
parency”, stanmer senester 1975, lecture of
April 25, 1975, His critique of the noncom-
mittal “form {ollows function™ was amplificd
with the topics “form and function are one”,
“Sorm [ollows Torm”, and with the reversal
“form evokes function”™. With respeet to
“Torm and function are one”, Hoesli noted:
“attributed to Wright.” (The fubt relevant
text can be found s Frank Lioyd Wright,
Gienins and the Mobocracy (New York:
Phucll, Sloan and Pearce, 1949), p. 83, under
the tithe “Form and Idea are Inseparable.™)
“Form follows {form™ led him back to
Matthew Nowicki’s “Origing and Trends in
Modern Architectuce” (Magezine of Arr 44
[1951]}, the significance of whick tor Hoesli
was emphasized by Werner Seligmann (“Die
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Jahre in Texas und die ersten Jabre an der
ETH Zitrich 1950-19617, in ). Jansen/H.
Jorgf/l., MarainifBL  Stockli, Archifekiur
lefiren, Bermhard Hoesli an der Architek-
turabteifung der ETH Ziivich PZamich, 1989},
pp TEL: L 9).

36 Direetly beforehand, Rowe and
Ioesh had precisely stated: “An academy
must also concern itself with the dichotomy
between the pedagogical systems of the
Beaux-Arts  and  the  Bauhaus”  Cf
Caragonne, The Texas Rangers, p. 34,

37 “Both these illustrations arc over
thirty years old. They offer the diagram of
the confemporary situatton, Very liltle has
been penerated since that time which is not
mmplicd in these drawings.” (Ibid.)

a8 Fhis was explicitly emphasized
by Werner Seligmannin adiscussionwith the
ather (on July 3, 1992),

30 This is already implied on the
jacket of the catalogue, edited by Allved I1.
Barr, Ir., which contains a diagram of the
madern movement’s development,

40 Compare the Muscum of Mod-
crin Art’s “educational brochure”, What Is
Modern Architecture? (introductory serics
to the moderr aris |, New York, 1942). The
explanation begins, “the modern architectis
a scientist ... and a psycholopist ... and an
argist ... but maost contemporary archiiects
arc net modern”, and proceeds to the
demand: “Architecture ... should meet thee
requirements: utility, strength, beauty” (pp.
5-6).

4l - Paradoxically, this claim had
already been formulated in 1932 in Henry-
Russell Hitchcock and Philip Johnson’s The
Infernational Style, Architecture since 1922
(New York, W.W.Noiton, 1932), p. 25: “But
it was in America that the promise of a new
style appeared fst and, up to the War,
advanced maost rapidly.” Compare Werner
Oechsling, ““Neoes Bauen in der Welt
banned by the Nations”, in Rassegna 38
(1989, pp. 6iL: . 8.

42 Crbisir anel Abstract Are, p. 10.
43 Theodor K. Rohdenbuarg, A His-
tory of thi: School of Architecture: Columbia
University (New York, 1954), pp. 3441,

44 Ibid., p. 34 (“"The School at Pre-
sent”, “The Course in Consteuction™),
45 Ihid.: “Fhe constantly growing,

number of new building matertals has made
the study of design inseparable from the
study of construction. Archilecture has again
become a synthesis of ‘commaodity, fiymness
and defight’.”

46 hid., pp. SIME: “The Cowrse in
Design™  “Architecture being a  three-
dimensional expression, it is cssential that
the begirner be tanght al once Lo form con-
ceptions in three dimensions.”

47 CILIR.A, Rathbone, Irtrodiction
oy Functional Design {(New York/Toson-
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to/London, 1950), The cover Dlurb already
betrays that - here apain - the accent has
been laid on the “technical production of the
work of art”. Ever the more precise fornu-
fation “by means of composition and on-the
factor of function as governing both idea and
technique” hardly shifts the accent much.

48 Compare the references in notes
33 (Merdeg) and 35 (Seligmann, p. 7).
49 According 1o Scligmann, the

London address of Ben Weinreb was the
Mecea of scouts from the Austindibrary, who
arvived armed with oil money. This obser-
vation was correcled by Colin Rowe {(letter
to the author of October 4, 1996} who states
that the Austin architectural library was —-as
usual - sitaply “ae old and a retardataire col-
lection”, which however “did possess the
hooks which had been considered valid forty
to fifty years earlier: Guadel, Owen Joncs,
and, of course, Latarouilty, And not only Les
Lidifices de Rome Moderne but also La
Basilique de Saint Pierre et fe Vatican.”
50 Tt is not neeessary (o go here fur-
ther into the derivation of Rowe’s thinking
[rom Wiltkawer.
51 Letler from Vopl to Hoesli
August 13, 1968, Hoesli Archives, Institut
gla, BTH Zurich.
52 See note 35.
53 This formulation is taken from
Fernst Heidvich, Beitrige zur Geschichie wd
Methode der Kunsigeschichie (Basel, 1917);
cited alter I*. Kreis, Der Kunstgeschichifiche
Gegenstand. Bin Beitrag zur Deutunig des
Selbegriffes |Switgart, 1928], p. 43).
54 Cf. Slutrky's ““Transparenz” -
wicderpelesen”, cit. note 31, pp. 109 and H07.
Slutzky wrole on this accasion (198%) sather
ambivatently aboni his own ongoing think-
ing relative o these issues.
35 Cr letter [rom Oswald 1o Hoes-
Ti, April4, 1966, oeshi Archives, Institut gta,
F'I'H Zurich; in which he responds to Hoes-
Ii's essay “Bine veitgemiisse Aschitekeen-
aushildung anstreben”™ (published in Detadl,
1964, pp. 633fL) wilh this conchusion.
" Floesli sets oul the following formulation in
that article: “Form in archifeclure as the
means 1o solving architestonic problems,
and not as the resull of a pseudo-individual,
empirical design approach.” For a very gen-
eralclassilication of *Rationalism™ and “The
Search For Transparency”, compare Alan
Colquhoun, “Rationalis:: A Philosophical
Coneept in Archilecture™, in Modernity ard
the Classiced Tradition. Architectural Essays
1980~ 1987 (Cambridge, Mass.: MIT Press,
1989 pp. 5741 pp. 671E
50 CF, Hoesli, “Das Verbialtnis von
Funktion und Form in der Archilekiue als
CGrrundlage fir die Ansbildung des Architek-
ten”, in Schweizerische  Bauzeilung 34
(1961}, oflprint, p. 7. The publication ol this
lecture is preceded by a talk given by Hocs-

li om September 16,1960, at the Zurich “Club
Bel Btage”, in which he contributed Lo the
theme “Von [deen zu Methode im Architek-
furunterricht”, (Full iMustrative sketches in
Hoesli Archives, Institut gla, ETH Zurich.}
SOCF dossier “Wallfach Transparenz /
1957, Hoesli Archives, Tnstitut gla, ETH
Zurich.

58 Ibid.
59 Cf. Foesh, “Das Verhiiltnis .7,
cit. note 56, p. 4.
60 [etter from Posencr 1o [loesh,

Juby 2, 1978, Hoesli Archives, Institut gta,
[T Zurich. Similarly, in the margin of the
review by Stanislans von Moos {cited note
3), where Von Moos had questioned the use
of transparency as an “immediately applica-
hle instrument”™, Foesh wrote: “no, not at
all”

Gl Letter from Hoesti o Schaebli,
October 23, 1083, Floesi Avchives, Institut
gta, TTH Zurich.

62 Cf Rowe, “Program vs. Para-
digm®, cit. note 24. The significant role of
Rowe in the American architectural scene
cannol be addressed here. For our discus-
sion, thougl, it is revealing that on the occa-
sion of the opening in Zucieh of the 1973
exhibition “Aldo Rosst und John Hejduk™,
considered by many o have been a particu-
larky signilicant cxhibition, precisely this
contribution by Rowe was translated and
printed as the “introduction”. Rowe had
written this essay forthe CASE (Conference
of Architects in the Study of the Environ-
ment) meeting (1969) out of which the pub-
lication Five Architects was born (1972);
republished 1975, In this essay Rowe cites
the danger of the doctrinaire in the
“supremacy of the normative, the typical and
the absiract” proclaimed by modern archi-
tecture {compare below).

[ i Blisabeth Diller, Diana Lewis
and Kim Shkapich, Education of an Avchi-
tect, The trwin S. Chanin School of Archi-
tecture of the Cooper Union (New York: Riz-
zoli, 1980, p. 8.

64 Five Architects: Eisenmman, Graves,
Gwathmey, Hejduk, Meier (New York: Wit
tenbowm, 1975 [1972]), pp. 3t pp. Sand 7. In
the 1975 edition, an addition to the iniro-
duction by Rowe was attached as an “erra-
tum?” that can Lruly be described as hormetic
and sibylline in form as well as content.

65 Cl, Kenneth Frampion, “Fron-
tality vs. Rotation™, ibid.,, pp. 9Tz nole 3,
p-13.

66 Cf. John Hejduk  and David

Shapira, “Conversation. John Hejduk or
The Architect Who Direw Angels”, inati 1,
91, p. 59.

a7 Letter from Hejduk fo oeesli,
September 26, 1983, Hoesli Archives, Tnsti-
Lut gta, F'IT Zurich.

Colin Rowe and

Robert Slutzky

Transparency: Literal and Phenomenal*

trans-paxr’en-cy (-én.si), n.; pl. -c1es (siz). [ML. irans-
parentia.] . Quality or state of being transparent;
transparence.
Z. That which is transparent; esp., a picture or other
matter for exhibition, made upon glass, thin cloth, paper
porcelain, or the like, intended to be viewed by the aid of
light shining through it; hence, a framework covered with
thin cloth or paper bearing a_device or devices for public
display and lighted from within. '
3. [cap.] A burlesque title of honor; -~ a literal trans-
lation of the German title of honor Durchlaucht; as, His
Transparency, the Duke.
trans-%ar’ent (-ént;'79), adj. [F.and ML.; F. transparent,
fr. M L. transparengs, -enfis, pres. part. of transparere to
be transparent, fr. L. frans across, through 4 parere to
appear. See APPEAR.] L. Having the property of trans-
mitting rays of light, so that bodies can be seen through;
pervious to light; diaphanous; pellucid; as, fransparent
glass or pool; a transparent green or soap; —- opposed to
%pa}guq,_ and um:_aﬂ_y 1st_mg?1sc{1ed from translucent.

. Pervious, as to any specified form of radiant ¢ Xy3
transparent to X or heat rays. : Lenerey; as,
g. E%ur;nnous; bf;l‘ighg; shining. Poetic,

. So loose or fine in texture or open in mesh as not t
‘f:ggfi%a(l) ;J;l{?.ﬁ: lies beyond; sheer; gauzy; as, a transparen%

. o .
8. Figuratively: a Readily understood; perspicuous; :
as, a lransparent literary style. b Easily [.Zstfeno li;lsﬁg{fgaﬁ:
perfectly evident; unconcealed; detected as such without
effort; as, a fransparent motive or trick; fransparent
flattery or hypocrites. ¢ Guileless; open; free from pre-
tense; as, she 1s as {ransparent as a child

-

Webster’s New International Prctionary .
Second Edition

* This text was first published in the Yale Architectural Journal perspecta 8, 1964,
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“Transparency”, “space-time”, “simultancity”, “interpenctration”, “su-
perimposition”, “ambivalence™: in the literature of contemporary architecture
these words, and others like them, are often used as synonyms. We are familiar
with thejr use and rarely seck to analyze their application. To atiempl to make
efficient critical instruments of such approximate definitions is perhaps pedantic.
Nevertheless, in this article pedantry will be risked in an attempt Lo expose (he
levels of meaning with which the concept of transparency has become endowed.

