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ems reserved fur the mus‘i
,;-:_ ’-_ lity at Ieaat of those fore-
-r**_- Rohe. The paradox is then
et il S .oas m-{ can the work of such an
E',‘, R - & ~ architect s n‘*ﬂ ‘based in a classicising herit-

; d S de combat in the present
€d Dy problems of historicism
_ and e S E‘n he was, and saw himself

C: Nt Do eenl cof icerned with the heritage of the
e .a-,l-.“‘@r“v tradition?

'r:-":,

The s bh ect of this issue is Mies’ early career
DE ,l;- e left Europe for America in 1938, by
\ ."__hq-r E* he had already built enough to

‘.am-‘wm‘n _ ‘name in the canon. This first half of
Aree _sr-:?r__-': be split into twu parts around the

fman, building in a strip-
~¢., ed idiom which owed
ﬂage and above all to
C ions of the office of
ter Behrens. The®turning point came, it
N ‘when Walter Gropius refused to exhibit
M é_% project for the Kréller House in his 1919
'i ¢] 'ﬁ on for Unknown Architects’. According
to Mies @:rnpluslusttfled his decision thus: ‘We
hibit it, we are looking for something
Jegle etefy different’.

! and 'a._;;' r

hismw but cannot be the whole
Aimmersion in the hothouse atmos-
yost-Versailles Berlin, together with
: jrf g for the spirit of the times, form a
ibution to the change that occur-
And there was also the fundamentalist
apprnach within — the questions for Mies were
always grand ones: what is a structure, an
enclosure, space? His background suggests
that this was a private quest, no less zealously
carried out for its lack of Gropius' support.

s
ﬂ_aﬂi'ﬂll 2 CC

. But to return to the paradoxical treatment Mies
nw receives, Is |t Q%n ‘perhaps rather more a
natter of that+f entalism which makes
im so hard 10 un e‘rstand? The Smithsons are
ecord as s&ying that ‘Mies /s great, but Corb
unrcares Others have described his as
gchitecture of silence.

er Mies tackled some more fundamental
|l successfully answered them, those
buld be of the form of archetypes,
| ._-l__; they provide convincing solu-
murse Mies takes the blame

: &-._ '.

-
a

cnticism like that makes for neat

101 every curtain walled high'y
ousing and every blqnd INteri
Ing certain fundamer ues, |
facto lays himself open e uc rl,,q che
own work is however indissolublV linked
classicising tradition, and the early bu
make this abundantly clear. 0

-.r- --
In contrast to Le Corbusier, Mie

of a communicator. His rel H-m
public, his small output of writtene
It if anything easier to dismiss i 5 MONo-
maniac intent on building his oW l ques on- |
able ideas. But his approach to his work was
almost that of an inventor. He was the first to
really investigate a totally glazed slcyscmper, yr:
first to incorporate machinery. in a quuet
calm way — think of the motors which'lowe
and raised the huge glass wall of f the Itvln
at the Tugendhat House — an \d d the firs!
organise a real manifestation of nternc
nal Style at Weissenhof in 192 o

Mies' greatness lies at least in his abill lity 1:."‘ 0 ulc

for the margin of experiment in architec -
The confidence to do this must ha*ie‘*’éorne nbt

so much from an intensive delving in istory
or philosophy — though he was surely a culttred
man of the sort that could only have e _n. Jﬂu )
the Berlin of the inter-war period — as _ the _*:"
knowledge of how to construct. James Gowan,
surely one of the most craftsmanlike
architects, takes up this point and nLjs.__-w th e,-
observation that while this was true, it Seems to
have been allied to a certain uncnncem fur th

specific qualities of the site use Mies"
buildings have the character of univer 'I‘-—* olu-
tions. If that is achieved, as Paul: Rudolph has
pointed out, by leaving out problems, it is also
allied, as Gowan says, to the two most hazar-
dous materials, glass and steel.

Adrian Gale discusses this problem in his essay,
speaking as one who underwent a sort of
apprenticeship in Mies’ office. For him it is not
so much a question of ‘fitness for purpose’ as a
moral duty to search for the most economical
expression of an idealised perception. The Farns-
worth House is then perhaps the ultimate
statement, an enclosed space with one very
capacious cupboard set within the plan so as to
make other kinds of space.

The economy of gesture is surely what makes
Mies so hard to comprehend, especially at a
time when the architectural profession seems
to be deluged by such a wealth of ornament and.
articulation. What is obvious, however, in his
work is a clear reference back to that idea
architecture which insists that an idea of space
be at the root of any production.

David Dunster r
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1 Le Corbusier and
Mies van der Rohe

Mies in Germany
SANDRA HONEY

The plan s the thing: modem architecture is based on
pianning. The architect builds to keep the plan inviolate. '

In Germany Mies van der Rohe studied modem bullding types
and developed a number of architectural concepts based on the
organisation of space. In Amenca, where he was given ample
opportunity to build, he developed and refined the building type
ana studied structural order and materials. He was already
familiar with stone and brick — in Germany he used them in the
manner of the master builder — but the technology of steel and
concrete was new 1o him,

The American architecture of Mies van der Rohe has been
analysed almost exclusively in terms of its structure and his
German work is largely ignored. This has led to widespread mis-
interpretation. This essay provides a brief exposé of the
foundations, the roots of Mies” architecture: the spatial con-
cepts he developed in Germany, the period during which he
lved, and his personality. His life as a Berlin architect is its theme
and his German career is shown in the context of the major
social, cultural and political developments of the twenties and
thirties.

Mies’ German architecture falls into three slightly overlapping
sequences: the first, an early neoclassical and vernacular period,
covering all his pre-modern work; the second, a period for
expenment and accomplishment, beginning with his glass sky-
scraper projects of the early twenties and ending with the
Barcelona Pavilion; and the third, a period for thought and
development, a return to classicism.

Ludwig Mies began his career when, as a boy, he worked for his
father, a master stonemason in the ancient stone city of Aachen.
He came from a Roman Catholic family of four children. Every
Sunday his mother took him to the Aachen Cathedral where,
sometimes hiding behind an enormous pillar, he would count
the slones during the service. He attended the cathedral school
founded by Charlemagne in the ninth century.

My father had many wonderful blocks of marble or other stone
in his shop. | learmnt about stone from him'* Michael Mies
employed four or five workmen and the shop supplied carved
stonework for cemeteries, fountains and buildings. After school
young Ewald and Ludwig would go to the shop and were
sometimes allowed 1o lend a hand. We always had something
10 do with buildings. Our main task, though. was to buy coffee
water. a little jar full for two Plennig, and a sausage and cheese
for five, for all the masaons. But then sometimes we could do
mason's work as well. and later even cut a quoin. That was for

us a masterly affair, you see, and it happened only rarely. They
hadn't enough confidence in us. ™

Ludwig's education was fairly rudimentary — the family was
neither well-educated nor well-off. After attending two primary
schools. he went to the local trades’ school for two vears and. at
the age of fifteen, he was sent 1o work on building sites. (In Berin
Mies used to boast that he leamt about architecture the hard
way.) His father had noticed his talent for drawing — Ludwig
used to outline the lettering on gravestones — and he
apprenticed his sixteen-year-old son to a firm of local designers
and architects. 7 got into the stucco business, and it was there |
leamnt to draw. One had to draw details, large on vertical walls,
life-size, one quarter of a ceiling. Louis XIV maybe in the
morning. and Renaissance for a dining room in the afternocon,
or Gothic for a library. And every now and then a new ormament
was invented, modern omament, chesinut leaves, with burst
chestnuts on them.™ Mies worked like this for over two years
and afterwards never wanted to see another Stucco omament.
But perhaps his feeling for linearity had its origins here.

When his father died, Mies’ elder brother inherited the family
business and Ludwig decided to pursue his career in Berlin. In
years 1o come he returned often to admire the old city of Aachen
and its mediaeval buildings; he was particularly fond of the
simple Westphalian peasant houses, with their sparsely
turnished intenors. In 1905 he amived in Berlin and found work
with the Borough of Rixdorf (now Berlin-Neukolln). He was
asked to detall the wooden furnishings of a council chamber.
‘But of wood | had no 1dea and so. although [ tned for two or
three months, | finally decided to leave the job and go to Bruno
Paul to draw details of furniture. ® Mies was apprenticed to Paul
for two years and registered at the school of the Decorative Arts
Museumn in Berlin, headed by Paul. In his master's atelier, Mies
came into contact with those who wielded power in the artistic
and architectural fields — men like Hermann Muthesius and
Peter Behrens.

Twao years later Ludwig Mies recerved his first architectural com-
mission and left his apprenticeship. His first client, Professor
Riehl, sent Mies to ltaly for three months and here he took an
interest in Palladio and Brunelleschi. In Florence he was
particularly impressed by the Palazzo Pitti, @ huge stone wall
with windows cut out of it. And that is that. You see with how
few means you can make architecture — and what an

architecture!®

kB |




MIES IN GERMANY

Early Work

Through the writings of Muthesius, English architecture and the
Arts ..’If-'-"LT Crafts movement had I.:L'l-."-‘l.?d ENOrMmous populanty m
Germany. Mies, no doubt, had read Das englische Haus, bul
his first building showed no signs of any English influence; nor
were there any references to ltalian architecture. Villa Riehl was a
simple two-storey house in the local style of Werder, an island
cinv not far from Potsdam. It was built in the year that Muthesus
founded the Deutscher Werkbund and Behrens was appointed

anistic director to AEG. the German electncal inaustry.

In 1908 Mies joined Behrens' office in Potsdam. The master’s
influence on Mies was far-reaching — it set the tone of his ed/ y
and not-so-early life style. Behrens was a grand seigneur
architect who. before he joined AEG, worked only for the
German haute bourgeoisie and the State. He believed that
monumental architecture was the highest and mos! individual
expression of a nation's culture and was strongly influenced by
classical ideas of organisation; in datail he was ingdebted to the

work of Karl Fredrich Schinkel

Rehrens’ practice was effectively divided in two: the AEG work.
n which Walter Gropius and Adoll Meyer were im olved, and
the neoclassical work assigned to Mies. Villa Wiegand, butil in
Berin-Dahlemin 1911-12, was oneg job on which Mies worked
bnefly. His main task was that of job architect on the Geman
Embassy in St Petersburg, a much criticised, monumentat
palace with a vast equestnan statue looming above the main
entrance. Mies took no credit for the design, and indeed he had
no part in i1, ‘except perhaps for the shaping of a few door
knobhs’ * But oversee the construction he did. on long visits 10
teanst Russia. He was stunned by the extraordinary wealth of
the people he met: the main contractor mvited him 10 dinner and

he found the table laid in solid gold!