- Accarding to the dictionary definition, the quality, or state, of being trans-
parestt is both a material condition — that of being pervious to Hght and air — and
the result of an intellectual imperative, of our inherent demand for that which
should be easily detected, perfectly evident, and frec ol dissimulation. 'Thus the
adjective trapsparent, by delining a purcély physical sigoificance, by lunctioning as
a critical honorific, and in being dignilied with far from disagreeable moral over-
tones, becomes a word which {rom the first is richly loaded with the possibilitics
of both meaning and misunderstanding,

A Turther level of interpretation — thal of transparency as a condition o
be discovered in a work of arl — is admirably defined by Gyorgy Kepes in bis Lan-
guage of Vision: “If one sces two or more figures overfapping one anolher, and
cach of them claims for itscll the common overlapped part, then one is conlront-
ed with a contradiction of spatial dimensions. To resolve this contradiction one
must assume the presence of a new optical quality. The [igures are endowed with
(ransparency; thal is they are able to interpenctrate without an optical destruction

23 Colin Rowe and Robert Slulzky
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of cach other, Transparency however implics more than an optical characteristic,
it imiplies a broader spatial order. Transpatrency means a simultaneous perceplion
of different spatial locations, Space not only recedes but Quctuates in a continu-
ous activity. The position of the transparent figures has equivocal meaning as one
sees cach figure now as the closer now as the further one” L.

B3y this definition, the transparent ceases to be that which is perfectly
clear and becomes instead that which is clearly ambiguous. Nor is this meaning an
enlirely esoteric one; when we tead {as we so ollen do) of “transparent overlap-
ping planes”, we constantly sense that rather more than a simple physical trans-
parency is involved,

For instance, while Moholy-Nagy in his Vision in Motion conlinually
refers o “tansparent cellophane plastic”, “transpavency and moving light”, and
“Ruben's radiant transparent shadows™ 2, a carelul reading of the book might sug-
gest that For him such literal transparency is often furnished with certain allegor-
ical qualities. Some superimpositions of form, Moholy tells us, “overcome space
and time fixations. They transposc insignificant singuiarities into meaningful com-
plexitics. .. transparent quality of the superimpositions often suggest ransparency
of context as well, revealing unnoticed structural qualities in the object™3. And
again, in commenling on what he calls “the manifold word agglutinations™ of James
Joycee, or the Joycean pun, Moholy [inds that these are “the approach to the prac-
tical task of building up a completeness from interlocked units by an ingenious
fransparency of relationships”4, In other words, he seems to have felt that, by a
process of distortion, recomposition, and double-entendre, a linguistic trans-
parency — the literary equivalent of Kepes' “interpenctration withoul optical
destruction” - might be elfccted, and that whoever experiences one of thesc
Joycean “agglutinations™ will enjoy the sensation of looking through a lirst plane
of significance 10 others lying bebind it .

Therefore, at the very beginning of any enquiry into transparency, a basic
distinetion must be established. Transparcncy may be an inherent quality of sub-
stance, as in 4 glass curtain wall; or it may be an inherent quality of organization.
One can, for this reason, distinguish between a literal and a phenomenal Lrans-
parency. . : SE B . S .
Our fecling for literal transparency seems 1o derive from two sources:
from cubist painting and from what is usually desipnated as the machine acsthot-
ic. Our feeling for phenomenal transparency probably derives from cubist paint-
ing alone; and a cubist canvas of around 1911 or 1912 would serve to illustrate the
presence of both.orders, or levels, of the transparent.

One may be skeptical of those oo plausible explanations of cubism which
involve the fusion of temporal and spatial factors. As Alfred Barr tells us, Apol-
linaire “invoked the [ourth dimension... in a metaphorical rather than a mathe-

1 Gyorgy Kepes: The Langnage
of Vision, Paul Theaobald, Chicago 1944,
p. 77,

2 Moholy-Nagy:  Vision  in

Morion, Paul Theobald, Chicago 1947, pp
157,159, 188, 194,

3 Moholy-Nagy: op. cit. p. 216
4 Moholy-Nagy: op. cit. p. 350,
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maltical sense”™ ; and here, rather than atlempt the relation of Minkowski to Picas-
s0, it has been considered convenient to refer to somewhat less disputable sources
of inspiration.

: A late Cézanne such as the Maont Sainte-Vicioire of 1904-06 (Fig. 1} in
the Philadelphia Museum of Art is characterized by certain extreme simplifica-
tions. 'There is a highly developed insistence on a frontal viewpoint of the whole
scene, a suppression of the more obvious elements suggestive of depth, and a resul-

5 Alfred Barr: Picasso:  Fifty
Years of His Ar, The Museum of Mod-
ern Ari, Now York 1946; p. 68,

43 Colin Rowe ancd kobert slutzky
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tant contracting of foreground, middleground, and background into a distinctly
compressed pictorial matiix. Sources of light are definite but various; and a fur-
ther conlemplation of the picture reveals a tipping forward of the objects in space,
which is assisted by the painter’s use of opaque and contrasted color. The center -
of the composition is occupied by a ralher dense gridding both oblique and recti-
linear; and this area, apparently, is butlressed and stabilized by a more insistent
horizontal and vertical grid which introduces a certain peripheric interost.

Frontality, suppression of depth, contracling of space, definition of light
sources, ipping forward of objects, restricted palette, oblique and rectilincar grids,
and propensities toward peripheric development are all characteristics of analyt-
ical cubism. In these pictures, apart from the pulling (o picees and reassembly of
objects, perhaps above all we are conscious ol a further shrinkage ol depth and an
increased emphasis which is now awarded to the grid. We discover about this time
a meshing together of two systems of coordinates. On the one hand, an arrange-
ment of oblique and curved lines suggests a certain dingonal spalial recession. On
the other, a sevies ol horizontal and vertical lines implics a contradictory state-
ment of frontality. Generally speaking, the oblique and corved fines possess a cer-
tain naturalistic significance, while the rectifincar ones show a geomeltrizing
tendency which serves as a reassertion of the picture planc. Both systems of
coordinates provide for the orientation of the figures simultaneousty in an extend-
ed space and on a painted surface; while their intersection, their overlapping, their
interlocking, and their building up into larger and fluctuating configurations per-
mits the genesis ol the typically ambiguous cubist motif.

As the observer distinguishes between all the resultant planes, be may
hecome progressively conscious of an opposition between certainareas of lumi-
nous paint and others of a more dense coloration. He may distinguish between
certain planes to which he is able to attribute a physical nature allied to that of cel-
luloid, others whose essence is semiopaque, and further areas of asubstance total-
ly opposed to the transmission of ight. And he may discover that all ofthese plancs,
translucent or otherwise, and regardless of their representational content, are
implicated in the phenomenon which Kepes has defined as transparency.

o The doublendture of transparency may be illustiated by the comparison
and analysis of a somewhat atypical Picasso, The Clarinet Player (Fig. 2), and a
representative Braque, The Portuguese (IFig. 3), in cach of which a pyramidal form
implies an image. Picasso deflines his pyramid by means of astrong contour; Bragque
uses a more complicated inference. Thus Picasso’s contour is so assertive and so
independent of its background that the observer has some sensc of a positively
transparent figure standing in a relatively deep space, and only subscquently does
he redefine this sensation to allow for the actual lack of depth. With Braque the
reading of the picture follows a reverse order. A highly developed wterlacing of
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horizontal and vertical gridding, created by gapped lines and mtruding plancs, _ offers the possibility of an independent reading of (igure and grid: Picasso scarce-
establishes a primarily shallow space, and only gradually is the observer able to : ly does so. Picasso®s grid is rather subsumed within his figure or appears as a form

invest this space with a depth which permits the figure to assume substance. Brague : of peripheral incident mtroduced o stabilize it
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In the first we may receive a pre-vision of literal transparency, and in the
other, of phenomenal transparency; and the evidence of these two distinet atti-
tudes will become much clearer il a comparison is attempted between the works
of two slightly later painters, Robert Delaunay and Juan Gris,

Delaunay’s Simadeancous Windows of 1911 and Gris® S#ll Life of 1912
(Figs. 4,5) both include objects that are presumably transparent, the one windows,
the other bottles. While Gris suppresses the physical transparency of glass in favor
of a transparency of gridding, Delaunay accepts with unrestricted enthusiasm the
clusively reflective qualitics of his superimposed “glazed openings”. Gris weaves

a systenm of oblique and perpendicular Hoes into some sort of corrugated shallow
space; and in the architectonic tradition of Cézanne, in order to amplify both his
objects and structure, he assumes varied but definite light sources. Delaunay’s pre-

29 Colin Rowe and Robert Sluizky
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occupation with form presupposes an entirely different attitude. Forms (o him -~
¢.g. a low block of buildings and various naturalistic objects reminiscent of the Hif-
fel Tower - are nothing bui reflections and refractions of light which he presents
in terms analogous to cubist gridding. But despile this geometrizing of image, the
generally ethereal nature of both Delavnay’s forms and his space appears more
characteristic of impressionism, and this resemblance is further reinforced by the
mannet in which he uses his medium. In contrast to the flat, planar areas of opaque
and almost monochromatic color which.Giris invests with such high tactile value,
Delaunay emphasizes a quasi-tmpressionistic calligraphy; and while Gris provides

explicit definition of a rear plane, Delaunay dissolves the possibilitics of so dis-
lincta closure of his space. Gris’ rear plane functions as a catalyst which localizes
the ambiguities of his pictorial objects and engenders their fluctuating values.
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Delaunay’s distaste For so specific a procedure leaves the latent ambiguities of his
form exposed, without reference, unresolved. Both operations might be recog-
nized as attempts to elucidate the intricacy of analytical cubism; but where Giris
seems to have intensified some of the characteristics of cubist space and o have
tmbued its plastic principles with anew bravura, Delaunay has been led Lo explore
the poetical overtones of cubism by divorcing them from their metrical syntax.

When something of the attitude of a Delaunay becomes fused with a
machinc-aesthetic emphasis upon physical substance and stiffened by a certain
enthusiasm for simple planar structures, then literal transparency becomes com-
pI(AC’ and it can perhaps be most appropriately illustrated by the work of Moholy-

MNagy.

In his Abstract of an Arfist Moholy-Nagy tells us that around 1921 his
“transparent paintings’ became completely freed from all elements reminiscent of
nature, and (o gquote him directly: *1 sec today that this was the lo@,rcdl result of
the cubist paintings I had admiringly studied” o,

Now whether a freedom from all elements reminiscent of nature may be
considered a logical continuation of cubism is not relevan( to this present discus-
sion; but whether Moholy did indeed succeed in emptying his work of all natural-
tstic content is of some importance, and his seeming belief that cubism had point-
ed the way toward a frecing of forms may justify the analysis of one of his
subsequent works and its comparison with another posteubist painting. Moholy’s
La Sarraz of 1930 (IFig. 6) might reasonably be compared with a IFernand Léger
ol 1926: The Three Faces (Fig. 7).

In La Sarraz (ive circles connected by an S-shaped band, two sets of trape-
zoidal planes of translucent color, a number of near horizontal and vertical bars,
a liberal splattering of light and dark flecks, and a number ol slightly convergent
dashes are all imposed upon a black background. In Three Paces three major areas
displaying organic forms, abstracted artifacts, and purcly gcometricshapes are tied
together by horizontal banding and common contour. In contrast to Moholy, Léger
aligns his pictorial objects al right angles to cach other and to the edges ol his pic-
ture plane; he provides these objects with a flat, opaque coloring; and he sets up
a ligure-ground reading through the compressed disposition of these highly con-
trasted surfaces. While Moholy seems to have [lung open a window on (o some
private version ol outer space, Léger, working within an almost two dimensional
scheme, achieves a maximum clarity of both “negative” and “positive” forms. By
means of restriction, Léger's picture becomes charged with an equivocal depih
reading, with a value singularly reminiscent of that to which Moholy was so sen-
sitive in the writings of Joyce, and which, 1n spile of the positive physical {rans-
parency of his paint, Moholy himsell has been unable to achieve,

For in spite of ils modernity of motif, Moholy’s picture still shows the

6 Moholy-Nagy: The New Vi-
stonand Abstract of an Artist, Wittenborn
and Co., New York 1947, p. 75,
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conventional precubist foreground, middleground, and background; and in spite
of a rather casual interweaving of surlace amd the clements introduced to destray
the logic of this deep space, Moholy s picture can be submitled to only one read-
ing.

On the other hand, through the refined virtuosiiy with which he assem-
bles post-cubist constituents, Fernand Léger makes completely plain the multi-

functioned behavior of cearly defined form. Fhrough flat plancs, through an
absence of volume suggesting ils presence, through the implication rather than the
Iact of a grid, through an interrupled checkerboard pattern stimulated by color,
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proximity, and discrete superimposition, Léger leads the eyc to cx]_)cl‘i¢11cc an inex-
haustible serics of larger and smaller organizations within the whole. 1Léger’s con-
corn is with the structure of Torm, Moholy’s with materials and light. Mohaly has
accepted the cubist ligure but has lifted it out of its spatial matrix; Léger has pre-
served and even intensified the typically cubist tension between figure and space.

These three comparisons may clarify some of the basic differences
between Jiteral and phenomenal transparency in the painting of the last l'il'ty years.
Literal transparency, we notice, tends to be associated with the (rompe Poceil efiect

ol atranslucent objectin a deep, naturalisticspace; while phenomenal transparency
seems to be found when a painter seeks the articulated presentation of frontally
displayed objeets in a shallow, abstracted space.,

33 Colin Rowe and Robert Slutzky
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In considering  architectural rather than pictorial {ransparencies,
inevitable confusions arise; for while painting can only imply the third dimension,
architecture cannot suppress it. Provided with the reality rather than the coun-
terfeit of three dimensions, in architecture literal transparency can become a phys-
ical fact. However, phenomenal transparency will, for this reason, be miore diffi-
cult 10 achieve; and it is indeed so difficult to discuss that genérally critics have
been willing to associate transparency in architecture exclusively with a (rans-
parency of materials. Thus Gyorgy Kepes, having provided an almost classical
explanation of the manifesiations we have noticed in Bradue, Gris, and Léger,
appears to consider that the architectural analogue of these must be: found in the
material qualities of glass and plastics, and that the equivalent of their carclully
calewdated compositions will be discovered in the haphazard superimpositions
produced by the reflections and accidents of light playing upon a translucent or
polished surlace 7.

And similarly, Sigfried Giedion seems to assume that the presence ol an
all glass wall at the Bauhaus (Fig. 8), with “its extensive transparent areas”, per-
nits “the hovering relations of planes and the kind of *overtapping’ which appears

7 Gyorgy Kepes: op. cil.
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in contemporary painting”; and he proceeds to reinforee this suggestion with a
quotation from Alfred Barr on the characteristic “transparency of overlapping
planes™ in anatytical cobism 5.

In Picasso’s [ Arfésienne (Fig. 9), the picture that provides the visual sup-
port for these infercnces, such a transparency of overlapping planes is very obvi-
ously 10 he found, There Picasso olfers planes apparently of Celluloid, through
which the observer has the sensation of Jooking; and in doing so, no doubt his sen-
sations are somewhat similar to those of a hypotheticat observer of the workshop
wing at the Bauhaus. In each case a transparency of materials is discovered. But

in the laterally constructed space ol his picture, Picasso, through the compilation
of larger and smaller forms, olfers the [imitless possibilitics ol alternative read-
ings, while the glass wall at the Bauhaus, an unambiguous space, scems Lo be sin-

8 Sigtried Giedion: Space, Time,
annd  Architecture, Combridge, Mass.
1954; pp. 490-491.

A Calin Rowe and Robert Slutzky
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gularly [ree ol this quality. Thus, [or evidence of what we have designated phe-
nomenal transparency, we shall be obliged to look elsewhere.

Le Corbusier’s villa at Garches, almost contemporary with the Bauhaus,
pright fairly be juxtaposed with it. Superficially, the parden tacade at this house
{Fig. 10} and the elevations of the workshop wing at the Bauhaus are not dissim-
ilar.-Both employ cantilevered floor slabs, and both display a recessed ground
floor. Neither admits an interruption of the horizontal movement of the glazing,
and both make a point of carrying the glazing around the corner. But now simi-
larities cease. From here on, one might say that: Le Corbusier is primarily occu-

pied with the planar gualities of glass and Gropius with its translucent altributes.
Le Corbusicer, by the introduction of a wall surface almost equal in height 1o his
glazing divisions, stiffens his glass plane and provides it with an over-all surface
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tension, while Grropius permits his transtucent surface the appesrance of hanging
rather loosely from a faseia which protrudes somewhat in the fashion of a curtain
box. At Garches we can enjoy the sensafion that possibly the framing ol the win-
dows passes behind the wall surface: at the Bauhaus, since we are never for a
monient unaware that the slatis pressing up behind the window, we are notenabled
to indulge in such speculations.

. Al Garches the ground is conceived of as a vertical surface (raver sul by
& horizontal range of windows (FFig. 11); at the Bauhaus it is given the appearance
of a solid wall extensively punctured by glazing. At Garches it offers an explicit

37 : Calin Rowe and Robert Slutzky
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Ciropius is absorbed with the idea of establishing a plinth upon which to dispose
an arvangement of horizontal planes (Fig. 12), and that his principal concern
appears Lo be the wish that two ol these planes should be seen through a veil of
glass (Tig 8). But glass would hardly seem to have held such fascination for Le
Corbusier; and although one can obviously see through his windows, it is not pre-
cisely herc that the transparency of his building is to be found.

At Garches (he recessed surface of the ground floor is redefined on the
rool by the two freestanding walls which terminate the terrace; and the same stale-
ment of depth is tuken up in the side elevations by the glazed doors which acl as

indication of the frame which carries the cantilevers above; at the Bauhaus it shows

somewhat stubby picrs which one does not automatically connect with the idea of

a skeleton structure. In this workshop wing of the Bauhaos one might say thal

conelusions to the fenestration, In these ways Le Corbusier proposes the idea thal
immediately behind his glazing there lies a narrow slot of space traveling parallel
to it; and of course, in consequence of this, he implics a further idea — that bound-
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ing this slot of space, and behind it theve liecs a plane of which the ground floor,
the freestanding walls, and the inner reveals of the doors all form a part; and
although this plane may be dismissed as very obviously a conceptual convenience
rather than a physical fact, its obtrusive presence is undeniable. Recognizing the
physical plane of glass and concrete and {his imaginary (though scarcely less real)
plane that lics behind it, we become aware that here a transparency is elfected not
through the agency of a window but rather through our being made conscious of
primary concepts which “interpenctrate without optical destruction of cach other”,

These two planes arc not all; a third and equally distinct parallel surface
is both introduced and implied. It defines the rear wall of the terrace and the pent-
house, and is further reiterated by other parallel dimensions: the parapets ol the
garden stairs, the terrace, and the second-lloor balcony (Fig. 10). Each of these
planes is incomplete in itsell or perbaps even [ragmentary; yet it is with these par-
allel planes as points of reference that the fagade is organized, and the implication
of all is of a vertical, layerlike stratification of the interior space of the building, a
succession of laterally extended spaces lraveling one behind the other.

This system of spatial stratification brings Le Corbusier’s fagade into the
closest relationship with the Léger we have already examined. In Three Faces Léger
conceives of his canvas as a {field modeled in low reliel. Of his three major pancls
(which overlap, dovetail, and alternatively comprise and exclude each other), two
are closely implicated in an almost equivalent depth relationship, while the third
constitutes a conlisse disclosing a location which both advances and recedes. At
Garches, Le Corbusier replaces Léger’s concern for the picture plance with a most
highly developed vepard for the frontal viewpoint (the preferred views include
only the slightest deviations from parallel perspective); Léger’s canvas becomes
Le Corbusier’s second plane; other planes are either imposed upon, or subtract-
ed from, this basic daium. Deep space is contrived in similar coulisse fashion with
the fagade cut open and depth inserted in the ensuing slot (JFig. 11).

One might infer that at Garches, Le Corbusier had indeed succeeded in
alienating architecture from its necessary three-dimensional existence, and in
order to qualify this analysis, some discussion of the building’s internal space is
necessary. ' T o

On {irst examination this space appears to be an almost flat contradic-
tion of the lagade; particutarty on the principal floor (Fig. 13), the volume revealed
is almost directly opposite to that which we might have anticipated. Thus the glaz-
ing of the garden fagade might have suggested the presence of a single large room
behind and it might have inspired the belief that the direction of this room was
parallel with that of the fagade. Bul the internal divisions deny this statement and
instead disclose a principal volume whose primary direction is at right angles to
that which might have been presumed, while in both principal and subsidiary vol-

34 Colin Rowe and Robert Slutzky
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umes the predominance of this direction is conspicuously emphasized by the Mank -
ing walls,

The spatial structure of this floor is obviously more complex than it
appears at first, and ultimately it compels a revision of these initial assumptions,
The nature of the cantilevered slots becomes evident; the apse of the dining room
infroduces a further lateral stress, while the positions of the principal staircase, the
void, and the library all reaflirm the same dimension. In these ways the planes of

the fagade can be seen fo cffect a profound modilication of the decp extension of
space which is now seen to approach to the stratified succession of flattened spaces
suggested by the external appearance,
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S0 much might be said for a reading of the internal volumes in terms of
the vertical planes; a further reading in terms ol the horizontal planes, the floors,
will reveal similar characteristics. Thus, after recognizing that a floor is not a wall
and that plancs arc not paintings, we might examine these horizontal planes in
very much the same manner as we have examined the fagade, again sclecting Three
Faces as apointof departure. A complement of Léger’s picture plane is now offered
by the roofs of the penthouse and elliptical pavilion, by the summits of the free-
standing walls, and by the top of the rather curious gazebo - all of which lic on the
same sutface (Figs. 11, 14). The second plane now becomes the major roof terrace
and the coulisse space becomes the cut in this slab which leads the eye down {0
the terrace below. Similar paralkels are very obvious in considering the organiza-
tion of the principal floor, For here the vertical equivalent of deep space is intro-
duced by the double height of the outer terrace and by the void connecting living,

room with entrance hall; and here, just as leger enlarges spatial dimensions
through the displacement ol the inner edges of his outer pancls, so Le Corbusier
encroaches upon the space ol his central area.

Colin Rowe and Robert Slutzky
Transparency

Thus throughout this house there is thai contradiction of spatial dimen-
sions which Kepes recognizes as a characteristic of transparency. There is a con-
tinuous dialectic between fact and implication, ‘The reality of deep space is con-
stantly opposed to ihe inference of shallow space; and by means of the resultant
tension, reading after reading is enforced. The five layers of space which (hrough-
out each vertical dimension divide the building’s volume and the four layers which
cut it horizontally will all from time to time claim attention; and this gridding of
space will then result in continuous (luctuations ol interprelation.

These possibly cerebral refinements are scarcely so conspicuous at the
Bauhaus; indeed, they are attributes of which an aesthetic of materials is apt to be
impatient. In the workshop wing ol the Bauhaus it is the literal transparcncy that
Giedion has chiefly applauded, and at Garches it is the phenomenal transparen-
cy that has engaged our attention. [ with some reason we have been able to relate
the achievement of Le Corbusier to that of Fernand Léger, with equal justifica-
tion we might notice a community ol iaterest in the expression of Gropius and
Moholy-Nagy. _ '

Moholy was always preoccupied wilh the expression of glass, metal,
reflecting substances, and light; and Gropius, at least in the 19205, would scem to
have been equally concerned with the idea of using materials for their intrinsic
gualitics. Both, it may be said without injustice, received a certain stimulus from
the experiments of De Stijl and the Russian constructivists; but both were appar-
ently unwilling to accep! certain more Parisian conclusions.

For seemingty it was in Paris that the cubist “discovery” ol shallow space
was most completely exploited, and it was there that the idea of the picture plane
as a uniformly activated licld was most entirely understood. With Picasso, Braque,
Giris, Léger, and Ozenfant we are never conscious of the picture plane function-
ing in any passive role. Both it, as negative space, and the objects placed upon it,
as positive space, are endowed with an equal capacity to stimulate, Outside the
Ecole de Paris this condition is not typical, although Mondrian, a Parisian by adop-
tion, constitutes one major exception and Klec another. But a glance at any rep-
resentative work of Kandinsky, Malevich, Bl Lissitsky, or Van Docsburg will reveal
tinct spatial matrix for their principal objects. They are prone to accept a simpli-
fication ol the cubist image as a compaosition of geometrical planes, but are apl to
reject the comparable cubist abstraction of space. For these reasons their pictures
offer us compositions which float in an infinite, atmospheric, naturalistic void,
without any of the rich Parisian stratification of volume. And the Bauhaus may be
accepled as their architectural equivalent.