‘Under Behrens | learnt the grand form, if you see what | mean.
the monurnmental.”™ But Behrens also gave Mies a respect for
detaill, a deep admiration for Schinkel, and valuable expenence
in the management of a large commussion. While in Behrens’
employ Mies did a bit of ‘moon-lighting’ in Berlin-Zehlendorf
where, in 1911, he buiit a neoclassical villa for the Perls
brothers. Philip Johnson wrote that ‘Mies at the age of twenty-
five had becorme as accomplished a designer in the Schinkel
tradition as his teacher.””

i

In 1911 Behrens put Mies in charge of a commission from Mrs
HEL | the owner of the Kroller-Muller collection,
who asked Behrens to design a house for her near The Hague.
Betvens and Mies travelled to Holland together to present the
drawings n 1312 and Mies stayved behind 1o supervise the
construction of a full-scale canvas and wood mock-up of the
prosect. This design was rejected and the commission went 1o
Hendnk Petrus Berlage: whereupon Mies declared that he was
prepared 1o work as Berlage's assistant. "And then, ane fine day
Mrs Kroller sard to me she had thought 1t over with her
husband. and wouldn't | like o produce & L'_r"t".'ng-"i' 1

Kroller

Mies stayed with the Krollers for nearly a year, and a very larqe
WOrK room was put at his disposal — a room full of Van {:j,.jq:{b
Here he worked on his own Krdller project and executed his first
competiion project, for the Bismarck Monument. Both projects
are distinctly Schinkelesque. with references to Klein Gliaricks In
the Krofier House and 10 Orianda in the Bismarck Monument
But there is also a hint of Frank Lioyd Wright's influence in the
nonzontalty of the Kroller prosect 1-'."'.'|"r._|:;]h| had come to Bertin in
1309 1o prepare for the publication of the Wasmuth Portfolios.
d resveww of his work since 1900."'" This work was exhibited in
gern in 1910 and caused a sensation. Thirty vears later Mias
Wrote: At this moment, so crtical for us, the exhubition of Frand
Lioyd Wright came ro Berlin The encounter was destined to
prove of great significance 1o the European development. The
wWork of this gredal master presented an architectural world of

unexpected force, clanity of language and . disconcerting
nchness of form °'* -
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2 Vilta Riehl 1907
4 Walter Gropius, Adolf Mever
Wies van der Rohe, and Le
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ateler in Potsdam
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villa Wiegand, 1911-12
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MIES IN GERMANY

Mies supervised the construct:on of yet another full-scale mock- el L e e e RS
un for the Krollers, but this gasign was also IE'LT‘E’LT and the
commission reverted to Berlage., In Holland, Mies had come 1o ks,
admire the WorK of this gredl Dutch architect. What interested
me Imastn E’C«".:Jg:“ was hus careful construction, honest (o the
bones. And fus Spintual atituce haad nothing 10 do with

¥

s B ald

Classiism. r‘.u:."w.‘:} o g0 with fustonc stylies whalsoever
Berlages Stock Exchange had impressed me enormously. It
was neally @ modern burlaing. Behrens was of the opinion that it
was all passe hut ! sarcd to hirm: “Well if vou arent mistaken. He
was funous: he looked as if he wanred to hit me." "™

The working relationship between Behrens and Mies terminated
none 100 héﬁ;n:x - it would appear that Mies had hoped 10 set
himself up in prvate practice with Mrs Kroller's backing. On his
retum 1o Berfin Mies opened his own atelier in the Berlin-
Lichterfelde area and thenceforth he never again worked for
another architect. As if in celebration of this step towards
independence, he changed his surmame to Mies van der
Rohe. * In 1913 he mamed Adele Bruhn, daughter of a well-to-
do, welleducated, upper-middie-class Berlin family who fre-
quented a circle of philosophers and prolessors. It was from his
wife's family connections that Mies had drawn his first clients -
the Rimehls and the Peris brothers

In 1914 Mies’ first daughter was bom and he designed a house
to be built at Werder for his famuly. The war intervened and the
project never got beyond the sketch stage. Instead the family

1oved up in the world in Berlin, taking an apantment in the
Tiergarten distnct, near the Potsdamer Bndge spanning the
Landwehr Canal —a stone’s throw from where the New National
Gallery now stands. It was an exclusive distnict and fashionable
tor architects —the Taut brothers, Gropius and Meyer and many
other architects had their atefiers there. In 1915 Mies was
arafted, and when he retumed from the Eastem Front his family
nad moved out of Beriin into the Brandenburg area. The
mamage was nol a happy one; two more daughters were bom
but, around 1920, Mies left his family and moved back into his
Berlin atelier. Even though this amounted to a permanent
separation, Mies never divorced his wife.

The first commissions to come into Mies’ new practice were
Vilia Wemer (1913) and Villa Urbig (1914). The war and the
economic depression which followed in its wake called a halt to
nearly all building activity in Germany. Mies received no further
work untit 1921 when he built a house for the Kempner family,
T'he build Ng has been destroyed and the only known drawing is
a sketch of the first project According to Philip Johnson. ‘this
was Mies' last Romantic design’."® Schinkel's influence was
evident in the tall. narrow windows, comice and flat roof. After
meeting Berlage, Mies said, 7 had o fight myself to get away
from the Classicism of Schinke! ' But he never escaped from it
as he grew older, it became more and more evident in his work:
Schinkel's Das Alte Museurn was a beautiful building. You
couid learn everything from it and | tried to do that * 7 While the
Kempner House was under construction, Mies was com-
Missioned by GE"’]FI_:_] Eichstaedt 10 build a small resigence. and
ne designed a simple suburban villa which was completed in
1922 — the year Mies designed his second glass skyscraper.

The last house Mies built in the traditional manner was Villa
Mosler (1924).

Mies™ early designs were all extremely well worked out. well
proporioned and balanced, and there was no doubt about his
INiMmate understanding of organisation and detail in their
@xecution. The houses were very well built, accomplished in
ner wdiom 100 However. considered in the context of their
Wenod, they were unremarkable; in comparison with the work of
Behrens, Mies van der Rohe's early work cannot even be termed
progressive. But he wWas a competent architect who had shown
imseif to be extremely astute. The way he dealt with Behrers'

clients, the Krollers, would indicate that he was something of i & 4 % £ . | - e T e l_"”‘;-p:‘.,-;
9N opportunist. (Mrs Helena Kréller was the first of Mies’ e g g T T L e g ST
distinguished lady clients ) s R - T - L e rata® 10 Dl NG S L o
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Berlage. Amsterdam Beurs,

1898-1903

Villa Wemer, 1913
Villa Urbag, 1914,
street elevation

Schinkel, Altes Museum,

1823-20, front elevation

Schinkel. Altes Museum,

1823-30, rear elevation
Villa Eichstaadt, 1922,
upper floor plan

Villa Eichstaedt, 1922,
ground floor plan
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MIES IN GERMANY

The break between Mies’ early work and his first modem projects
seams surpnsingly abrupt. It came at the end of 1921 — sur-
phsingly late for one who was 1o play such a major part in for-
mulating Modern Movement architecture. In 1 919 only the
Rempner House project was entered in his catalogue of works
and in 1920 nothing was listed, These years of inactivity had.
pernaps, given him time 1o think and 1o look around. (A similar
but not so obvious change in Mies' work occurred in the thirties
— ANOUhes penod of inact wity —when the dynamic _asymmetrical
flow of his high modem work was quietened into classical
symmetry.)

At the end of the First World War revolutionary societies were
lormed throughout Germany, claiming for modem art and
architecture a social and cultural role within the new Weimar
Republic. In late 1918 in Berlin, artists associated with the
Sturm Gallery founded the Novernbergruppe: and Bruno Taut.
along with Walter Gropius, Adolf Behne and Cesar Klein.
tounded the Arbeitsrat fur Kunst. In 1919 Hans Poelzig was
elected chairman of the Deutscher Werkbund and Gropius was
called to Weimar to found the Staatiches Bauhaus (an
amalgamation of the Academy of Ans with the progresf,ﬁ.-e
School of Applied Arts, headed by Henri van de Velde). Berln
became the most fevenshiy active centre of art and culture in
Europe; the city sucked in the new antistic movements which
had sprung up elsewhere while Germary was at war — De Stijl,
Constructivism, Dadaism, Cubism — and German Expression-
Ism gained impetus. The architectural styled espoused by these
new societies and the Bauhaus was, initially, Expressionism.
They rejected the academic education of the architect and
amed at a new fusion of the visual artls — a mixture of
mediaevalism, utopianism and revolution. It was a tme for
experimentation; manifestoes, new publications, and endless
discussions were the order of the day. Only when inflaton
ended in 1924 did building start again in eamest.

Mies van der Rohe never joined the Arbeitsrat fur Kunst (which
only lasted two years), nor was he a member of the Glaseme
Kette.'® He was not involved with either the Bauhaus or the
Novembergruppe in therr early stages; he joined the Werkbund
only in 1921. In the early twenties Mies began to keep open
house in his atelier; it became the meeting place for a circle of
architects within the Novembergruppe known as the Zehner
Ring (Circle of Ten). Mies acted as chairman of this group which,
in 1925-26, expanded its membership and changed its name
into the Ring. Mies was also put in charge of the Novernber-
gruppe’s architectural exhibitions and organised them until he
was made vice-president of the Deutscher Werkbund in 1 926.

In 1923 and 1924 Hugo Hanng shared Mies’ workroom since
he had no atelier of his own. They became close friends and
tales were told around Berlin of the discussions they enter-
tained until the early hours of the moming. Mies’ atelier was
also. on occasions, the meeting place of the G Group. a@ group
of artists who were in search of unwersally valid. super-
personal, elemental media of artistic creation.” ¥ Membership
included a number of De Stijl collaborators. the Constructivist,
Lazar El Lissitzky, and the Bauhaus master, Laszio Mnholy-
Nagy. Hans Richter and Wemer Graeff. along with Lissitzky.
became joint editors of the group’s magazine Zeitschnift fur
Elementare Gestaltung. known as G. The first issue appeared in .
July 1923: Lissitzky then dropped out and Graeft suggested
Mies as his replacement. In September 1923 the sew*dlusst.:e
apperared. with Mies as joint editor, and the third was ;ublnshed
in June 1924. But the magazine failed, leaving Mies in debt 1o
the printers to the tune of the purchase price of the complete
tvpescript ordered especially for G no. 3. Wemer Graeff became
one of Mies' closest friends and collaborators, and ‘l:r\'ﬂfk'Ed for
Mies as publicity officer for the Weissenhof exhibition. Grael‘f
described Mies as an excellent host, extrerneily generous with
both his time and his money. He was a warnm, friendlly man who
could sit around endlessly talking.’ ™ He was a great raconteur.
a great drinker 100; he sketchea co ntinuously as he talked in his
atelier and got through reams of yping paper.
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that was :u:“c-:x lacking in the work of his Expressionist con-
remporanes. Mies was altogether 100 down-to-earth 10 believe
that insoration or architeCture Coula CoIme :.;"”a_"':.."._-l]"l MusIC Of
d to inspire Expressionists). The
Eriednchstrasse Competiiion marked the uming point between
Expressionsm and what was to follow — the 'new architecture
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Here the two stylistic s10es mel and ¢ lashed. The first prnize was

awarded to a design which made timud use of the vocabulary Ol

Expressionism; the second prize, however, went to a honzontal
slab block designed by the Luckhardt brothers — a project well

on the'way towards the new and more sober approach. Mies
did not enter the seminal Chicago Tnbune Competitionof 1922
and 1 was not until 1923 that his architecture reflected the
changed approach

In his Concrete Office Building project of 1923, Mies paid
nomage 10 Frank Lioyd Wnght's Larkin BI_n-.d:ﬂ:_;_‘; of 1905 (as
lustrated in the Wasmuth Portfolios). The cantilevered up-
stands of Mies’ project were designed to house a filing system,
as in Wnight's building. Mies explained the concept of his project
inlarms ':' 'l,r'-.:Ii-_':"". space rrl,_.l-iﬂ_?rl.:L!'l:- ,]r"lﬂ- ?':FU{'ILIT'I?' t_",_.lT |t IS ':!'I_"‘:]r
that the entire design was based on a ngid structural system, He
wrole, Reinforced concrete structures are skeletons by
nature. " Inits clear, strong expression of structure, this project
IS unique in Mies’ work: as a concept he never repeated it
Perhaps he had said all that was needed in this one drawing (for
there was no plan). The nbbon window, however, did reappear
- n his projects for the Reichsbank (1933) and the Krefeld
Admunistration Building (1937). In these projects, 100. the

building 15 wrapped round a central courtyard well

In quick succession to the Concrete Office Building came two
country nouse projects — one in brick and the u_‘*t!*a_-r:n concrele

Once again Mes paid homage to Frank Lloyd Wright: the Brick
House 1S planned like a Wrightian country house — a core of
rooms screened from one another — but with none of Wright's
WSSy detahing. In a stroke, Mies had modemises VWrght, The
project s best descnbed by Philip Johnson

It depends on a new conception of the function of the wall. T, he
unit of gesign 1s no longer the cubic room but the free-starn ling
wall, whuch breaks the traclitional box by .E'J'I-fi,"'fng out. from
beneath the roof and extending into the landscape, Instead of
farming a closed volurm# these maependent walls, foined only
Oy planes of glass. create a new ambiguous sensation of
space. Ingoors and outdoors are no I nger easily defined: they
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Fnednchstrasse Otfice
Sullding, 1921

Glass Skyscraper, 1922,
mogel

1 Concrete Office Building,

1922, extanor
parspective of project
Brick Country House,
1923, plan

German Pavihion at
Barcelona International
Exposition, 1929, final

scheme plan

Concrete Country House,

1923, model

Trathic Tower
project, 1924
Apartments at
Afnkanische Strasse
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flow into each other. This concept of an
space, channelled by free-
role in Mies® later deve

architecture of flowing
standing planes. plays an important
lopment and reaches is Supreme
expression in the Barcelona Pavilion of 192924

Aesthetically, the project is naebled to the work of the De St
Group; the plan was said 1o resemble the orthogonal pattern of
a Van Doesburg painting entitled Rhythms of a Russian Dance

The Concrete Country House project was the first of what Philip
Johnson termed the ‘zoned' houses: the Iving, sleeping and
Sevice areas were 1solated from one another in 1.;.,-‘“:':.:35_
separated by couns. Here the box is not indiscriminately shced
by a profusion of independent walls. but carefully dwvidled and
pulled apart . . . in an admirably balanced swastika-like plan
that combines the maximum of indoor and outdoor privacy
with the minimum dispersal of architectural units.” < The speci-
fication of bnick for one Project ana concrete for the other was. it
seems, arbitrary, since the concept of the Concrete Country
House was realised in brick at Guben and Krefeld. Itis interesting
10 note that brick was considered by the avant-garde to be:é
dated matenal, whereas concrele was tashionable:
Mendelsohn's Einstein Tower, for instance, was block finished
In render 1o look like concrete construction.

In these five remarkable projects of the early twenties Mies van
der Rohe announced some of the ideas he was to develop and
realise in the years 1o follow: the skyscraper as a bullding form
and the spatial concepts of the Brick and Concrete Country
Houses. The presentation of these projects was also remark-
able and they were extensively published. Beautiful models
were made, as Mies believed in designing and presenting his
projects in a realistic manner, in relation to their surroundings. In
order to do this he had developed his own use of the photo-
montage technique: pencil or charcoal drawing on photogra-
phy, or photography on photography. In 1924 he used this last
method to present his littie-known Traffic Tower project.

At first the ‘new society’ in Germany gave radical architects hittle
opportunity to translate their visions into reality. Between 1924
and 1930. however, the ‘new architecture’ gained acceptance
in almost every field of buillding. Bruno Taut pioneered the
concept behind the social housing programme in his book The
New Dwelling, published in 1924, He discussed in detail the
social and cultural implications of the new housing and said that
new social behaviour would emerge partly from the use of com-
pact, functional planning and partly from a new aesthetic of
design; a symbolic language expressive of the ‘new age wouid
be created. Through the writings of several influential cntics, the
new building style came to be known as Functionalism
(Zweckmassigkeit) or the new objectivity (die neue Sachiichkert.

In comparison to Bruno Taut's extensive theoretical ana
practical contrnibution 1o the social housing programme, Mies
contribution was tiny. He was the architect of only one
development in Berlin: the apartment blocks at Afnkanische
Strasse (1926-27), a development which proved, however,
that he could build as cheaply as his radical contemporanes.
And in 1924 he wrote two extremely interesting but short
pieces entitled The Industnalisation of Building Methods™ and
‘Architecture and the Times'.?® Mies van der Rohe’s more
significant contribution to the social housing programme came
through his organisational work with the Deutscher Werkbund.
Largely due to his activities with the Novembergruppe, he was
appointed first vice-president of the Werkbund in 192_6. This
coincided with the Werkbund's decision to stage IIS next
exhibition at Weissenhof —a suburb of Stuttgart - on the theme

of dwelling (Wohnung/

In 1926 Mies presented a scheme for Weissen!mfsiedlhng,
The model of the project showed a flowing, nter-
connecting, sculptured massing of buildings. Stuttgart ity
councillors, prompted by local Gpﬂusitiqn to the project.
rejected the scheme on the grounds that it was not suitable
for a housing development: there were no streats, NO
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from Stuttaart. deserved much credit. Visitors from all over the

world — as many as 20,000 daily — saw the exhibition, anda the
publicity it received was ovenwhelming. In general the reaction
~as favourable, but a minonty of conservative architects and
critics argued that the technological developments at Weissen-

3 threat 1o German culture, that therole

NOSeqiung represented

of the traditional building tragdes woulg be eroded and that con-
ruction workers would tind themselves out of work. These

arguments were eventually adopted and embroidered by the

| he years ol the neue Sachlichkert were good years for the arts
ture — the years of the ‘golden twenties. The period
Was gescnbed as g search for reainty, Ior a place to stand in the
actual worla, it was a struggie for objectivity that has charac-
tenised German culture since Goethe .~ Weimar culture was in
continuous, tense mteraction with society and followed a
course parallel with politics n the Republic. By 1925 the
atmaosphere in Germany was relatively calm: inflation had ended

-'!.-h\_l! i."]-".:..a":\':r'p' Wy -...II} in r'..:'l F‘Il.-l-'l-ﬁl::

vvhile the German social hC-'_.i:%"H;. programme was Keeping
MOsL radical architects fully occupied, Mies van det Hﬂhf.' con-
centraied on building up his private practice. He wWas neither a
popuiar nor a fashionable architect: Erich Mendelsohn was the
only modem architect in the Berlin of the twenties 1o have 3
arge, tnrmving private practice, ;_‘-r".f;_‘liu'_;-,r-:*a-;_; up to forty draugnis-
men. But N €3, WNO empioyeqa only one or two draugntsmen.
€ in appearance: his suits were made from the

best fabncs by the best tailare hie ehane wiara b
JooU 1dDNCS DYV 1he Dé WdiOrS, IS shoes were handmade tor

him in Enaland : s sported 3 .
W N engiand and he sported an immaculate Hombura. He

i

r-_'rlllf_‘“. ."'a_'-L] OO0 1005

204, good wine and qood company: he was a
ady's man. He had a fine sense of NUMour but, on the other

iNngd, was 150 reputed 1o be |F:._"1.', egoceninc, |_'";|1.'.{'|_1|'[ anca

Contemu
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tuous of his contemporaries, especially Mendelsohn.

Hetween 1978 and 107200 A ae
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- F HIVUGES 101 weailny clients — Wolf, Lange. Esters and

igenanatl, in sharp contrast to this WOrk, and seeminqly un-

characteristically. in 1926 he dacirmed and | e
ICienslically, in 1926 he de Mgned and built a simple brick

HEITIONAL 10 the Lommunist martyrs Karl Liebknechi and Rosa

Luxembourg, Although his sympathies lay with his riends on the
Lelt, he was politically uncommitied, disimerested even But
- ~~."l.' I5 N0 doubt that he abDnOrmreo political murder He knew
Liehks achl. and the secretary 1o the committee in l’_;|'1-_'il'ﬂt_‘_' of the
:Iu]J al was Dr Eduard Fuchs, who had recently purchased
W illad Hiare
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USed brick in the twenlies H

= Contempaoranes refused to do so
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27 Weissenhofsiediung
project, 1925, rr--::-;h:-l of
early scheme

28 Berlage, Amsterdam Beyrs
1898-1903 |

29 Woll House, 1926,

lerrace

Lange House 1928

Esters House, 1928

Mies talking to

Bauhaus students

33 Lilly Reich

34 Gencke House, 1930
lower floor plan

15 Krefeld '::"‘J._.l-"ﬂr‘-; Clul_]_
compenton project,
1930, plan

36 Tugendhat House, 1930
lower floor plan

37 Tugendhat House, 1930,
garden elevation
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r than surface. Exposed pnckwork was
I ' . NGl considered 10 be a ‘machine-
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age’ material but Mies,

’ 'l =4 Via
— H | ‘ . T Y. BN o o o e Berlage’s work, appreciated the fact that it wae a ‘*_.'[I':JI'“.h_J'.:-lri
) | == ememn0in noe e rets Sannn r_”'}mr'”l"‘"“'""h'”'“*-"-’ AOT be concealed. Berlage, Mies said ‘was
1‘:'51' H i:' HEITTT T m 0 00 B *””'-’-:’ ";’fﬂ"f.‘d! Serousness who would not ac cept anything that
F ]| ‘:" i Secil =trTrrrttrtt1 i H”Ef 4 .HHS he who said that nothing should be built
(51 15205 ;i;:; n,r;;;c::t;?} consiricted. And Berlage did exactly that
- ittt e ( 10 such an extent that his famous ouilchng in
_,"' KEY Amsterdam, the Beurs. had a mediaeval character 'r'-’-f?"-;f}',a'.'
T l ;;wm;l area 7 Kitchen ;‘_‘Jr_*rr:._r; I-’”I_?‘{f-'f:-’jl'._].'r He used brick in the way mediaeval people
| BT h y £ Jining area 8 Scullery ard. " Mies liked the regular rhwthm achieved by the renat tin
| : 3 Bedroom suite .':'3 Heating of a brick module and he enioved the crafte i 'f 1. -r.eF“sl. o on
' : 4 Boudour 10 Personnel : = ElVyeU e Craltsmanship involved in
| = 5 Dressing room 11 Cellar the coursing and bonding
: ‘ 6 Servery 12 Laundry
g - e wvhies realised the concept of the Concrete Country House
; == project (1323) in brick —at Guben (Haus Wolf, 1925-26) and ,
24 & Kreteld (Haus Lange and Haus Esters 1 928). The ."-Eu{::l.-'.'}.'[‘f,'rl'r for
!__ the tacades of these three brick houses came from the study of
1= volumes and ther definition in flat. perforated planes (as
w25 U] demonstrated in the Concrete Country House model). The
L pme =] spatial organisation of this project — the separation of activities
S o 19 N0 @ zoned plan — also inspired Mies' entries in two archi-
| 1 . = tectural competitions of 1930. In the Gericke project, the two
_] L b floors of the double-storey house were divided into wings
: __+_ ‘_ Ti "_— § 3 +' RS . " i attached 10 a core; and in the Krefeld Country Club project ﬂ_'H:'?
£ i adads : . Wwings were attached 10 the core by covered open spaces
_~ Mies had always liked comfort and luxurious matenals: he culti-
: valed a taste for luxury while working for Behrens and had
— expenenced i at first hand in Russia and Holland. His own
—g modern internors, however, tended to be austere and muted.
33 = After working with Lilly Reich this was to change. Weissenhof-
: siedlung marked the beginning of his long and fruitful panner-
5 | ship with Ms Reich. She had been a member of the Werkbund
:_ ST since before the war and had directed the annual Werkbund
——t— exhibit on the Frankfurt Far from 1924 to 1927. She worked
2 |j with Mies on the design of all the exhibits in the hall at
Weissenhot and, with her help, Mies raised exhibition design to
15 a minor art form. It was ‘cerrainly more than a comncidence that

Mies’ involvement in furniture and exhibition adesign began in
the same year as his personal relationship with Lilly Reich’ > Al
the Velvel and Silk Cafe’ where they collaborated on the ‘Mode
der Dame’ Exhibition (Berlin 192 7). a new and richer vocabulary
was introduced. Ms Reich was an expert in textiles and it can be
assumed that she chose the fabncs and colours for this
exhibition stand.