Thus in the Bavhaus complex, although we arve presented with a compo-
sition of slablike buildings whose forms suggest the possibility of a reading ol space
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by layers, we are scarcely conscious of the presence of spatiab stratification.
‘Through the movements of the dormitory building, the administrative offices, and
the workshop wing, the lirst floor may suggest a channeling of space in one direc-
tion (Fig. 15). Through the countermovement of roadway, classrooms, and audi-
torium wing, the ground floor suggesis a movement of space in the other (Fig. 16).
A prelerence Tor neither direction is stated (Fig 17), and the ensuing dilemma is
resolved, as indeed it must be in this case, by giving priority to diagonal points of
view,

Much as Van aesburg and Moholy eschiewed frontality, so did Gropius;
aund itis significant that, while the published photographs of Garches (FFig. 19) tend
to minimize factors of dingonal recession, almost invariably the published pho-
tographs of the Bauhaus (Fig. 18) tend (o play up just such factors. The impor-
tance of these diagonal views of the Bauhaus is constantly reasserted by the transfu-
cent corner ol the workshop wing and by such leatures as the balconies of the

dormitory and the protruding slab over the entrance 1o the workshops, features
which require for their understanding a renunciation of the principle of frontality.

——=

43 ~ Colin Rowe and Robert Slutzky
Transpareney

The Bauhaus reveals a succession of spaces but scarcely “a contradiction
ol spatial dimensions”. Relying on the diagonal viewpoint, Gropius has exierior-
ized the opposed movements of his space, has allowed them to flow away info
infinity; and by being unwilling to attribute to cither of them any signilicant dif-
ference of quality, e has prohibited the possibilities of a potential ambiguily. Thus
only the contours of his blocks assume a layerlike character (FFig. 18); but these
layers of building scarcely act to suggest a layerlike structure of either internal or
external space. Denied the possibilily of penetrating a stratified space which is
delined either by real planes or their imaginary projections, the observer is also
denied the possibility of experiencing the conflicl between a space which is explic-
it and another which is implied. He may enjoy the sensation of looking through a
glass wall and thus perbaps be able to see the exterior and the interior of the build-
ing simultancously; but in doing so he will be conscious ol few of those equivocal
sensations which derive from phenomenal transparency.

S

17

Le Corbusier’s League of Nations project of 1927, like the Bauhaus, pos-

sesses heterogencous elements and functions that lead to an extended organiza-
tion, and to the appearance of a further feature which both buildings have in com-
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mon: the narrow bloek, Bul here again similarities cease, for while the Bashaus
blocks pinwheel in a manner highly suggestive of constructivist compositions (Fig.
17), in the League of Nations these same long blocks define a system of striations
almost more rigid than that at Garches (Fig. 20).

In the League of Nations project lateral extension characterizes the two
principal wings of the Secrctariat, qualifics the library and book-stack area, is re-

emphasized by the entrance quay and the foyers of the General Assembly Build-
ing, and dominates even the auditorium itsell. There, the introduction of glazing
along the side walls, disturbing the normat focus of the hall upon the presidential

49 Colin Rowe and Robert Slutzky
Travsparency

box, introduces the same transverse direction. The contrary statement of deep
space also becomes a highly assertive proposition. It is chiefly suggested by a
lozenge shape whose main axis passes through the General Assembly Building
and whose outline is comprised by a projection of the auditorinm volume into the
approach roads of the cour d’honnewr (IFig, 21). But again, as al Garches, the inti-
mations of depth inherent in this form are consistently retracled. A cut, a dis-

placement, and a sliding sideways occur atong the line ol its major axis; and as a
space, it is repeatedly scored through and broken down into a series ol lateral ref-
cremees — by trees, by circulations, by the momentum of the buildings themselves



Csoithat finally; throtgh a series of positive and negative implications, the whole
scheme becomes a sort-of monumenial debate, an argument between a real and
ideal space., '

We will presume the Palace of the League of Nations as having been built
and an observer following the axial approach to its auditorium (FFig. 22). Neces-
sarily, he is subjecied to the polar attraction of its principal enfrance. But the block
of trees which intersecis his vision introduces a fateral deflection of inferest, so
that he becomes successively aware, first, of a relation between the flanking office-

22

building and the foreground parterre, and second, of a relation between the cross-
watk and the courtyard of the Secretariat. And once within the (recs, beneath the
low umbrella they provide, a {urther tension is established: the space, which is

51 Colin Rowe and Robert Stutzky
Transparency

inflected toward the auditortum, is defined by, and reads as, a projection of the
hook stack and library. While finally, with the trees as a volume behind him, the
- observer at last {inds himself standing on a low terrace, confronting the enlrance
guay but separated from it by a 1ift of space so complete that it is only by the
propulsive power of the walk bchind him that he can be enabled to cross it (Fig.
23). With his are of vision no longer restricted, he is now offered the General
Assembly Building in its full extent; but since a newly revealed lack of focus com-
pels his eye to slide along this Tacade, it is again irretrievably drawn sideways, Lo

e — . T oy e
T
i:?“?fﬁfv*}w‘f
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the view ol the gardens and the lake beyond. And should the observer turn round
from this rift between him and his obvious goal, and should he look at the trees
which he has just left, the lateral sliding ol the space will only become more deter-
mined, emphasized by the trees themselves and the cross alley leading into the
slotted indenture alongside the book stack. If the observer is & man ol moderate




sophistication, and if the piercing ol a screen or a volume (‘)f.il‘ﬁc}i b_y a road might
have come to suggest 1o him that the intrinsic funclion of this road is to penclrale
similar volumes and screens, then by inference the terrace on which e is stand-
ing becomes not a prélude to the auditorium, as its axial rclat‘ionshi'p sUREests, but
a projection of the volumes and planes of the office building with which itisaligned.

These stratifications, devices by means of which space becomes con-
structed, substantial, and articulaie, are the esscnce of that phenomenal E1'ax1s§—
parency which has been noticed as characteristic of the central postcubist tradi-
tion. They have never been noticed as characteristic of the Bauhaus, which

S
P
AKAONTRIGNR IR

24

obvieusly manifesis a completely dilferent conception of space. In the League of

Nations project Le Corbusier provides the observer with a series of quite specil-
ic locations: in the Bauhaus he is without such points of reference. Although the

33 Colin Rowe and Robert Slulzky
Fransparency

League of Nations project is extensively glazed, such glazing, except in the audi-
torium, is scarcely of capilal importance. At the Palace of the League of Nations,
corners and angles are assertive and definite. At the Bauhaus, Gicdion tells us,
they are “dematerialised”. At the Palace of the League of Nations space is crys-
talline; but at the Bauhaus it is glazing which gives the building a “crystalline
translucence”. At the Palace of the League of Nations glass provides a surface as
definite and taut as the top of a drum; but at the Bavhaus, glass walls “flow into
one another”, “blend into each other”, “wrap around the building”, and in other
ways (by acting as the absence of plane) “contribute to that process of loosening

_up a building which now dominates the architectural scene™ 9.

But we look in vain for “loosening up® in the Palace of the League of
Nations. It shows no evidence ol any desive to oblilerate sharp distinction. Le Cor-
busier’s planes are like knives for the apportionate slicing of space (Fig. 25). [f we
could attribute to space the qualities of water, then his building is like a dam by
means of whichspace is contained, embanked, tunneled, sluiced, and fin ally spilled
into the informal gardens alongside the lake. By contrast, the Baubaus, insulated
in & sea of amorphic oulling, is like a rect gently washed by a placid tide.

5

The foregoing discussion has sought to clarily the spatial milieu in which
phenomenal transparency becomes possible. [t is not intended o suggest that phe-
nomenal transparency (for all its cubist descent) is a necessary constituent of mod-
ern architecture, nor that its presence might be used like a piece of litmus paper
for the test of architectural orthodoxy. 1L is intended simply (o give a characteri-
zation of species and also to warn against the confusion of specics.

v Siglried Giedion: op. cit. p.
489, and - Sigfried  Giedion:  Walter
Gropius, Reinhold, New York 8954 pp
54--55.
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© Bernhard Hoesli
Commentary

In 1948 Henry-Russell Hitcheock’s book Painting Toward Architectire
was published in New York by Duell, Sloan & Pearce, Until the subsequent appear-
ance in 1964 of “T'ransparency”, by Colin Rowe and Robert Shutzky, there was no
further work in English concerned exclusively with aspects of the connection
belween modern painting and architecture.
' " Hitehicock, writing in 1948, considered it essential to explain, by way of
introduction, the uniqueness and significance of abstract painting and to contrast
his theme historically with the 19th Century; he was then able to characterize the
main currents of development in painting and architecture in a predominantly
descriptive inanner. Thus Frank Lioyd Wright, Le Corbusier, Gropius, Oud and
Dudok, Mies van der Rohe andultimately Nicmeyer, Japancse woodcuts, Cubisim,
Léger, Mondrian, Arp, Kice and Miro are all similarly mentioned, while the 2005
in Paris, e Stijl and the Bauhaus receive special attention, In every argument,
ideas and observations rely heavily upon the completeness ol the refevences and



chronological ordering for their significance; if we therefore disregard digressions
into possibilitics of the “integration” of modern works of art and the “new archi-
teeture” | it would appear that Hitcheock is interesied livst and foremost in dif-
ferentiating between the various climatic zones and symbiotic relationships with-
in the Modern Movement. :

As a conclusion to this survey, two theses emerge which prove themselves
sooner, however, in the consequences of the above than the subsequently revealed
premises, theses which form the basis of the entive study, and which should pro-
voke and stimulate the goal-oriented “Toward” in the tile far more than they
substantiate or prove it The intention, no doubt, is not o be polemic but rather
mildly pedagogic. The lirst of these theses is embodied in the declaration, not
exactly new at that time, that “the central meaning and basic value of abstracl art,
whether painting or sculpture, is that it makes available the resulis of a kind of
plastic research that can hardly be undertaken at full architectural scale.” The stu-
dio or workshop of the fine arlist is to be conceived of as a laboratory, so to speak,
where experimentation and research take place. The second thesis states that the
forms of the “New Architecture” whose decisive impulse for being arose from
new lechnical methods and a new consciousness ol social responsibility, could only
have crystallized owing to the catalyiic cffects of Modern Art: “But these forms
renrained generally invisible (except in the work of Wright), unrealized and mere-
fy immanent, until catalytic contact with the experiments of the advanced-artists
of a quarter century ago brought them to erystallization.” And it follows from this
that the study of abstract art not only has the capacity to help us understand how
the forms ol contemporary architecture are brought into being but also has the
power to lurther influence their developmenl.

It should be obvious why this work, hardly known any longer today, has
been gone into here in some detail: it concentrates concepts and tdeas which grew
and spread in the two generations following 1918 and reminds us of the climate
that continued to exert a strong influence for many years alter 1945, The thoughts
that form the basis of this work and the knowledge which has been condensed into
the foregoing theses are not mentioned here in order that we may test their sup-
positions and import. Rather, they have been brought up because, within the nar-
row framework of this theme, they document — as intact and unshakeable quali-
ties of a concept of the Modem and its development - the pragmatic
goal-orvicttation of thought and empiricism of method in which the complex and
innately contradictory lepacy of the 1920°s developed in the period alter 1945,