Lilly Reich was an extremely energetic and enlerprsing woman,
forceful, intelligent and a liberated feminist in the true style of the
period. In 1926 she moved from Frankfurt to Berlin and opened
her own showrooms, along the road from Mies' ateler. Here
she displayed her own furniture as weill as Mies designs and ran
her interior decorating business. Soon after her arrival in Berlin
she took over the organisation and management of Mies' archi-
tectural practice, attending to all the things he haled 1o do and
leaving him free to get on with the design work (in whichshe 100
was al:[we]_ In 1930, from Berlin, she organised the intenor
desian of Philip Johnson's New York apartment. Johnson
fie::au:‘;ubﬁ’} her as strong. unpleasant. puritanical and dour. and
said that she ‘watched over Mies like a hawk’.”" The beginning

of their partnership coincided with the most procuctive penod

of Mies’ career. Mies. according to one of his employees from

these years, rarely soliciied anybody’s comments DUl Was

always eager to hear her opinion.”™

The Tugendhats gave Mies and Lilty Reich the freedom they

needed to explore the aesthetic of the Veivet and Sikk Cafe’ ina
luxunous house. And at Bmo they gave a demanstration of an
eleqance. combined with a sensuousness. that Mies alone
i;uh':*d to achieve either before or after thesr collaboration. The
stylishness of this classic modern intenor can be attnbuted to
Lilly Reich. The fame of the Tugendhat House resls largely on
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But, at the same time, Mies demonstrated a new structural
prnciple — a principle announced by Le Corbusser in his Dom- : '
ino House studies of 1914 — the separation of structural 7 '
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cruciomm columns genned the space, while screens of onyx.

Mmardie, ang clear transparent glass channelled nt
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In reality, the Barcelona Pavilion was a patched-up structure
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y VeSS was unable to erect the pa ion as a pure

Dom-ino’ structure; the eight cruciform columns alone could

NOL SUpporn the rool ana a number of extra columns had 10 be

I0Cged mn the double-skinned marble screens 1o help camry the
oad. But this ."-*u.':L-_'-:a'r‘urt struclure did the job Mies asked of it and
the plan remained imviolate. He pursued the idea in his model

ouse at the Berlin Building Exhibition of 1931, but here a new

Cratiml AOFEart A arEma o e il s i i ; Ty . il b . b
rddiiagl CUNCEpL emergea simuitanegusly — that of the court-
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38 King Alfonso Xl speaking
to Mies van der Rohe in
the Barcelona Pavilion

39 Barcelona Pawvilion, 1929,
preliminary section

40 Ludwig Hilberseimer
and Mies

41 The Berlin Bauhaus
warehouse

42 Students at the
Berlin Bauhaus

43 Mies pretending
10 sketch

44 Deutsches Volk,
Deutsche Arbeit
Exhibition, 1934

45 Bank building, 1928,
extenor perspective,
photomontage

NOUSE ., a concent he wi orked on in the thirties

owards the end of the twenties, attacks on modern darchitec-
ire became more virulent Opposition to the new architecture’,
as developed by the B:ILII":JLJ'.:-_ fand 1o the SOcial r'IGLJSIr!L]
pICgramme in parnticular) arose around the mid-decade. It was

voIiCed most eliectively in 1ts initial »',Tk'.,"u,.-g by conservative
Archiects and intellectuals, In 1928 the National Socialist
propaganda machine began 1o take an interest in architecture:
ed Rosenberg, like Hitler a frustrated architect. took the
niliative. He founded the sampibund fur Deutsche Kultur the
st Nazi cultural organisation, and in 1930 he enlisted the
senvices of Paul S":"'U-'?-r':"Hc:LHTIi'.'I'_:Ih_‘; Who pecame its chief
~POKESMAn on aristic questions and was sponsored by the

"amplound 1o campaign against the new arc nitecture
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sler houses', When the Nazis closed the

Uess; dauhaus i 1o :
U Bauhaus in autumn 1932. Mies immediately trans-
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v ALY dller the beginning of the summer semester
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permaneniny

In the early stages of his rnse 10 power. Adolf Hitler made nNo
direct attacks against modern architecture but, in the SONNg Of
1933, the new qovernmen Degan a systematc attack ’.'JH-U‘-'_"‘
creators of the new style, depriving them of their jobs in schools
builama sociehes ang local government, and ﬂ':-;-'l' DOSINLIONS O
ieadership In the national professional organisations, In
November 1933, Goebbels founded the Reichskulturkammes
to control all cultural aftairs, This all-powerful organisation
absorbed and supplanted the Kampiound, along -,n-::h all the
protessional and arts associations throughout Ger'r':*:ﬂr . Mem-
bership qualifications excluded all those with I-j.-"!.-ax:r*.g poitical
athhations or Jewish ongins. The Werkbund was recrgansed
and purged (Mies had already resigned from the council in
1931). The Prussian Academy of Arts, 10 which Mies had been
elected a member in 1931, was absorbed into the Reichskul-
turkammer der bildenden Kunstler. (Mies retained membership
until 1938.) No radical architect of any standing received any
significant commussion after Hitler became Chancelior. Gropius,
among the most politically aware of radicals, emigrated in
1934: Mies van der Rohe waited untit 1938 before he left
Germany to settle in the United States of Amenca.

Return to Classicism

In the thirties, when he was approaching his fiftieth birthday,
Mies returned to the drawing board. Agan it was a time to
develop new ideas as weeks, months and even years without
work passed by. In the last few years betore he ermigrated he
took to reading extensively and explored the works of the
mediaeval scholastics, St Augustine. St Thomas Aquinas and
Spinoza. In America their writings seemed to give him the inner
strength he needed in a foreign land. They also helped him to
order and clanfy his own ideas.

After his fruitless efforts to reopen the Berlin Bauhaus, Mies
attitude turned to pessimism. He was very fond of Germany and
extremely loath to emigrate; 7 felt like a flower plucked from IS
plant’, he said after leaving.”" He tried to get work from Nazi-
sponsored enterprises — he did a project for a flling station on
the autobahn — but his appeals were ignored. However, he did
get one small commission: to design the mining and coal exhibit
in the great Nazi propaganda exhibition of 1934. Here he
exhibited in good radical company: VValter Gropius did the non-
ferrous metals display; Cesar Klein designed the azl eagle
tapestry: Wemer Graeff did some propaganda photomontage
work: and Herbert Bayer did the graphics for the catarogue
None of their names was mentioned — They were aii on he ISt
of degenerate artists.”™

The onlv steady income Mies received during the thirties came
from his fumiture patents. but he found some intenor aesign
work through Lilly Reich, In 1936 nothing was isted in Mies
catalogue of works — he had even stopped working on his
court-house projects. Then, n 1937. Mr and Mrs Staniey
Resor (who knew of Mies through Alfred Barmr, Phip
Johnson and New York's Museum of Modem An) invited
him 1o Amenca 1o design a house for them in wyoming On
this tip he was able to fnalise a contract to direct the
Ammour Institute of Technology n Chicago. In 1938 h;
worked out the educational programme with the help Of
William Priestly and John Rodgers (ex-Bauhaus students) in
New York. After this he retumned bnefly to Germany to hand
over his practice to Lilly Reich He left finally and ncon-
spicuously, crossing the Dutch border and taking only a Tl:'n"
clothes and books with him He did not retum 1o Berlin unti

the sixues,
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During the thirties Mies continued 1o keep ‘open house' in his
Berlin atelier. Ex-Bauhaus students wandered in and out: the
German delegates to CIAM met there after Gropius® depanure:
Philip Johnson was a frequent visitor, "They were very sad vears.
We used to drive around together and discuss Yhe situation but
Mies refused to talk politics. | told him he would never fing
work in Germany .. It was like wine to spend an Evening
talking about arctutecture with him, but he could not, or would
not. discuss his own aasthetic - he knew these things in his

guts."™’

As the political and economic climate began to deteriorate at
the end of the twenties, architectural competitions were
revived. In 1928 and 1929 Mies entered four competitions: the
Remodelling of Alexanderplatz. the Adam Building, the Bank
Building (Stuttgart), and the Friedrichstrasse Office Building. His
projects were all studies of the building envelope — the smooth
glass curtain-wall applied to the slab block. In a sense they were
a refinement of his earlier glass skyscraper projects, but more
commercial in character. He even redrew the glass skyscraper
of 1922 in a harder urban setting. He received no awards.

i Through his contact with the Lange and Esters families, Mies
was invited to build a factory and power station complex for the
silk industry in Krefeld. This commission was the last Mies was
1o build in Germarny and it was completed in 1933. He drew on
the ideas he had developed in the so-called ‘skin study’ projects
of the late twenties but, at the silk factory, another concept
emerged — an open-space-sinuctured building-recessive, calm.
green, urban pattem.”*® The volumes, clothed in a repetitive.
neuiraiising skin, played an equal part with the voids which were
softened by grass and weeping willows, Here Mies laid the
foundations for his work at the lllinois Institute of Technology
campus and his housing scheme for Lafayette Park (Detroit
1955) designed with Ludwig Hilberseimer.
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46 1928 version of 1922
Glass Skyscraper project

47 Krefeld Silk Factory, 1933

48 Haus Nolde, project, 1930

In February 1933 thirty leading German architects, chosen by
the Reichsbank and each in receipt of a fee, were invited 1o
design the new Reichsbank building. Among them were Walter
Gropius, Hans Poelzig and Mies van der Rohe. Peter Behrens
was among the judges. Mies” design won an award — the only
modem one 1o do so. It was also the most monumental and
orgered, on a symmetrical, splayed plan. Two features of the
Concrete Office Building project of 1923 recurred: the ribbon
window and the enclosed court.or light well. Four years later
Mies designed another rigidly ordered building with a similar
Splayed plan — the Administration Building for the Krefeld silk
industry. The concept of these two projects reflected the gnm
political and economic climate of the decade: rigidly heavy
facades stared blankly at a chaotic world.