Seven years alter the appearance of Hilcheock’s overview, “Prans-
parency” was written, There is an unmistakable shilt in mood from the first sen-
tence: where the earlier work expanded and suggested, (his one contracts and
defines; where Hitcheock is content with enumeration and deseription, Rowe and

a4 LComimentary
Bernhard Hoesh

Slutzky strive for dillerentiated clarification of concepts and for conclusions that
require nothing less than precise observation and the ability to draw the necessary
distinctions, ‘There is nothing in the later work of the almost imploring urgency
with which the new forms ol expression in painting and architecture were brought
to the reader in 1948 — a matter-of-fact acquaintance with these forms was much
mare Lacitly assumed by 1955, And above all, Hitcheock sees all the forms he is
itemizing as clements of a present and continuing development of the new and
unique that will lead to an ideal result in the end. He sees his own task in this
process ag that of bringing all these new expressions of form, certainly siill con-
fusing and difficult to survey but all thoroughly welcome and equivalent in cileet,
into relationship with one another, to explain them and to substantiate them
through sty and reflection. In condrast to this, an exploration into transparency
ensues upon material no longer embroifed in controversy, requiring no justifica-
tion, and dating {rom a period of development percetved as belonging 1o the past,
s grasp reaches into Lthe present through the distance of history, and il it is not
berelt of passion, the intensity of its engagement arises nevertheless from a valu-
ation of the already existing and not from a welcoming of the new, Certainly dil-
ferences in age and temperament may well be exerting their influence here — cru-
cial, however, is the understanding thatl a significant climatic change has taken
place: The “Modern Movement” is now history. With this detached and impas-
sioned distinction between a phenomenal (figurative) and a literal transparency,
the authors also differentiate between two kinds of “modern” architecture. With
this they demonstrate that the “modern” is not homogenous, that its manilesta-
tions are not the same in kind or in worth, And this discernment in turn implics
that distinctions must be made between totally differing reguirements and inten-
tions, that empirical thought and pragmatism suffice neither for the study nor for
the production of architectural achicvements. Sullivan’s “cvery problem containg
and suggests its own solution™ and “the vital idea was this: that the function cre-
ated or organized its own form™ (The Autobiography of an Idea) proves to have
been as grave a seduction into conlusion as it was an inspiration. The requirements
of the commission and the focation are no more than modified factors upon which
thie applicatioii ol a theory can work. The process of delining and clatifying the
concept of transparcency reminds us that architecture exists only in relation 1o a
theory ol architecture.,

ixactly defined, this twin concept of actual and apparent transparency
appears above all to be a precise tool for the study ol architecture, Lt distinguishes
belween Fssence and Appearance in the concept ol transparency, and refers to
the relationship between Content and Form in architecture - and to the still enor-
mous question of whether a building is, or whether it means. :



vy

Applying the concept of transparency in (he fignrative sense to buildings from
Le Corbusier’s [irst creative decade reveals essential insights into the principles of his spa-
tial organization and makes it possible to expose and comprehend a characteristic unigue-
ness of the Le Corbusier spatial effect, The dialectic between full corporeality and the
iflusion of shallow space, the multiple interpretational possibilities of his formal relation-
ships, the classification of form and function in his buildings - these have never been made
clearer, And indeed made clear from the object itsclf, without benelit of “cxira-archi-
tectural” association. The concept of transparency, as delined by Rowe and Slutzky,
beeomes a tool for study; it makes understanding and evaluation possible. But it also
becomes immediately and simultaneously an employable operative means enabling the
intellectual ordering of form during the design process, as well as its graphic representa-
tiot,

Le Corbusier’s purist Enage is
correspondingly built up in layers in the
Cubist tradition. "The attempt to break up
the formal organization clearly and ynant-
biguously into actual planes demonstrates
that it is impossible to lix all the forms
clearly in space. Il is typical of transparen-
¢y in the figurative sense that the situation
of individwal forms in space is ambignous.

In geneval: _
Transparency arises wher-
ever there aye locations in
space which can be
assigned to two or more
sysiems of reference
where the classificalion is
undefined and the choice
between one classification
possibility or another
remains opernn.

< .he fagade {is] cul open
and depth inscrted in the ensuing slot”

(p. 38). _

“The reality of deep space is
constantly oppeosed Lo the inference of
shallow space” (p. 41). This is percepti-
ble at every point in space; the observer
can sce himself in relation to one or the
other order, “and by means of the
resultant tension, reading after reading
ks enforced.”




In the ideal plan for Saint-Dié, the arrangement of layers is
parallel to the Meurthe Valley; from the cross view it can
be seen that the silhouette of the Vogesen landscape has
E?een tncorporated into the architectural order, transformed
inio the “rear plane”, and that “frontally displayed
objects” have been clearly presented “in a shallow,
abstracted space” (cf. pp. 30 and 32).

In the idealized space of the layers, the long sides of
the Unité assert the depth of real space.

Saint-Dié 1945

63

tratif {1)
inserted;

simitar coulisse fashion with the fagade

cul open
ing slot.”

the axis, the strongest means by which to
architectonically capture spatial depth: a
decp cut penetrates the arrangement of
layers from boih north and south, Into
the resulting depth the Centre adminis-

Characteristic is employment of

and the cathedral have been
compare also p. 38:
“Deep space is contrived in

and depth inserted in the ensu-

Hadrian’s Villa is a structure of two orthog-
onal systems twisted away rom yel against .
one another. Where these systems push
together, seams are created between the
structural groupings that could lall within
two or more systems of reference. Here,
however, the systems are bluntly shoved
against cach other (compare with the detail
of the library), the seams are merely titted
together, the systems do not overlap. Only -
in the arca ol the Canopus is transparency -
in the figurative sense inferred. :
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Jaipur

Transparency males possi-
ble an analogous classifica-
tion of function and archi-
tectural form.

Brague

The network of strects and the system of
palace grounds, parks and topographically
determined irregularities penetrate and
overlap.

In such visual presentations lies
an approach to a study of the concept of
“callage” in city planiing. Colin Rowe’s
and Fred Koetter's study “Collage CHy”
was [irst published at MI'T Press,
Cambridge, Mass. 1978,
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I'he entire layout is related to iwo orthog-
onal grids turned at a 45° angle to one
another. In contrast (o Hadrian’s Villa,
there are in this case numerous poinis
¥here both reference systems intersect,
overlap and inextricably interweave.

This gives rise lo transparent
organizations of form which indicate
above all spatial transitions and announce
the exislence of possible directions for
movement in space or make them clearly
visible and available to choose.

At the characteristic point where the
outer and inner paths to the core of the
complex diverge, the obscrver can sce
himself clearly in relation to both
systems of order,

The choice lor one or the other
path also means entry into one or the
other system of geomelric arrangement.
Geometry as image.

Giris

Transparency as differentiation and
integral ordering, as figore and field.
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Alberti: Sant’ Andrea, Mantua

Palladio: Villa Fmo

The side altar niches are set off from as
well as incorporated into the standardized
intervior, which forms the fertile ground
from which transparency in the figurative
sense arises: the observer is virtuatly
suspended between the forward momen-
tum of the nave and the opposing eflect
causcd by the perpendicular layers of
space that penetiate its length one after
ihe other.

Transparencies typically appear in Palla-
dio’s floor plan along the main axis of the

composition: in this way the porch is made-

part both of the distinet arrangement of
levels in the center structure of the Villa
as well as of the segment of the axis that
passes vertically through ithe whole com-
plex and shapes the exterior space.

For cach and every inlerior space
on this main axis, two spatial groupings
ure possible.

I|!

s

H

I’h. Johnson:  Boissonnas Ftouse

Inside this complex arrangement, which
inconmparably fuses constructive regularity
with the diversity necessitated by func-
tional use, transparency creates the mulé-
ple readings of possible spatial relation-
ships and connections.
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Résidence prés de Cherchel 1942 Villa Sarabhai 1955

chain of cross-scctions and the

nerous lateral extensions readable as
iig perpendicular to them “will all from
o Ume claim attention; and this

ding of space will then result in con-
uious fluctuations of interpretation”™

f1p. 41) of the spatial connections.

FLIW:  Unity Temple

St. Di¢ 1945 .

In the additive structure of the chain of Citrohan cross-sec-
tions, alignments of the lateral wall peyforations creaie spa-
tial refations perpendicular to the primary direction of ihe
FOOIT Seginent.

Transparency permits flexibility within a formal
arrangement.

L7 A P P
o e . . . L g

The connection between the centrat cavity
and transept arms can be read as intersec-
tion, protrusion, attachment.
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Ulmann House Martin Flouse 1904

Alrcady in 1917 the space of
he “Maison Turgue” in La Chaux-de-
fonds — recalling motifs of Auguste
erret and Frank Lloyd Wright - was
inmistakably built up in layers over the
ruciform floor plan.

In the volumetric structure, however, the
cruciform does not lead to a transparency
of space but rather to clear and defined
intersections of prismatic structures® in
which at most incidental aveas of space
develop which can be simultancously
classified as various volumes.

Mies van der Rohe o

The reduction of space-defin- .
ing elements on free-standing walls and
the dissolving ol spatial borders
between interior and exterior space
encourage literal fransparency. Trans-
parency in the figurative sense, though,
is as impossible in the space between
the floor and ceiting slabs as it would be

in a Moholy painting where, it is true,
partialty transparent formal clements
hover in a confinnous space, dividing
aml activating it, but where the spatial
relationships nevertheless remain clear-
ly readable (cf. p. 31 wop).

The pillar ag a solution to the limitations
ol space creates a fusion of interior and
exterior space alimost without transition,
and allows for numerous intersecting
zones that can be perceived horizontally
in every possible connection, Perceived
vertically, however, this ambiguity is
volumetrically resolved and clarified.

FFalling Water 1936 #*

* A wonderful work on Wright's
formula for the volumetrical organization ol
the Prairie House: Richard C. MacCormac,
“Fhe Aratomy of Wiight's Acsthetic”, The
Architeclural Review, February 1968,

The erueiform floor plan model that
intensively preoccupied Frank Loy
Wright for more than a decade after 1893
is an ambiguous form par excellence.

i “Palling Water™ and Jean Baier's
image are layers of slabs in space. The opposi-
tion of stratification and space, however, does
not disinfegrate into a higher order ol matual-
ly organized [orm (in which only then the

NPT T 25 PRURES T [ i,
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L-C: Maison Currutchet 1950

o a structure characteristic of Le Cor-
busier, horizontal layers are continuous-
ly pierced by deep, vertical cuts.

Le Corbusier’s pronounced
and persisting preference for two-story
atelier-type living spaces with inset
balcony floors — typical of the carlier
villa desighs as well ag for the living
quarters of the Unity Temple - acquires
new meaning when seen through the
concept of transparcncy.

The two-story space with interior balcony
is obviously charged with a kind of folk-
loric emotion®, However, it also embodies.
Le Corbusier’s always provocative opposi-
tion of cffects (here. the horizontal and
the vertical), simultancously postulated
and overcome (here, actively sharing a
common air space): transparency

The connection between the space of two separaie
levels through a common expanse of aii has the effect not
only of optically increasing the size of small rooms but also
of generaiing ambiguous spatial relations.

3

lla & Carthage T 1928

(Euvre Compléte, Vol. 1,

p.- 31 “OUVRIR LES YEUX! ~
Nous mavgions dans un pelil restau-
rant de cochers, du centre de Paris;
il y a le bar (le zinc), la cuisine au

hautenr du local; la devanture ouvre
sur la rue. Un beau jour, on décou-
vre cela el on s"apergoit que les
preuves sont ici présentes, de tout
un mécanisme architectural qui peut
correspondre a organisation de la
maison d’'un homme.”

fond; une soupente coupe en deux la

The spaiial zones are differ-
entiated and united, Trans-
parency makes ithe analo-
gous classification of use
and space possible.
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Ca d*Oro, Venice

Synunetry as a means of -
organization is exclusive,

subordinaite and .
absolute; transparency as
# means of organization
places series of visual
grouping possibifities in
relation to one another
and throws them open.

| 2
i
3 4

anct through the transparent organiza-
tion of formal clements a series of
readings ave sel in incessant [Nuctua-
tion; compare also . 41:

“There is a continuous dialec-
tic between fact and implication.”

Michelangelo: Stages in the design of the fagade of S. Lorenzo, Florence™

The series of sketehes from 1 to 4 for the design of the fagade beautitully _
demonstrates how the distinet yet conflicting contrast between the spreading lower seg-
ment of the fagade and the superimposed, elevated center portion (1) s gradually
resofved.

fn the last design, a situation has been reached whereby first the tectonically
stratified organization of the vertical, then the horizontally laid rows of vertical elements
lay equal claim to the observer’s attention with a continuous interaction, all taking place
within the generally unified cffect excrted by the fagade,

FEach element in the Tagade organisation is ambiguous, and can be seen in
always new connections of form and meaning.

* Rowe and Slutzky referred 1o
the example of 8. Lorenzo already in
1955,
Part of the first sequel to the FIS5 study
is & delailed apatysis of the ransparent,
forns in this wonderful fagade; hopefully
the two sequeks (o the presenl work
which are mentioned in the Forward will
one day be issued.