Mies” domestic architecture of the thirties reflected a desire for
isolation. There were few openings in the enclosing walls 1o his
count-house projectsy He began work on the concept of the
court-house with his Bauhaus students and developed it in
projects for imaginary sites. The intemnal flow of space was con-
fined within a single rectangle, formed by the outside walls of the
court and house conjoined.;He designed some court-houses for
specific clients but they never got beyond the drawing board
stage, A sketch for Haus Nolde showed the house focused on
'WO courts, while the Ulrich Lange and Hubbe Houses. both of
1936, were centred on semi-enclosed, paved courtyards. The
walls in all the court-house projects were loadbearing; where

there were extensive areas of glass, columns were introduced 1o

help carry the roof. Only a small patio house' on an L-shaped
plan was built (Haus Lemke. 1933). .

In 1931 Mies van der Rohe organised another exhibition for the
Deutscher Werkbund. entitied The Dwelling in our Time' and
sponsored by the City of Berlin. It amounted to a kind of
| i Celebration of the Modern Movement's official recognition and
~§e e LAl I g Wide acceptance. The staging of this exhibition was an.act of
i e T extreme optimism: the rapidly detenorating political situation in

22
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Germany., coupled with a worldwide economic Crisis, had
slready robbed mMOSt participating architects of work. Mies
shared the direction af the exhibitxon with Lilly Hc ch and, In .nmm,:
wavs, she played a far more impaortant part, They were given a
free hand to choose exhiDitors and design the layout. It was the
last work they did for the Werkbund: Mies resigned from his vice-
nresidency after this exhibition

In his moadel house, Mies introduced a semi-enclosed court, but
the concept of flowing space was still drawn from the Brck
Country House project ol 1923 — the walls shd out from undet
the roof, giving a feeling ¢f openness. Lilly Reich’'s model house
Was C‘DHC‘:.‘L.‘ waally an entity with that of Mies: they were physicaily
inked by a long wall, as it 1O symbolise their architects close

collaborahon.

In the thirties Mies started work on another spatial concept
which has been describéd as his uni ersal space concept’ or as
3 building type — the clear-span building or the big box’ building
\While on a visit to Berlin to supervise the raising of the root ofthe
New National Gallery in 1966, Mies spoke about the origin of
his single-space pavilion:

| don't know if it was 8 CONSCIOUS process ! have always liked
bia rooms in which | could do what | wanted. | often discussed
it with Hugo Haring who wanted [o realise lis L eistungsform:
as he :a."f;u' 1. And | said, “"Make the place big enough so that
one can walk around as one likes. not just in a preconceived

way. or as you imagine i t"-f‘:.r?::_: useoa

In 1934 Mies submitted an entry in the competition to design
the German National Pavilion in the forthcoming Intermnational
Exhibition at Brussels {1935). One of the sketches for this
project showed a square, clear-span pawilion, with two paraliel,
free-standing walls defining the central area. in Berlin Mies built
just such a pavilion — the New National Gallery (1962-68) and
parallel walls define the central area here as well. Mies’ Brussels
project mcurred the wrath of Hitler himself who, along with
Albert Speer, judged the competition. Mies took the precaution
of leaving Beriin for a while and went to stay at the house of a
friend at Bolzano, in the southem Tyrol.

Here, in the Austnan Alps, he sketched a court-house for himself
at the entrance to @ mountain pass. His house was to have had
an L-shaped plan, fully glazed onto a court and the ends of the
L' were also 10 be fully glazed so that the mountainous land-
sCape could become an integral part of the interior. Mies
expressed this concept powerfully and simply in collages of the
Resor House project (1938). This house was conceived as 3
lioating, self-contained cage — an idea which also came to Mies
inthe Tyrol, It was illustrated in a deceptively casual sketch for a
House on the Hillside, The Farnsworth House (lllinots 1 945-50)
IS the purest realsation of this concept

In all these pavilions, whether they hng the ground or are sus-
pended above i, the concept is the same — a single. outward-
E&‘}i-:ur‘lf;i space, a multi-purpose, classical space. fit for all
occasions, Mes described it this way (remembering the
conversations with Hugo Hanng in the twenties):

We never know if people are going (o use the building the way
we would like them to. Firstly the functions are not easily deter-
mined, also they are not constant. Our buildings last for a few
centuries; only the lifts and heating systems wear out —
Structures do not. These things are, | think. not very CONSsciously
worked out; they become clearer and clearer. and later one

formuiates them into a theory. But these thoughts were worked
ot J'Irff.r'lﬁ;' {;I!rr I.’jr”‘___,

Conclusion

n Germarny, Mies van der Rohe developed his architectural

concepts siowly and carefully: when he was satisfied that a
“oncept could be taken no further, he moved on to develop
another one. In America, the concepts became bulldings, but he

worked in a similar way, Having spent the war vears on the
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Mies watching the raising
of the roof of the

New National Gallery. 1966
New National Gallery,
1962-68. plan

New National Gallery,
1962-68. model
Farnsworth House, 1950,
rear elevaton

Famsworth House, 1950,
terrace

linois Institute of Technology Campus, he then devoted his
energy to the high-nse building: on completing the Lake Shore
Drive Apartments, he concentrated on Crown Hall, The pattern
of his career seemed 10 flow like the space of the Barcelona
Pavilion — a channelling of slightly overlapping streams of
thought, on a podum but never idealistic. His architecture is a
synthesis of conceptual order and realistic application, of
universality and particularity, A concept would be announced,
developed and applied to a real site with a rare combination of
sensitivity and pragmatism.

Mies was a very private person: he let few close 1o his creative
process and very seldom discussed it, His published wriings
and speeches are couched in generalities, but one or two
sentences he wrote in Germany give us a hint:

Skyscrapers reveal their bold structural pattern dunng con-
struction.” '

‘Only what has life on the inside has a living extenor.'**
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EARLY HOUSES

Early Houses

nearly all his first commissions through his wife's family

connections, In Mies van der Rohe (Philip Johnson,
1947), Villa Riehl and Villa Mosler are merely listed, and
Villa Werner and Villa Eichstaedt receive no mention

Mies van der Rohes earny houses were accomphished In
their 1QIOM; they were well proportioned. well detailed
and well built; the roOmMs were generous and come-
fortable and his clients were W ell satisfied. He secured

Villa Riehl
1907

Neubabelsberg, Potsdam, German

Democratic Republic 3 :
The Riehl family had made up thewr ninas (o build a
house. but they wanted a young man. not 4 famous I il
man. And young 1s what | was. | was twenty “(Mies 3
Speaks’, Architectural Review, December 1968.) 1

Professor Riehl. a doctor of philosophy. sent Mies to 3 I KEY
: : iy G 1 Main bedroom
tahs fi W E 1the betore allowing design wWaork
italy for three months Delore allowing design work 10 2 Bathr

e 0 3 Bedroom

proceed. But despite this visit the house shows no ltalian

influence. Tt wasn' a willa; it was rather like a house in the '
local style of Werder. the style of Mark Brandenburg —
simple roofs, a few dormers, mostly curved.” (/bid.) A
contemparary critic wrote: The work 1S so faultiess that
N0 one would guess that itis the first independent work of
a young architect.” (Architekt Ludwig Mies: Villa des
Professor Dr Riehl in Neubabelsberg, Moderne
Bauformen. September 1910.)
The house 15 now occupied by a ilm school and there 1 gf:uﬂ
= o - ¥ i i . {:E
have been some alterations to it; the hall has been divided 2 Garderobe
up, the verandah facing the qarden closed in and the little 3 Living room
Daicony on the sige elevation has N rej / 4 Gentlemen'’s roc
\ = as been removed. 5 Servery
6 Hall'dining room
| 7 Verandah
2 |
o
. !
5
1
¢
I '.‘
s — { : :
rJ

L




VILLA RIEHL

L |

Upoer tloor plan

2 Ground floor plan

. |
k

e plar
Garden least) elevaton

S South elevation showing

aa

recent alterations
6 Onainal verandah

-

7 Hall
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VILLA WERNER

Villa Werner

1913
Zehlendorf, Berlin West

The Werner House was reqistered in Zehlendor under
R 1] B L = LY =

5 ] b [ H o
‘he architect Goebbels, but it was designed by Mies —the

b
L2 al & L

drawings attest to this and are signea by nim., It was buiit
for Dr NE:-'W:"; Wemer, a civil engineer, on a piece of land
adioining Villa Perls. In 1928 the house was extended by
another .hir._*n;z-__*i‘: to form a double house — WO seli-

stained units. The attic dormers nave heen altered and

L L Mg

lhe _l"t”-._h"f!d closeq N

There are references (O Muthesius In this house — in the

|_],‘jt1'!;:' ::"_-L'i ?l"'__‘ WViE Y l|.,:j“ F[-‘,?"':".-:"-II ".."'.'!r-'lli.-j'i:'l'-.-‘;";; 10 “'IE" ﬂ\ilk.]ﬁ'ﬂ

™ = W
1,\I-'.'|.|,’.I'w. 1

_jﬁ

=

Onginal working drawing of 4 Upper tloor plan
upper Hoor signed Dy 5 The Wemer famuly )
Mies van der Rohe in their new garden

Fud

Pergola
Salon with chairs designed by

Streel elevahon,

showing 1928 extenson

wd T3

3 Ground floor plan with orginal Mies van der Rohe
Mies house shown sobd and
1928 extenson m outling

i —

1
Z Living room
I 2 3 Men's room
3 4 Salon

E.'J Dﬂhnc_] room
I 6 Servery
L /I Kitchen
' 8 Pergola

T P —

KEY

Ladies” Iving room
Parents” bedroom
Children's bedroom
Maid's room
Children's living room
Guest room

O AN B L M) —
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VILLA EICHSTAEDT

Villa Eichstaedt

1922
Wannsee, Berlin West

This simple, suburban house with a large bay window
was built in the year that Mies designed his second glass
skyscraper. The client was Georg Eichstaedt, a pub-

lisher's clerk.

The original pergola has been enclosed 1o form a ‘winter
room. and roof terrace. Behind this, two rooms have

m'-:l.h.-:.;": ~Wds o

] '-I;I.p:- T g &

been added and a porch built to shelter the onginal front
door.

The onginal drawings. signed by Mies, are held by the
Bauhaus Archive in Berlin. Much of the onginal painted
decor can still be seen in the interiors.