1973, In *Perspects 137147,
1971, a sequel appeared Lo the study of
1953, “Transparency: Lileral and Phe-
nomenal”. Analysis of the 8. Lorenzo
fagade pp. 293-296,



The development of the fagade
a demonstration of transparenc
nization in the frontal elevation.

of the High Court building is
y as a means to formal orga-

To begin with, the overall form — a
sprawling shaft-like structure — is defined
{1) and identificd as a vertical layer of
space by a clear differentiation between
the open length of the front and the
closed walls spanning the sides. The
framework constructed by the edge of the
ceiling and the narrow rim of the end
walls stretches ihe space into a field simi-
Jar tov a picture plane, thereby carving oud
a border.

Next, the planes implied by this
framework are immediately pierced and
the sculpture of the ramp system is insert-
ed into the newly formed opening (2).

In the weekend house “aux
Mathes” of 1935, the primary spatial
tension is brought about by use of the
same means and in the same way,
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‘The first stage of development is an
inventory of all structural elements; the
argas of the main floor have been made
externally clearly readable and function as
simple itemization, addition or series — the
aclual constructional state of the multiple
stories Is clearly visible as layering (3). All
relationships arc clear; the horizontal
series and the vertieal layers remain
unconnected,

In the “projet d’exéeution”™, the organiza-
tion of the fagade is radically altered: it is
no longer concerned with the direet
“word-to-word” expression of the spalial
and constructive groundwork completed
{or the construction. ‘These are now.repre-
sented by horizontal and vertical formal
elements woven into a complex system of
form in which scries and layers overlap
and intersect, and it is this complex inter-
weaving which fosters the development of
transparency.

The vow of supports at the uppermost
level appear from the lront to be part ol a
bulging and massively perforated concrete
skin (an inversion of the horizontally
curved wall of Ronchamp?), implicd by
the slender {frontal planes of the brise-



soleil Tatlicework. The twe layers of the
facade ave laid optically one inside the
other, creating i sense of space contain-

The two uppermost rows ol the brse-
soleil imply one row of vertical formats
optically intersecting or overlapping ihc
ment. horizontal continuity of the balcony.

1nCe,

Manufacture a Saint-1)ié

-The planes of the brise-soleil, pan de
verre and alignment of supports that stand
one behind the other ave clearty separated
in the Manutacture Saint-Dié; in the High
LCourt building at Chandigarh, they
appear to interpenctrate, then once again
o diverge,

In this way, a “dialectic between
et and implication™ (cf. p. 41) is once

[ N [ VLR [ L R L B

he horizontal s related (o the vertical sup-
ort system through the suggestion of resis-

it enables the wﬁdividefﬁ
union of complexity and
coherence.
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taral currictlum: To establish trans-
parency in a system of overlapping
rectangutar surfaces using a number of
parallels; next, to interpret the drawing
as a floor plan projection and transtate it
into a system of inlerpenctrating pris-
malic volumes.

as result, In comparison: Forin as means,
as catalyst of design.

An example from the architee-

Credo of the “Modern”: Form

So the concept of transparency has consequences in two directions. It
gives us first of all the possibility to see familiar historical structures through new
eyes, and it frees us, because we aflow it, to see buildings and stroctures in con-
nections independet of the differences between “historical” and “modern™ sec-
ondly, it is a tool for the production of complex systems ol order during the design
process. The fact that this is not ouly possible for us bul cven sell-cvident reveals
a special relationship to the developmeni of architecture after 1918: it must be seen
as history. Our familiar image of the Modern appears (o be just as much a history
of an orthodoxy, of canonical succession, with faithful belicvers, unconverted hea-
thens and heretics, which means that “modern architecture” has been put into
perspective. Belore 1950, this was stil unimaginable.

Commentary
Bernhard Hoesli

it alveady seems to be difficult to imagine onesell back in that time, Al
the CIAM Cangress of 1953 in Aix-en-Provence, the first voices were heard in a
still clumsy attempl to suggest a new rtelationship to the architecture of the 20°s
and 30™: The model of the “Villa Radicuse™ had lost its fervent fascination and
compulsion. In 1954 in London a new generation formulated, in the manifesto of
the “New Brotalism”, the consciousness ol a new architectural climate. The “New
Brutalism™ demonstrated for the first time a manner of behavior for the enlight-
ened architects. It was thoroughly familiar with the executed buildings, the theo-
relical writings, manilestos and unbuill projects as well from 1918 Lo 1933 at the
same lime, separated as it was by a generation [rom the spread ol the “New Archi-
tecture”, it must have seen it as history, In Milan, oo, an attempt was made o [ind
the guidelines for the changed situation, while in Switzerland a recovery from a
well-tempered passion for the Scandinavian was begun. Simultaneously, the genius
Louis Kahn emerged from a period of studying the tradition ol cily planning in
Philadelphia, and in a few years created - out of the unassailable tradition of the
Ecole des Beaux Arts and the legacy of Frank Lloyd Wright, Mies van der Rohe
and Le Corbusier — the foundation upon which an alternative to “Modern Archi-
tecture” quickly developed, The development since that time has also taught us
to recognize the subliminal or repressed currents in architecture since 1918 and to
see them anew.

Between 1950 and 1965 a threshold was crossed. Since then it seems havd-
ly possible Lo hold [ast to an idea of continuous linear tradition in the architecture
of the 20th Century. The examination of the concept of transparcncy in architec-
ture belongs - like the elucidation with which Philip Johnson, in “Thé Architee-
tural review”, displays his house in New Canaan as a commentary for precedent-
setting cases, ortheway Vincent Scully's article in “Art News”, March 1954, proves
the connection between Frank Lloyd Wright and the International Style - to the
numerous sympioms announcing the end of “Modern Architecture”. And it
engenders the thought that perhaps the idea of the Modern in architecture js alto-
gether paling and beginning 1o lose its foree,

Zurich, March 1968 B.H.
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Bernhard Hoesli
Transparent Form-organization as an
Instrument of Design

In my commentary of 1968 [ was first of all concerned with generalizing

the concept of phenomenal transparency which Rowe and Slutzky had established
by evolving it from intense contemplation and a tightly reasoned morphological
analysis of two Le Corbusier buildings: the villa Les Terrasses at Garches and the
League of Nations competition project.
o Above all it was my intention to show that the gencralization: “(trans-
parency exists where a locus in space can be referred 1o two or several systems of
relations — where the assignment remains undetermined and the belonging to one
or the other remains a matter of choice” is a universally applicable criterium for
characterizing lorm-organization just as for instance symmetry or asymmelry, Fo
ask il there is transparency in a form-organization is like applying a piece of ht-
mus paper and permils the distinction and exact description of a guality which
might go unnoliced or, il not, can only be circumseribed in an elaborate and cum-
bersome way.
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To apply the test of transparency is part of a morphotogical approach
that holds the exact deseription of a phenomenon as the necessary and indispens-
able prerequisite for any insight, understanding or knowledge. [t belongs to the
great tradition of systematizing elfor( that, say, in the case ol botany, culminated
in the sovereign work of Linné.

The attempt 1o describe buildings or urban patierns independently from
their historical context, 1o see them side by side across periods of stylistic differ-
ences and to insist on a common gualily in works {rom widely dilfering epochs,
produced by distinet social, technical and political conditions may disturb or shock
and dismay the historian. But of course it is not proposed 1o remove a particular
building from its historical and cuHural context; to look for transparency is mere-
Iy & possibilily to discigage part of ils characteristic form.

Fhe concept of transparency inviles to see differences that can provide
ihe key (o nnderstand qualities of uniqueness or similarily. And, especially at a
time when architects seem intent to consider history as a self-service store stocked
with an inexhaustable supply ol motils and forms, it should be useful and might
be sobering to welcome precise tools that help to reduce motif, form and effeet to
their “essential significant facis and forces”!, so that we can, starting from these,
create the motifs and authentic forms owl of the constituent factors of our own
time conceptually, leaving out of count flirtation or abusc on a perceptional level .2

With the numerous examples where phenomenal transparency once sin-
gled out can be observed, 1 then, in 1968, endeavourced to convey the idea that
transparency delined as a state of relationships between the elements of a form-
argamization, can also be considered and used as a smeans of organizing form. Thal
aspect should have been stressed, the idea made explicit.

Soon after the publication of my commentary schools of architecture
entered the rapids of “la contestation”. Architecture is a form of sociology, we
were told and, if concerned with buildings at all, a kind of social engincering at
best. There could not possibly be an interest in architectural form, which was
declared of no importance at all or “unmasked” as a device of oppression to the
advantage of the interest of a ruling class and to the detriment of the common

good. Interest in problems of architectural form was held in confempt. Space was

denounced as architect’s fiction.

Nabody can comptain about a fack ol intevesi in {onm today. I has come
back with a vengeance. To the impatrment and impoverishment of all the rest
“Functionalism’ is criticized because it is imputed that it considered form as result;
now form is considered an agenl of typology or a precedent at one’s disposal.

1 Bernard Berenson: Italian
Painters of the Renaissance, in Meri-
dian 40, 1957, p. 180,

2 I use the term “authentic” as
introduced by Christian Norberg-
Schulx. Sec: Towards an Authentic
Architeture, in: The Presence of the
Past, Academy Fditions, Eondon 19580,
p. 21,
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Acrchitectural form must claim “autonomy” - we are now told — that however it
doesn’t really scem to enjoy.

The idea of form as neither an end in itself nor as a resuit of design but
as an instrument of design scems stlt quite difficull to grasp.

The predicament of form

One evidently creates forms in ovder to designate and inform. Something
that is, is designated for someone whom one wishes to inform about something
thatis. And he who tells wants to be understood. So there are two possiblitics to
corrupt architectural form: The corruption of its relation to the reality of the use
of the building, 1o what it is — or the corruption of its nature as information.

Obviously there are several possibilities to explain the origin of form in
architecture, to define the relation of form and use or to specify thé connection
between form and “function”. They all purport to relate the inward functioning
and purpose of a building to its external expression,

Now il architectural form is “autonomous™, il it should be divorced from
the intent and content of a building, emancipated from a palpable relation to its
use — theré is a loss of truth, hence morality.

Two opposing views of the relation of content and form claim our atten-
tion today, and both claim orthodoxy - one in the delensive and engaged in rear
guard actions, the other in full vigour and expanding in various disguises.

There is first the supposedly “functionalist” position contending that
“ITnstead of {forcing the functions of every sort of building into a general form,
adopting an outward shape for the sake of the eye or of association; without rel-
crence (o the inner distribution, let us begin [rom the heart as the nucleus, and
workautwiid, The most convenient size and arrangement of the roams that are
to constitute the building being fixed, the access ol the Hght that may, of the air
that must be wanted, being provided [or, we have the skeleton of our buikding,”3
Or, as Louis Sullivan put it in the Awiobiography of an Idea: .. {he function ol a
building must predetermine and organize its forol” ‘That was based on observa-
tion of biological growth and form in nature and certainly must have been meant

3 Horatio Greenough: Form
and Function, University of California
Press, 1947, . 60, 61, xvii.



as analogy. It prefigured Le Corbusier’s poetie metaphor “Un édifice est comme
unc bulle de savon. Cette bulle esl parfaile ¢t harmonieuse si le souffle est bien
réparti, bien réglé de Uintérieur. £extéricur est le résultat de intérigur.”# That
understanding of the relation of purpose and form in architecture established the
connection ol cause and effect. The forme-reality of a building is seen as a function
ofits envisaged use in the sense of the mathematical term function: y = [(x), a vari-
able depending on constants and variables, the old “form follows function”™.

The second, so called “rational”, understanding maintains in exact oppo-
sition to the first that “[unction follows form”. And there is a coherent argument
based on observation o demonstrate the validity and usefuiness of this view. Most
buildings in a historical context demonstrate the basic continuity of form to which
ever changing use was adapted; the Diocletian Palace of Spalato, the stadion of
Domitian of Imperial Rome, the Hist of glorious fragments of fabric and of arti-
[acts that bear witness is almost endless.

When the first explanation proclaims in the most radical lormulation of
Mies van der Rohe “we refuse to recognize problems of form, but only problems
of building. Form is not the aim ol our work, but only the result, Form, by itsell,
does not exist,..”s — the second declares that in architecture there are only prob-
lems of form and design means to transform, Lo adapt form through deformation
and by quoting typological form-precedent, while the uselulness of a building will
take care of itsell as a matter of course .

Of course this secmingly revolutionary stance in the “postmodern” late
sixties was shrewdly anticipated in the early filties in the relaxed, more sophisti-
cated, less polemical and possibly slightly puzzied observation of Matthew Now-
icki that “form ToHows form”.