45 ; KAt
B
]
1 2 ? 6 |
i o
II 4 -I 5 1

GROUND FLOOR

KEY
1 Emtrance
2 Hall
3 Living room
4 Dining room
5 Terrace
6 Verandah
7 Kitchen

UPPER FLOOR

KEY
1 Parents' room
2 Son's room
3 Daughter’s room
4 Maid's room
5 Guest room
6 Bath



VILLA EICHSTAEDT

Lround Tioor plan

3} IFataTe1 4 P Sy p—
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3-6 Onginal elevations
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vindow to living room
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VILLA PERLS

Villa Perls

1911 ‘
Zehlendorf, Berlin West

- - . b s e NS y ATE
Mies was still working 1or Behrens when he accepted I

' * i i :1' o ! e
commission from Hugo rerns =
the architect Goebbels, bul

| e NOouse Was Tt‘rﬂ:fitt_“ﬂ‘*.i

i El'.'_|:'ia:|_"|'1|::"'ll__‘il;\"‘f l]:"lh_i'l,_'-'.
it as his own WorkK. (When he visiied

he visited Villa Perls but paid No

hoA . o™
Vies reCognnea

Berlin in the SKXUES
ttention 1o Villa Wemer Jithough they are on agjoining
CAL AT RN 1 L& BRVCER 5 L |
<ites.) The onginal vila 15 an extremely accomplished
wid & it 5 Yoy ! .'. LW L

- Thm ~si iSYoras '- I
work in the styie ol Schinkel. 1he counter-sunk portico,

y i ¥~ - w11
the deep cornice and (he low-pitched roof are all
ol s N L=

Sl.l“"'”'lh':" _":11_'\'[..';:“

After the First World War the house was purchased by
Dr. Eduard Fuchs, a cultural histonan who owned a large

: : B flla Parle
collection of art works which he housed in Villa Peris. In

’ L]
y{ : m | | Pt & ¥, i
1928 Mies extended the house and tacked on a gatiery N ST O
with ancillary rooms. This [ater work is surpnsingly heavy-  BEE 6 e

handed and in it Mies showed little consideration for Nis

B

s anrius A VTR
DWT1 2al i) WA

VO
: 1 The onginal house
from the south
Since the Second World War the house has LH-'I]EP'Q"EH 2 Ground floor plan (with
hands once more and has suffered further alterations and onginal house shown in solid
and extension in outhng)
Upper floor plan

Streaet (east) elevation

extensions. A comgdor has been anven through the

Cad

principal room on the ground floor and the loggia has

.
e

been closed in; the front door and ground-floor windows with extension
: = x
. . . A . 5 North elevation of
10 the street elevation have been replacec acentiv t
ation have been replaced. Recently the onginal house and east
NOISE Was SO aQain ana urther conversions are ﬂ|3r‘|r"|£-3{_'l, glevaton of axtension

Fa A I, [ 7 5 } i -
R . q

o AT Aw T,

o ' — % - ]

3 4 r ] "
S | b KEY

o 1 Entrance
1 Gentlamen's room
' 3 Verandah
| F'i-}”i-ﬂll"llr'r{:, L% g
; 1 o Servery
6 Living room

KEY
1 Main bedroom
2 Dressing room
3 Verandah
4 Bedrooms




VILLA PERLS
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VILLA PE RLS
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VILLA MOSLER

Villa Mosler
1924

Neubabelsberg, Potsdam, German
Democratic Republic

] N PR . vhe third house that Mies built In
Villa Mosler was the third Nou
1 " | "~ § { " I
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D.. “Wharacter and the decorative raifing 1o the
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it door steps al ol balcony above ada a romantic, Arl
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i . " e 1 5 |
Nouveau element Unfortunately the simpie, symimeincd
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wation has been defaced by the adaaiion ol a
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ouse overlooks a lake

slevation is graced by a pillared loggia. It
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VILLA URBIG

Villa Urbig ;
|

1914
Neubabelsberg, Potsdam, German S~

Democratic Republic ..

Mrs Urbig, wiie of a prosperous Berlin banker and friend
of the Riehls. commissioned Mies 10 design the family
residence near Potsdam because she had fallen in love
with the Riehl House and knew that Mies, like herself,
admired Schinkel. (Letter from Mrs Elizabeth Urbig 10
Auqust 1977.) Mr Urbig, however, did

Sandra Honey.,
od to build in the then

not want a flat roof, so they agre

popular eighteenth-century villa style.

This extremely large, somewnat ltalianate house, ae-

laboration with the architect Werner von

5|rj1r'|g3cj'i N {_‘L‘-}
Walthausen. stood in a very beautiful garden with

ravertine marble steps leading down 10 the lake which
separates Babelsberg from West Berlin. [t was luxunously
decorated and furnished under Mies' direction. In 1945

the Russian army tODK POSSessIon of the hl.li|dil'1[;1 and

during the Potsdam conference Winston Churchill was
housed there. It was then stripped of all its glory and
today a tall wire fence surrounas it, cuting through the
front garden which is patrolled by East German boraer

L

guards. The building is now the guest house for a State
academy.
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VILLA URBIG

KEY
1 Entrance
Gentlemen’s room
Ladies salkon
4 Music room
” Terrace
R Hall
T Dhnina room
B Servery
& |'H-1"':'_=--\_"'Ir"|"

10 Gamerooe

Ground floor plan
22 Views of the entrance
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alavation 1rom he suect

[ = % = # o0 i | ich A Tali
4 Bay window to side elevauon
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6 Dining room
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PROJECTS 1921-1924
Projects 1921-1 924

The vears 1918101924 nroduced little built architecture
{ e e | Y L ol - " : :
- nroects, expenmentation, new []LJL‘]“‘

n Germany
enerated endless QISCUSSIOn.

cations and associations g

The city 0l HI,_-"'H”] pecame the MOosl fevensnly active
il Iy : = &

entre of art and culture In Europe. German Expression-

L.F LS w1 4

ism gained impetus, reached its peak and died away

¥ * r - .‘I.-hl
between 1919 and 1923.

Mies van der Rohe would appear to have been isolated
from the new developments In architecture untl late
1921. His architecture remained neoclassical or verna-
cular in concept until his first glass skyscraper project.

Office Building (1921)

The Glass Office Building was Mies' entry in the
Friedrichstrasse Competition of early 1922. It was a
well-supported competition and all the entnes were
exhibited in Berlin. Mies later complained that no one
had paid any attention to his offering and it received no
award. In 1968 he said:

Because | was using glass. | was anxious (o avord
enormous dead suriaces reflecting too much light, so |
oroke the facaaes a little in plan so that light could fall on
them at aifferent angles: like crysial, like cut-crystal. That
was for a compettion — it was exhibited in Berlin in the
ola town hall. They pushed my design into a dark comer.
probably because they thought it was a joke.” (Mies
Speaks’, Architectural Review, December 1968.)
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I East elevation

2 Site plan

3-5 Montages with pencil
and charcoal drawings
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GLASS SKYSCRAF ER

Glass Skyscraper (1 922)

skvscraper Mies designe d was for an
v O | agl site -'-"t-f\'t"lfﬁlr'!ﬂ' o Vies, I1S facell (]
‘.i‘l-.l'h.] I.il.‘l |19 L | = . .

. I.'“.t.‘ll["\.“."rl I: 'l'ri'-h..-..!:'l |1

no means
» quality of glass

! "-k-'.;l"n\l.l:\'- i

:l ¥ "_'-I_'., 'a,_- .I'I.I E'l -.!‘:“

i ‘Ll'k‘t'll]li
Wlan Was Ly
¥ | curtam

ament 10 (e

- . | EE':',"'
E.I\_-h"l.-.

walls. Mies said | Bt
" 1"" I"| II' 1_.?‘"'!7“1.'!..'\: 1"" [-.J'IIIN-F-";"{ l..-il"lll::.I\.}E.:.I.I-lll-‘jif."u-l' 'r':”'

! th sichoaed 1he il e
e fight anad then ,-f."'t.l'&f?f‘-,a nerm o |
v i
. s _—— Thar
IHOOrs., [Fial

A e W’ N
lsatimmn nlanas Of [N
':.!|_:_.H\| L S I.-"" l:. 1 L4

N 4-_:'|.|.l._ A A

]
"'{.I."-Illlr 1..-,,; :-\'_"." ::-\.rl:"“" 1'...1:' I| i A oF |
k:.l\.jli [.-I ":Tf.l. !J' .II'_." L {JI 1?

5 o o 'y iy
| had no expressionist intention. { wanied [0 SToW
'.-\.u-ll-.r--: LY w Vs ¥ Pl | I

/ " i~
= oy Y e | ”.il"r' .i}j;.- rlr:,‘h?:- .r-‘."::" Ih‘."."-i* Wwav v QU0 1‘__,_
f U L 4 bl 3y L

e SKETEIC |
P g A Aiae Snpake
[0 DUl @ IasSS sSKin O |, |-'-I1 2 Dt -]I'h."

iy :-'. 1Il|' I
Fad |
- ral Review. December 1968.)

=5 r P ™ e
; “l-r':.."l'lﬂ'l

r-‘-l

Mies asked a sculptor inend ton odel some T."ﬁ.l‘\l."‘d Berlin
L

No = 10 [| a <cgle Ol NS - |-"|,‘=-'.'“' i0er Mo ljl;J i) |,|”I 11 hl b
|'|,\_.I.J.H' '_""' e |

building could be shown exl

N cCoOnt

i Ty
=
-

¥ --I .-
B i il celomis .

a
_'|,_|| - i .a
e & Ty
Sowg f p x T . ’
e - e mee = = s - .

iy 7

= e
- - i r ey e = x .
T i i, Fﬂ-w-“.h*.-.m'-.hrmn_-:"ﬁ‘:?_ -
. - P —— r
—— e i P i W i W

Bemr . rome a8
ey A . e B e W e o ——
= . I-- - e e

e ISP 3 el AR
T F 4 g = o -
- P N i ol Lo -

- W
- '-_ F
el
[ ETe——

=

B g xS

.-|I I -

Aty g B b
- --.-l..‘l\-!-:
—

| §

{ f

| i

' ‘ ,]?
‘. {

! ;

4
4

s o ity ok
o T F

t..::t-‘.mf
i =

_.

TN = - = e .
i i s Ll T ST el
I ——

.- ,
- g i,
T

Far s e e W & _
_

P
e

——— e
_—— crme——

iz

= =

1

| Elevation .
2 Plan o
3 View of model ;

= = o B i I
I'-.;q'-nr. o A

-

- I'f"i.'
P i

¥
1
4

J

IJ'J- -

[
N

i
g

- ' &

¥
. |
r

= w
&
g i S
< "=
— il

';'

-
[ 2
o 3

ol I WECAT Sl

i

& —

B

_ l_ ¥ r T -_. . - -
etk SRR L - j
e o e
- i 1

BB . 3.

-y =

e
-

EEE .}

4
=n ia

-

Y
¥
-~

1 b
1
&
* Ny

.:'r_

By =

- ——— VW ——
i . L - e -
i, = o).
r— - = .,
. -

_. '._,i ;2

..:‘i'“'

T IH"!-_ P

.Mrﬁ' =7 g

& oy '..u L e

.
-
it il
- i |

o

A o

]

G

- - W -

S
b

e



Concrete Office Building (1923)

This project was Mies first desian in ine with the new

hard. sober and utiitarian approach to architecture

(epitomised by the entnes in the Chicago

1922). The design was based on a rigid

[ribune
L.f,_ﬁ.[‘“'*g":']‘lg'f'l'l Ol
structural Sy sterm: the t-‘-'-.‘]:_..]t-’f of each tloor was Cantl-
levered from regularly spaced columns and was turned
uo to form parapet walls which housed a HiNg system

L )
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aradually as they rose. Mies wrole:
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Brick Country House (1923)

The two country house projects encapsulated the 1deas
Mies drew on for the modem houses he built at Guben
and Krefeld, as well as Haus lugendhat and the
Barcelona Pavilion. The Brick Country House was
planned like a Wrightian country house — a core of rooms
screened from one another. The unit of design was no
longer the volume of the rooms but the free-standing wall
which broke the enclosure by sliding out, beneath the flat
roof, into the landscape.