Both positions in opposition mentioned in this argument bave however
this in common:-they both are “either - or™ and are concerned with establishing
what has ascendancy, takes precedence or must claim priority -- purpose or form.

Frank Lloyd Wright’s contribution to the collection: “form and function
are one” indicales a possible position outside the polemic. If rendered operative
this formula can lead to the hunch that suggests the idea that form is an instru-
ment of design. Fora in architecture could be understood as instrument = neither
as typologically preexisting ortginal position to which all else has {o become sub-
ordinate, nor as following from premises as result.

Use and form of a building or urban context must be uhderstood as but
two different aspects of the same thing, and to design means that they have 1o
become fused through stubborn, patient work in a process of mutual adjustment,

4 ¢ Corbusicr: Vers unc
Avchitecture, Vincent, Fréal, reprint
1958, p. 146.

5 Philip Johnson: Mies van der
Rohe, The Museum of Modern Art,
New York 1947, p. 184
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adaptation and reconciliation in which cach is judiciously inlerpreted in terms of
the other. )

This obviously presupposes a particular attitude of mind. One has to be
willing to renounce a fixed point of view; one has to be prepared to see contrast-
ing or even contradictory notions as not necessarily excluding each other and
accept that “certainly” can only reside in a temporary slage in a sustained debate
in which cach partner supplements and completes the other’s position in a dia-
logue of give and take, of this-as-well-as-thai.

Excursns on the concept of architectural space

Hverthing that is implied by the term “use”, that is all activitics for which
a building is intended, is a manifestation in space as is everyihing that is implied
by “form” of a building. Space can be said (o be the common matrix of use and
[orm. So it seems necessary at this point to introduce a concept of space 1o pro-
vide a possible reflerence for the further train of thought,

Concepts of space are inventions. They have their usclulness, life span
and history. We can start with the axiomalic ascertainment that “space™ is first of
all an elementary existential experience of conscious man, “Taking possession of
space is the first gesture of living things,... 'The occupation of space is the first proof
ol existence.” We can acknowlegde thal {his is the space of Plato: “the mother
and receptacle of all created and visible... things..., the universal nature which
receives all bodies... and never in any way or any time assumes a form...”.7 It hard-
ly neither helps nor matters to call this “natural” space. Descartes made this ‘uni-
versal’ space accessible in terms of arithmetics and geometry; in the second hall
of the 17th century, Newton succeded in formulating the universal laws thal gov-

“erwin terms of pihysies the podsible mechanids in this space. We can term this mathie-

matical-physical space. It is homogeneous, isotropic and infinite. It seems that
psychology too accepts this kind of space as the basic condition of perception 8,
No need to point out that it possesses no animism, is not animate, that it can be
neither “exploded” nor “compressed” and certainty does not “flow”, 1£'s just there,
Nothing mysterious about it It is.

6 Le Corbusier: New World of
Space, Reynald and Hilcheock, Now
York 1948, p, 71.

7 Rudolf Araheim: The Dy-
namics of Architectural Form, Uni-
versity ol California Press, 1977, p. 9.

8 ibid.
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Fo create archifectioral space man has o inferfere in mathematical-phys-
ical space in order to claim, stake out or mark a particular part of it. Thus archi-
tectural space is made noliceable, it can be experienced, it & defined. One can dis-
tinguish two different kinds of space-definition.

First: space-defining elements {c.g. walls, screcns, picrs, columns) set
bonds to, delimit, enclose, encircle, fence in, contain, a particular picce Of mathe-
matical-pliysical space that can be felt henceforth. A space-houndary or space-
delimitation must be created and the sensation of space-deflinition is determined
by the measure of enclosures a space-boundary provides. One can then distinguish
interior, exterior, “inside” and “outside” space and space between objects
(Fig. D). ‘

Second: a space-delining clement activales by its volumetric presence a
locus in mathematical-physical space, il occupies space and thus by “disfodging
space” makes that we experience spuce. Its corporeality suggests that we cxperi-
ence our bodily existence and thus experience space.

Part of the substratum of mathematical-physical space is transformed by
being architecturally delined: it has become architecturat space with disiinguish-
ing qualities and atiributes.

)

From a Doeshburg diagram.
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It follows that space in terms ol architecture is conceptually a continu-
ous medium comprising the perceptually distinguished solid of mass and void of
space (Fig. 2). :

b

2a 2d

As soom as we see and understand solid and void as equally participating
in or cqually constituent of a figure-ground continuity it is no longer necessary Lo
insist on their pereeptually antithetical nature. We know that buildings, volumes,

2 ¢ “hiside space” can be an “owside” in
a Pattern of space-defining velation to other “inside” spaces - all

elements in coRfinuoNy space. depends o the degree of enclosure,

b Colloquiat distinction of solid (mass,

volume) and void (space) between volumes.

¢ Depending on the degree of enclosure the

space-houndary exerts, “inside space” can

be feit as port of “outside spree”. Spoce i

CORNONS.



conlain space; in architecture “solids™ are only colloquially solid mass. Spacc inside
and between architectural objects is part of the same medium, the same whole
(Fig. 3a, b, ¢). One might suggest by hint of analogy that “volume” or solid and
“space” or void are but phenotypical aspects ol genolypically conlinuous space.
This dualistic concept of a figure-ground continuity of solid and void as
complementary aspects of space s, as all evidence reveals, the concept ol contin-
uenes space of Modern Architecture. Frank Lloyd Wright arrived at it empirically
from about 1893 to 1906, de Stijl presupposcs it for its spatial inventions, Mies van
der Rohe no less than Le Corbusier conceives and works in it continuous space
is the common denominator i relation to which much of the obvious differences
ol their work can be assessed. It is the reference that permits distinetion of species
(Fig. 4).

9 Avxthor Drexter says of the nappe el te sol gqui est un mur horizon-
Barcelona Pavilion; "nterior space tal. Haire des murs Sclaivés, ¢’est con-
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a The degree of enclosure is o

Bermhard Hoesli

becomes a fluid medim channeled
between planes. Interior and exterior
space, no longer rigidly opposed, are
now simply degrees or modulations of
the same thing.” Arthur Prexler: Mics
van der Rolie, Ravensburg, 1960, p. 15,
And Le Corbusicr notes ol the Pompei-
ian House in a remarkable sentence: “T1
'y a pas d’autres éléments architec-
turaux de Pintérieur: la limniére ot les
s gui la réfiéehissent en grande

stitieer les ¢iémients architecturaux de
Pintéricwr.” e Corbusier, Vers une
Architecture, Vincend, Fréal reprint
1958, p. L50.

meastre of how strongly architectural spuace
can be felt.

e The degree of enclosure decides on the
range of the perceptual ficld or reference; it
determines “inside” and “oulside™, whether
figure or grownd.
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In view of this concept of continuous space the Nolli technique of show-
ing the space ol a square extending into the nave of a church or into the colonnade
of a palazzo, though no less remarkable, seems only “natural™ and obvious (Fig. 5).

4 3 antd perceptuaily distinct bt conceptualty

Space-defining eferments - walls, ) L Nolli's method of extending complementary dspects of tite sarre lmedirrm
piers, coluning, stabs - constellated in the the “open” space of streed, a.’.fr'y._ anr_l o - s o ¢ vere " we are af feast evtitled to
mediunr of contintous space define archifec- b square or garden into e main “inside’ thet interpretation. )
tural space of varying degrees of enclosure; hodlonw of church or palace is perhaps an ¢ Palezzo Barbering, after P. Letarouifly.

rnconscious demonstration of a feeling for
the figure-ground continuity of space of
which solid and void are only colfoguially

there are “degrees or modulations of the
sane thing ™. Arthwar Drexter, Mics van der
Rohe, Ravensburg 1960, p. 15,
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Unnecessary the invention of such innocently endearing and cleverly
amusing notions such as “space and anti-space” or “positive space” (lor void) and
“npegative space” (for mass)!10 - one a quite {lirtatious and unonccessary reverence
for nuclear physics, the other an only colloquially usefal and not very helpful trans-
fer of the device of positive and negative signs {rom arithinetic to the subject of
space. There is of course no questioning the matter that is brought into focus by
such attempts to distinguish nor doubting the necessity of distinction, but to term
it thus seems weak, because in doing so one uses quite inadvertently a pereeplu-
al every day colloquial distinction of mass and space to presumably attain con-
ceptual vigour. I think il worth-while to work with a general concept that admits
of no exeptions but then provides for special conditions and explains them as spe-
cial cases as such ~ rather than providing every single phenomenon with a new
term that suggest a new notion. And, anyway, it may be useful to remember
Bernard Berenson’s impatient and slightly sarcastic passage in Aesthetics and His-
tory: “...S0 the art writing of the German-minded has been more and more ded-
jcated to discussing space determination, space {illing, space distortion, space this,
space that, 711, .

[t may be that attention to space is the expression of an open sociely
where plurality is acceplted and recognized, where contradiction js not only toler-
ated but held in esteem as inherent in the condition humaine and where dialogue
is an indispensable technigue for mutual advancement. And then, perhaps con-
cenlration on isolated objects is indulged in by a society secking 1o escape com-
plexity with the help of simplification of issucs and in trying to find refuge in will-
ingly accepted authority or in the surrender Lo “history”. If these conjectures
should not be refuted, if these assumtions are truc — and, given the interest of the
Neo-Rationalists in volume, their neglect of space and their unabated concern [or
the solitary object even in the context of an urban situation, - we may cherish the
hope that a persistent avoidance of all memory of “The Moment Of Cubism™!2
and a continued evasion of the barely explored and yet inexhausted possibilities
of Modern space will prevail for some time 1o come; or we can worry and regret
that the “New World of Space”!3 has perhaps vanished for good.

The concept of a figure-ground relation of solid and void in Confinuous
Space permits conceplually effortless oscillation between the two opposing aspects
of space, solid and void, which arc not scen as mutually exclusive but mutually
presupposing each other and being of equal value and enjoying “equal rights” as
aspects or parts of the same whole. So buildings and spaces between buildings are
seen as partners in a sustained debate protagonists in a dialogue “who progres-

10 Steven Peterson, Space and

Anli-Space, in: The Harward Revicw,

Vol [, MET-Pregs, spring 1980, p. 8%,

11 Berpard Berenson: Acsthet-
fes and 1listory, Doubleday Anchor A

36, 1954, p. 97.

i2 Tohn Berger: The Moment of
Cubism, Weidenleld and Nicolson,
i969.

13 Title of Le Corbusier’s book,

Reynald anct Hitcheock, New York
1948,
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sively contradict and clarify each other’s meaning ™. 14 T'o move al case in the space
that this dualistic coneept of space describes mos( certainly helps the designer who
has to deal with plurality, complexity, contradiction — with the manyfold demancds
of everyday reality.

For the present argument it would appear that a concept of space, that
conceives of the world of space as consisting of the (wo but complemetary aspects
of solid and void, is the very matrix on which transparency can thrive. itis notsug-
gested that the concept of Continuous Space is the prerequisite or one of the nee-
essary conditions for the existence of transparency or for creating a transparent
lorm-organization. But to work with this concepl just possibly reveals an inclasive
mentality refusing an “either-or-approach, a willingness and capacily for con-
ceiving and dealing with the “as-well-as” - just as a taste for transparent form-
organization might. The concept of conlinueus space and transparent form-
organtization can thus both be scen as manifestations of a frame of mind. One gives
meaning to the other,

Transparency —
Instrument of Design

Transparent form-organization should be considered as an instrument of
design, as a technigue for creating intelligible order as are for instance the use of
axial addition, repetition or symmetry. Transparency as organization of form pro-
duces clarity as well as it allows for ambiguity and ambivalence. 1L assigns each
part not only one delinite position and distinet role in a whole but endows it with
a polential for several assigmments, cach of which though distinet can be deter-

14 Colin Rowe’s [elicitoos turn
of phirase. CL. The Mathematics of the
Ideal Villa and Other Fssays, MIT-
Press, 1976, p. 194,
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mined from time to time by deciding in which connection one chooses to see it
Transparency then is imposed order aad freedom of choice at the same time. The
transparen( organization of ambiguousness would seem a particularly usclul way
to ereate ovder at a time secking cmancipation from ebligation, at a ime of mul-
tiple and often irrcconcilable conditions [or a building, and perhaps conlradicto-
ry expectations that ought to be met by successful design. Transparency as form-
organization is inclusive: it can absorb contradiction and local singularities, such
as local symmetry for mstance, without endangering the coliesion and readability
ol the whole.