This concept of an architecture of flowing space.
channelled by free-standing planes. played an important
part in Mies' later development and reached its supreme
expression in the Barcelona Pavilion of 1929.

CONCRETE OFFICE BUILDING/BRICK COUNTRY HOUSE

of clanty. of economy. Broad gt work space, un-
oroken. but articulated a coraing to the orgamsation of
the work. Maximumm effect with minimurm means. The
matenals: concrete. steel glass. Hemnforced concrete
slructures are skeletons by nature. No qingerbread. No
fortress. Columns anc! giraers eliminate :.".‘-'L';.u'm!’; walls

I'fus 1s skin and bone construction. ' (G, No 1, July 1923))

Mies drew no plan, but the buillding was understood to

wrap round a rectanqular central courtvard

- « 18 1B .‘E z
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2 Plan
3 Perspective
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CONCRETE COUNTRY HOUSE/TRAFFIC CONTROL TOWER

Concrete Country House (1 923)

This nroiect was the first 'zoned” house designed by Mies
4000 2L ot b e R . ~ d {
He drew no plan, but the modael ilustrates the amsion Ol
I I_' || A ¥ =

1]

as into wings which were

Ivina. sleeping and senice are
solated from each other by courls Of patios — a com-

.

[ § " b rms oy L r T Mg [ :! D]
nletely different solution 10 breaking up the raditional

. : " L ST - 4 ; ™ ™y 1 120 =
hox". Rectangular hornzontal windows O vanying aimeri

£ =) . Rl . pAmetne volumes.
sions punclured the simple, geomeinc VOIUImes

-

L&

2 Model

[} - T
yrgen SI0@ perspecinve

2

Traffic Control Tower (1924)

Mies executed this little-known project in collaboration
with Heinnch Kosina. The tower was dgesigned to stand at
tne intersection of Leipziger — and Friedrichstrasse. From
LIS vantage point a controller could viev

o W W
and operate

. L] s ' | A -
erate the traffic lights accordingly.

the traffic flow

N T

Ui ]

oronze a) S -
A bronze model made by Paul Marcus and Mies
' photomontage technique to portray the lower in

situ. (Werner Graefi

]
e
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was the photographer.)
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3 Montage view
4 Plan of observation deck
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Social Housing

N %

The German
nt to remedy the cntical post-war housing shortage

eacial housing programme was firsthy an

; - . g e o \ i .
but since there was also a shortage oOf bullding space in
‘he pioneers of the programme expenmented with

the Nlanning O IMAass nousINg. | he gawelling, sSaid racical

: had to be re-organised: DIOCKS of small,

:'L“‘“[’?nﬂ!f‘
Nits W ould replace larger, aelat hed houses

1 = Enl & mll 1 1
sinale-tamify u

nd the new roms W ould have 10 serve many functions
.\.1 | i .

concept of Mass housing was purpornedly

I-' il
Rl

e of the ‘new age’, and radical architects claimed

GO
[t Yy
'\.'\.'hl

s crrial e ~ cnese Wolllad emerae far v
that a new 3S0CIdl consciousness would emerge Furtlx,

the use of compact, tunctional planning anc

from exposure to the new aesign aesthetic.

Municipal Housing Development

1926-1927
Afrikanische Strasse, Berlin West

This development of three identical slab blocks, with a

chorter end block which housea some commercial
ctivities. was Mies van der Rohes only contribution to

the social housing programme in Berlin. The buildings
were finished in typical machine-age style — a taut skin
that used to be painted white. The details were simple

the steel winaows were
a Bntish manufacturer’s

each block 1S a quiet,

Rl L

and carefully considered and
designed with the heip Ol
catalogue (Crittal's). Behind

secluded, communal garden.

At Afrikanische Strasse Mies proved that he could build

s cheaply as his radical contemporaries. The method of

il e

construction was traditional and the generous apart-
occupied.

ments are stll fully

Sketch by Mies van der Rohe
for entrance

2 Typical entrance

3 Typcal fioor plan

4 Apartment block on
Afnkanische Strasse

5 knd block
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Weissenhofsiedlung

1927 |
gtuttgart, Federal Republic of Germany

ior Rohe was made director of the extremely

Mies van d¢

T 11 L-. I..' .k-i"lf!:""—:';-q}l‘niﬁi_jl;. E\ll'"i.htll}r\l :':F'I{lhlllll'.:‘[.\r'q.'l'-.{ t._T"" E] H"
TR elIL0S ’

Werkbund on the theme O Wohnung. or dwelling. Every
Furopean architect of any Imporiance was represented,
with the exception of Adolt Loos. Hugo Haring and Erich
‘I.k’..-utﬁ-n!::nlm_ At Weissenhofsiediung in 192 /7 the world
h sble 10 WItness a remarkable consistency in the new

I-r

modem Style

The architectural exhibition was primarily an attempt 10
axplore the T'.“i'_‘-”{l"‘-lx'"d! developmentis in construction. The
huildings were Nol proto-types 10r mass housing — they
were 100 luxurious and 00 expensive for this. Mies laid
xi.jh-L-L:*_. his policy 1O the exhibition in the otficial C«’!Tﬂiﬂgue;
I have refrained from laying cown a rigia programrme in
order to leave each individual as Iree as possibie 1o camy
his ideas. In drawing up the general plan [ feit it
1-'71‘-‘."5"-'.’;-?’?.' (o avoid -’:'?‘:{f?.:.-ef'&.?.'.'{"l.f?s that might interfere with
free expression
aut in the interests of uniformity throughout the exhibition
1 was stipulated that all buildings had to have a smooth

nnisn

Apartment Block

1927
Weissenhof, Stuttgart, Federal Republic
of Germany

Miess apartment DIOCK crowned the Weissenhof
exhibition site. It was a steel-frame structure in which
ireedom of interior planning was seriously intended. By
the use of moveable partitions he created twelve apart-
ments, all ditferently afrangeﬂ_ for each of the two basic
Jnits. Despite the complex interior, the extenor design IS
quiet and relies on the subtle proportions of the window
bands and stairwell fenestration. Mies wrote:

Today the factor of economy makes rationalisation and
standardisation imperative for rental housing. On the
other hand. the increased complexity of our require-
ments demands flexibility. The future will have (o reckon
with both. For this purpose skeleton construction IS the
most suitable system. .. If we regard kitchens and
bathrooms. because of their plumbing. as a fixed core,
then all other space may be partitoned by means of
moveable walls. " (From Bau und Wohnung , transiated by
Philip Johnson, Mies van der Rohe, New York 1947.)

fhe block was not finished in time for the opening
ceremony because. at the last moment, Mies insisted on
the removal and replacement to his own design of all the
windows. (Standard outward-opening casements had
been installed by the job architect Richard Docker.) No
partiion wall has ever been moved.

¢ Dwellings at Weissanhof with Mies® apartment block
those by Richard Dacker. to the night
Max Taut in the foreground 4 Typical floor plan

and Mies' apartment block
at the rear

| Weissenhol Exhibition Ste plan 3 Waissenhof dwellings with

WEISSENHOFSIEDLUNG/APARTMENT BLOCK




SKIN STUDY PROJECTS

Skin Study Projects
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Exhibition Design
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~CELONA INTERNATIONAL EXHIBITIC

Barcelona Intematiunal

Exhibition (1 929)
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BARCELONA INTERNATIONAL EXHIBITION

1 General view of the exhibiton
with Akl Pawlion Bottaom noit
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‘Deutsches Volk, Deutsche Arbeit’
Exhibition (1934)
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Furniture Design

Mies van der Rohe first became involved with furniture
in 1905 when he was asked to detal the wooden
furnishings of a meeting hall in the Berlin borough of
Kixaort l:-hr soon joined Bruno Paul’s atelier in order to
study wooden furniture gesign Mies designed some
furniture for all his early houses, particularly for Haus
Wemer where the dining room chairs can still be seen
For Haus Tugendhat, he designed everything.

Mies' first sortie into furniture design for mass produc-
tion came at Weissenho! — at the beginning of his
successful partnership with Lilly Reich. Here the world
saw the first cantilever chairs — the now commonplace
tubular steel chairs used throughout the world, de-
veloped simultaneously by Mart Stam and Marcel
Breuer. Mies produced two versions of a cantilever chair
(models MR 10 and MR 20), which were first shown at
Weissenhof and which he managed to patent.
Although Stam is credited with the invention (and Mies
never denied his prionty) he failed to patent his design.
Later Mies produced further versions of his cantilever
chair: models MR 30 and MR 40 are more deep-seated,
and models MR 100 and MR 110 are reclining versions.
For Haus Tugendhat Mies designed an upnight chair
{(model MR 50), and an easy chair with and without arm-
rests {models MR 60 and MR 70). The Tugendhat
furniture has not been as successful as the Barcelona
furniture: thousands of reproductions of the ottoman
(model MR 80) and the chair (model MR 80) have
been sold.

In its stainless steel version, the Barcelona chair has
become a mass-produced prestige symbol. Even today
the welding of the joints and polishing of the frame is
mostly done by hand and the chair 1s cnticised as an
anachronism. It has been forgotten that the chair was
onginally designed as a ceremonial seat worthy of the
royal glance at Barcelona. It was never meant to be
comfortable.

Until Mies signed a contract with Thonet-Mundus of
Zurich in Novernber 1931, all his furniture was manufac-
tured in Berlin, at first in what Mies described as a small
locksmith's shop — the Berliner Metallgewerbe. Josef
Mdller, the shop’s technical manager, established his
own firmand, in 1931, opened a showroom designed by
Mies. Mies' office drew up the sales catalogue for this
new firm — the Bamberg Metallwerkstatten. Whether
this entire line of furniture was part of the Thonet
contract is uncertain. The 1934 Thonet catalogue lists
only the tubular steel chairs, with caning or fabric seats
and backs, and the reclining chair (model MR 100). This
imitation may have had political as well as commercial

reasons, since after 1933 the Nazi regime disapproved
of metal fumiture.

Lilly Reich also designed furniture. The nature of her
collaboration with Mies makes it nearly impossible, in

some preliminary sketches, to pinpoint which ideas
came from which hand.

1-3 Sketches for the Barcelona 4 The Barcelona chair
chair by Sergus Ruegenberg and ottoman, 1929

e

FURNITURE DESIGN




FURNITURE DESIGN

the Nazi pernod Mies derived an acceptable
unng e INde : ~haire He concel
[:r ni- from royalties on the tubular chatrs. He conceded
INCOINIC

y par of this income o Anton Lorenz, ".f'l.’hi:['_! "-;"-'-;’::
a;:m}:rected with some of the major Iegzﬂ battleg oug ;
over the design priorities of the cantilever chair. Lega

action had to be taken by Mies over infringement of patent
'h‘l ol = r

rights: @ mMajor lawsuit = begun in 1937 by Mies, al
Trhmmh[‘s instigation — Was continued throughout the war

vears on his hehalf by Lilly Reich.
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LUXEMBURG/LIEBKNECHT MEMORIAL

Memorial to Rosa Luxemburg

and Karl Liebknecht

1926
Berlin (destroyed)

L
memornial was Dr Eduard Fuchs, recent purchaser ot Villa

= " T =y i "||! 3 '1}1"| "
The secretary to the commitiee in Chafyge ¢ bulaing the

Perls. Mies happened 1o visil the house one day and
Fuchs showed him a project by al other architect tor the
memorial. Mies tolds Fuchs that he had not the slightest
idea what he would ao in his place, but as most ot these
neople were shot In front of a brick wall, a bnck wall
.:‘.;D-kj:ki he what | would builla as a monument . (Letter 1o

& § e = K -..'\_.\- 'I‘-" |.."'| - Jll,
Donald Drew tgoert, F".'le"'l-:J]",:.'Li nSocial Healism and the

Arts., N ewW YOrkK ]":\:' -"1":".1!