A transparent organizalion of space has, because it aflows and even
encourages multiple readings of the inferconnections between the parts of a whole
system of related spaces, a built-in flexibility of use (Fig. 6). (Flexibility is provid-
cd and exists through possible interpretation, through flexible use of a supply of
possibilities inherent in a given arrangement of spaces and not through physical
flexibility of, say, movable partitions. Again we have the life-enhancing vigour of
the tension between fact and implication, between physical fact and interpreta-
tion.

]

Flexibilizy of use: an offer of
differentinted spaces for possible uses is
supplied by the iransparent organization of
spaee. Now a part can be separaied now
integrated i the whole (Frank Lioyd
Wright, Martin House, Buffalo 1904, floor
plan detail; of. puge 70).

P4 Addeadim
' Bernhard Hoeshi

Since a transparent organkzation invites and encourages the fluctuation
ol mulliple readings, and suggests individual interpretalion, # aclivales and
involves. The speclator remains not observer “on the outside™, he becomes part
of the composition through his participation. He enters a dialogue. He has to decide
and in “reading” a facade, choosing one of several possible readings of the com-
position he is, at the sume thme, in his imagination, engaged it its creation.

[T thus supremacy of the visual and its individual interpretation over the
subjectmatier is assured, then meaning could be a quality that comes into being
through accruing, through sedimentiation, and not be “attached” to certain forms
or moltifs to which meaning is thought to be attributable by association or is
believed to derive from precedent. Meaning can thus consist in the adhoc or repeat-
ed identification of the beholder with the object. Meaning then blossoms from per-
sonal involvement, it is crealed in the acl of [ocusing onrone ol the possible read-
ings of form relations that are latent, inherent or implied in the form-organization,

[1 is for these reasons that at a time of presumably pluralistic expecta-
lions, of contradictory wants, of individual needs and demands and the manner-
ist penchant for inversion and allusion, transparent form-organization might be of
particular value and should enjoy considerable tavor where the desire 1o create
inclusive form under contradictory conditions persists.

It would seem thal transparent fonm-organization would be the instru-
ment of design par excellence that perenits collage as an attitude conducive to arti-
lacts resulting from a technique that would render feasible “a way of giving integri-
ty to a jumble ol phoralistic references” 15, [t wouid materialize collage as a state
of mind encouraging the “politics of bricolage”, activity that “implies a willing-
ness 1o deal with the odds and ends lell over from human endeavour”i6. Phe-
nomenal transparency 15 a mcans of form-organization thal permits to incorpo-
rate the heterogencous elements in a complex architectural or urban tissue, (o
treat them as essential part of collective memory and not as embarrassment.

15 Colin Rowe and Fred Koot~
ter, Collage City, in Archilectural
Review, August 1975, p. 89,

16 ibid., p. 83,
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Transparency — Instrument of Design

Urban repair, Spalenvorstadt, Basel, at the same time unite houses 9, 11
Switzerland, A gap in the wall of the and 13 to terminate it. Flements of
strect had to be closed. The idea was texture [rom row A are used in a
to not only “fill” the gap but to unily transparent organization to weave
the entire heterogenous row A and across the gap.*

*Competition cntry by Hoesli, Fansen,
Eucek, architects, Ziirich, 1981,
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’ A small baroque theatre, dismantled on
a demolition site, has to be established
on 4 new site with an arcaded frontage
along a major artery, an alley in the
back and small square to the lcft.®

To posil the theatre with its main axis af
an angle (o the frontage accomumodates
the mmner lobby-space in a transparent
position as prelude to the theatre and
extension of the square. Adaptation of the
axial sequence of spaces to the direction
ol the sirect however is awkward and
reduces the outer lobby-arvea to residual
spaces that must act as poché.

The main axis of the theatre put squarely
perpendicular to the frontage raises the
difficulty of how to relate to the square on

#= Student seminar work conducted
under Professor B. Flaesli, Swiss
Federal Institule of Technology,
Ziirich, 197980,

the lefi. By means of a transparent organi-
zation the lobby-area becomes a rich
fabric ot spaces in which the two dirce-
tions are accommodated and conflated.
Cloak-room, sitting area, bar and kiosk as
well as the spaces of the lobby act locally
as spatial poche and as a whole with
allernate readings as figure and ground.
This seems, with the help of transparency,
amore successful solation than the previ-
Qus one.
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Transparency as expression of the
impact of the outside forces on the
object within the urban context.®

The building’s position in (he
urban labrie: part of the connee-
lion between trainstation A and
administrative centre 3.

*Stdent work conducted under Profes-
soF B, Hooesli, Swiss Federal Institute of

Teehnoloov Zivich 1970 Anthor 4



Basel, Switzerland: urban housing on
former barracks grounds al the juncture ol
the medieval part of Klcinbasc] and its
19ih century extension.™

Transparent organization used as device
for meshing urban tissues, By the presence
of the two directional systems two persis-
tent epochs of Bagel’s past are united and
made present in the 20th century grafl.
Perhaps just a bit too intellectually pre-
cious and selfconscious; acceplable more
in principle than in detail,

*Diploma project conducted under
Professor B, Hoesli, Swiss Federal
Institute of Technology, Ziirich,
1981-82, Author: Willy Kladler.
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Venice, [aly: proposal for urban redevel-
opment, fair grounds and exhibition area,
1978.% The special elements: two line
residential blocks, a palazzo, the church of
San Giobbe, the old slaughter house,

= Exhibition “Dicel Tnunagin per
Venezin”, 1980, Halry by Bernbard
Hoesli and Assistants, Swiss Federal
[nstitute of Technology, Zirich.

xisting housing that must be prescrved.
I'wo directions that might become starting
boint for the organization in terms of geom-
efry.
A transparent organization provides the

geometric system that can absorb the frag-
iments of the existing urban fabric, the new
housing and the isolated special elements.
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The existing structure of a former tannery
must be preserved as landmark and histori-
cal monument but adapted to be used as
part of a cultural meeting centre with hows-
ing and studios [or resident artists and
visitors, workshops, conference rooms,
meeting halls.*

The archilect has to deal with the theme of
public versus private, to express himsell on
how he sees the relation of individual and

collective life; and his design must demon-
strate the proposed relation in terms of
mags #nd space.

In these two proposals the spaces for collec-
tive use — the workshops, conference rooms
and mecting halls — arc arranged in the old
structure, whereas the individual rooms for
the artists were grouped together with the
studios, set apart and arranged in housing
units quite like a residential area.

ill

This is a perfectly valid solution to the
problem; jt juxtaposes the two parts of the

- programine tike workers housing and facto-
- 1y, Butif we assume that it is possible to

have another vision of the relation of indi-
vidual and colleetive life — not a separation

o like downtown for work and suburb for

living - one might think of a Carthusian

“monastery or a small town as model.
If we suppose that this design follows such

a model there arises the question of how
the kinds of spaces, public and private, {or
collective and individual use can be brought
into conjunction yet be dilferentiated, while
al the same time the old and the added new
parts of the whole must be distinguished.

*Diploma project conducted under
Professor Polf Schnebli, Swiss Federal
Institute of Technology, Zarich,
1979--80. Authors: Marcel Meili and
Fabrizio Gellera.
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Here the theme of individual and collective
life is interpreted as a monastery-like
island, introverted, with a hard contour.®
The spaces for collective use are assigned to
the volume of the old factory, the rooms
and the studios for individual use are
grouped together. Roughly a rectangle und
an l-shape arc joined at an angle, the two
directions of its sides generate two orthogo-

nal grids that correspond to the two kinds
of spaces, the more public and the private
as well as to the two components old and
new of the whole. The joint is a filler and
only in the pivotal area of the entrance
court arc there traces ol a possible transpar-
enl organization. Thas the whole is very
much still the sum ol its two parts, a com-
pact consiellation of its two main clements.

In this proposal the whole is interpreted as
something akin Lo a monastery, a closed
world in which individual living, individual
and collective work are separate yel togeth-
er. There is the U-shape of the individual
residential units and the studios turned at
an angle to the main extension of the old
factory which contains the spaces for collec-
tive use. (Md and new, public and private,
are assigned (o two directional systems that

are fused in the volume of the tactory. Here
(he union of the two kinds of spaces
becomes palpably real it the multiple
readings of the transparent spatial organiza-
tion.

*Diploma project conducted under Professor 1.
Eloesti, Swiss Federal Institure of Technology.
Ziirich, 1979-80, Authors: . Branschoten and
St. Lucek.
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In this third case the cultural center is gressively how transparent form-organiza-
interpreted as a piece of urban fabric or a tion can be used to unify and differentiate
small town in which living and working, within a complex yet clear organization,

public and privale, are mixed.* The trans- how meaning is present in terms of space.

parent organization is complete: old and

new, public and private areas, collective and

individual use, are inseparably interwoven

in a many facetied, rich, texture - and all

meanings mentioned above are staied in

terms of the geometric property of belong-

ing to the one or the other orthogonal

,‘??Si"m, 0% dll'Cf:tl(m_S that g““"""‘w the plan. = Diploma project conducted under Professor B.
here is identity of meaning and geometry. loesli, Swiss Federal Institute of Technology,
The sequence of the plans indicates pro- Ziirich, 1979-80. Author: M. JTarzombek.



116 iy

e

LTI

Axonomelric drawing.
This drawing, called collage®, might be seen
as the synthetic prototype of plan 5 pro-
duced in the laboratory condition of a form-
exercise. H demonstrates the virfues of a
transpareot form-organization: multiple
readings, complexity in unily, ambiguity
and clarity, involvement of the user who
choses and connects through participation,
tangible meaning in terms of geometry.

*HEducation of an Architect, Exhibition
catalogue, The Cooper Union School of
Agrchitecture, New York | 1971, p. 290.



A note on poché.

Paché, literally: blackeued; parts of plan
or section filled with black to indicate the
parts of a structure that are cut, as could
be done by stippling. We may gel closer (o
the usefulness of that resurrected term if
we think ol “Pocuf poché”, the poached
egg. For if we connect the verb “pocher”
with “la poche”, the pocket, then
“pocher” can become “mettre en poche”
and the past participle “poché” could be
said to signify pocketed or “bagged”, put
into a bag, German: eingesackt. So, then
“poché” would be an ideal shape put into
a bag, surrounded with tissue. And that
precisely seems to have happened with
square, semicircle and other ideal shapes
at the bottom of the Vatican Gardens,

And if we consider the imprint of struc-
tare on the plan as ground that acts 1o
disengage the ligures of the enclosed
spaces — very similar to the “black lines”
in a Mondrian that are perhaps all that's
left from a black field aller white and
color rectangles have been placed on it —
one may say that the procedure here

presupposcs apparently a primary interest

in the object-figure and that one is intent
on preserving its ideal form. One can then
experience each individual space one at
the time and one alter the other. Poché is
like the mortar joints between the individ-
ual stones anxl blocks of a rubble-wall.
Attention s reserved For the part and
there is, perhaps, less a comprehensive
feel for the whole.

- The whole very often remains but the sum

Lol its parts or at least attention to the indi-

- vidual part enjoys supremacy oves atlention

to the whole which is tather object than

- ficld. On one hand a consciousness of parts,

n the other an intuition of the whole,

- Poché as “joint™ or transition taken as

figure, obviously refers as an “inbetween®

to the adjoining spaces thal actl againsl it —

jusl as a locus in space in a transparent

positioir that “can be reforred to two or

- several systems™, Aside {rom possible

- differences in scale one is aciing in terms of

nass, the otfier in terins of space; we tecog-

nize the joint as mass or as space, as solid or
as void,

It would then appear that transparescy and
poche arc related by inversion: 1o a trans-
parent form-organization there are spaces
that refer to two or several systems just as
poché does as “solid” mass in a complex
whole consisting ol several discrele spaces.
In terms of the whole their roles are equiva-
lent, just as solid and void are in terms of
continuous space. Poché is present as mate=- "
rial, (ransparency as space - both are, ;
though inverted and opposing as existence,
cqual as performance.