Mies then made a large charcoal sketch of the symbolic
wall: Fuchs showed it to the committee and It was
accepted. The wall was built at the graveside of the
martvrs in Berlin-Friedrichsfelde. It was the site of many : it C AR

demonstrations in early Nazi years and was subsequently  [EE s e Sty S S

SRy 3>
destroved by the National Socialist regime.

Mies used rough, twisted purple clinker bricks. The
articulation of the brickwork is cubist in inspiration, but
the pattern bears some resemblance to a de Stijl com-

nosition. although the overlapping rectangular forms do
not interlock and they suggest weight rather than planes.

The hammer and sickle were ordered separately since
Krupps had refused to supply the insignia intact.

1--2 Views of the memonal
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Three Brick Houses

(WO country house projects of 1923, the
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Haus Wolf

1925-1926
Guben (destroyed)

| manner, reminiscent of Dudok, Wright's

1aId 1IN a reiined mal

Dutch admirer. The building was set into the hillside by
means of a podium which was part of the wall plane
(sell. Uniortunately it was destroyed during the Second
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£ Lroung 1loor terrace

3 View irom upper floor terrace
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HAUS | ANGE

Haus Langeé

1928

Krefeld, Federal Republic of Germany
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Hemann L ange nd Or losel Esters were direclors of the
-1 ¥ ol i i - L= s :
k industry 1IN Kreteld

b gl In Frankfurt the two
tate-owned ik

= L & |
. - ] = i Fa
d known | Ilv Reich and one yeal they visited
:':.1" "_-L L LIWWE L iy 1 L
.t the Frankfurt au hh“-wgru‘d n

. 1]
| al e

that they met Mies

A 1T c harg
l,."‘ I-I"::'I i [ & | '[ '."H (' | .]-Ll': i
~ricsianed him to build two houses O aajoining
b ] L -..'”"'I a2 ek . L™
es 3 rea of Kreield
"-\..:;'-‘_'\-\. 1

< houses Mies chose light red

Car the Lange and Este

hricks and .":»..‘-.d:""..]: Hght purmie accents. The w ooded sites
<lope gently away Iromm the street, and the houses are
. od on terraces bounded by brick walls and Steps
leading to the qardaen. The elevations are serene and
wsymmetncaliy t-*-r;é_ar'.fcd. without any articulation. The
re large and simple; | 3in. SMooth doors
‘ f the celling, so that the

1O the 5!1‘-._"-._"3'[:”: !:*_«EL.'=-|].:1 Ol .

tarnal walls reaq as SCreefls.

I';ulw_-" - | LI - 1%

in the Lanage House the huge pIClure windows on the
qarden elevation slide down at the press of a button,
owered by Parsons electrical motors imported from
Enaland. The roller-shutter blingds are also DFJEfJIEd inthis

manner. Mies chose natural silk curtains to compiement
the blond wood floors. The building now houses a gallery
~ appropriately enough since Hermann Lange was a

~ollector himself and stored his paintings in the base-

-
!
|

he house has been carefully restored, but the ground
floor is no longer quite as Mies designed I, Durihg the
Second World War a bar was installed at one end of the
open-plan living area and it was later enclosed to form a

small room.

o8

e s

TENEE

=

i

1 Ground floor plan
2 Upper floor plan
3 Garden elevation
4 Entrance

5 Covered terraces
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HAUS ESTERS

Haus Esters

1928
Krefeld, Federal Republic of Germany

The house IS very similar in plan to Haus Lange The
main entrance is to the sige of the wing which houses
';3‘:;-‘- service area and the garage court 1s somew hat more
restncted. OUn the ground floaor the bullt-in furniture
desianed by Mies is stillin place. (These sideboards and
th‘r-'-;ﬁ.":n‘h. as were removed ol covered over in Haus

Lange when it became a gallery.}

4 [ FaTal, . i -
L Infortunately Haus Fqters has been negle ted of late
| - = y | - w -
nd the qround floor is unoccupied. But the house IS
owned by the City O} Krefeld and restoration work will be

1
4'? '.l_-r.'-,r"u_'_- ’T"nT.rj."'l'“u
Y
e | .
||'|1_'-,... ¥

Garage coun

Garden elirvation
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RARCELONA PAVII 1CON
Barcelona Pavilion

German National Pavilion
1929

Barcelona (dismantled)

Rarcelor Nt iional Exhibition was~meant 1o
) | th=-century ragition O presenting
stne | han 181al] But the German QOVEr-
Ll WO rance ana ['1-':”.}!2!_]. WwWere eri f'-‘:f".‘:t']
Y43 | to00 avilions and. at the last moment. Mies
vas commissioned 1o erect a pavilion for Germany. The
atve | rom an’ ingustnalist ol rare under-
nding. Fretherr von Schnitzler of | G Farben. This paint
1D inanced Ei|'_' Davilion ..."“-'-_:l '“‘:':-.-'.'!’-.".]. it o the
“ | 13000
The B lona Pavilion had to be designed and erected in
i mv. F Mies wvisited the showrooms of a
marb n Hamburg. There he saw a block of
[V, N - reagy sola to be carved into Vases
i suaded the trm that the stone was unsuitable tor
[ 0 ISe Nt the bBlock f:-..',"":] N the midale with a
hammer and oftf came a thin slab, The aimensions of the
paviion, so Mies maintained, were delermined by the
SIZe Of this onyx block: twice the width of the slabs fixed
(he ceding height, al ice the length sel the dimension
M Ih roo-g .,'!,'l"ll._].-":.: Ciea -.;;I
Mies chose Roman travertine or the whole floon darega, the
podium supporting walls, the steps. the enclosing wall
round the open pool and the office s; \dce, and the screen
wall connect 10 1his outbunlg ng ie ine main pavilion, The

wall '.'-'"-".'-I"‘-hl-'h_'] e Scuinlure !ﬂ'-i_".'-_'!| Was made trom qreen

Hman marble. Mes also used a vanety ot coloured Qlass:

Ihe screen between the'sc uipture pool and the nall

1!..].'1_':11.:.‘
made from botl e-green transparent glass: the Sculpture
oy | s (T aT oy i ]y s 5 [ = .
LA WS IINed With LidCx Ls[i:“*.‘.-.

the screen at the rear of

maage rom qrey iransparent glass. The

it .'|. '_...... 45
Ll it

cdouble panel enclosing the light source (the light wall)
was maae from etched glass. A black wool rug ran irom

the onyx Iree-standing screen to the front of the hall

For the opening ceremony Mies designed and produced
the so-called Barcelona furniture: a table placed aqain:
the onyx screen held a golden book: a larger table placed
against the light wall" held the champagne: two chairs
were placed at right angles to the Onyx screen ior the King
and Queen of Spain; and a number of oliomans were
carefully deployed around the pavilion. Mies looked for a
Lehmbruck sculpture to grace the enclosed POOI; he
could not find one and took a Kolbe instead. At Barcelona
Mies demonstrated the separation of the organs ot con-
struction from those screening the space, or so it
seemed. he eight, slender, cruciform columns appeared
10 Support a supposedly flat, reinforced CDH(:.“EH} roof.
But, as the v orking drawings show. the roof in profile 1s
not flat. The framework of steel and tim Jer members was
designed to keep the construction as light as possible. A
complicated system of cantilevers and moment con-
nections was devised to stiffen the structure. Despite these
efforts, the eight cruciform columns alone could not
support this roof and five more columns had to be lodged
N the double-skinned marble screens around the exterior.
(The roof drained into these hollow screens and when it
rained the whole pavilion was awasn.)

Alter the exhibition the pavilion was dismantled, crated
and shipped for Germany. It has never been seen since.
(But .the_Kolbe stands in the garden adjoining the
Schoneberg Town Hall in Berlin.)

| Pf.al"'l- 3

2 View over the Pavilion
from the terrace

3 King Alfonso XIII
and the Kolbe sculpture

Pages 64-65

4-6 Extenor views

7 A table to hold champagne
in front of the "ight wall’

Pages 66-67
8 The onyx wall
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Working Drawings of the
Barcelona Pavilion

The plan shows the main pavilion and a small ‘outbuilding’
which was built in @ more conventional manner, with
steel-framed windows. The extended area of podium and
steps at the back of the pavilion was not built. The two
pairs of entrance doors to the main pavilion were removed
after completion. Mies felt they had no place there since
they intemupted the flowing plan and broke up the
interplay between exterior and interior spaces. The column
detail was redrawn at a later date by Sergius Ruegenberg
who supervised the construction of the pavilion.

The section shows the entrance doors and the so-called
‘light wall' — a pattem of electric light bulbs between two
sheets of milky glass. It was not illuminated dunng the
opening ceremony because Mies disliked the effect of
shadows cast by people moving in front of it.

9-16 Sketches for the Barcelona
Pavilion by Mies
van der Rohe and
Sergius Ruegenberg
Column detail, redrawn
by Sergius Ruegenberg
Preliminary section
Preliminary plan
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Nodel House
1931 | 2 -

Berlin Building Exhibition.(dismantled) =~ = B o
- E r §
This axhil::fiﬁun. entitled The Dwﬁﬂfm ime’. was . In his§ model hat_:lse, WIES mmﬂuc?: a sefrlrj;:::-‘gzgﬁ
organid8l Ty the Werkbund four years aftét Weissenhaf-  court; the walls siidereut frofi un?;’;;ae A6t Tuigendhat
siedlung. Mies van def Rohe and_Lilly Reich officially  the Brick Country House project {1 d:' s 2
#enared the direction of the entire.gxhibition but, in many  and the Barcelona Pa.w.nhnn. a frg?-stan Ing ‘??E i b
- ways. Ms Reich played a far more important part. The  ebony) deﬁneq the ritual centre r_:;! mﬁ bui Tr?é L
« bulk of the work wasshers; and she exhibited her own by the ﬁ"eanh in a Frank Llﬁvd-t_{‘iﬂgh‘ QUSO,
- model hotise. which was conceptually an entity with  the home, | _ ¥
1 View showingtheenclosedgarden  Migs’ house and linkedwby a long wall. _ _ "

e
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HALS TUGENDHAT

Haus Tugendhat
1928-1930

Brno, Czechoslovakia

Adav the Barcelona Pavilion and Haus lTugenahat are

L 5
known oniy through the same U!u_:ur‘IJI =Bl I
1 b ~ e T1i¢ ot
ntemuoporary black-ang-white pnotograpns lugendhat

he house 1S NOW a mere shaaow ot IS

3t ngs, but the ot

ormer Qiory MVies van qel HOhe-and Vs Reich gevoted
1QI8sS re and attention to this famil home. On his

. \its 1o Bmo. Mies said to have infuriated the local

ftsmen with his exacting aemanas.

: the scion of a highly successiul manu-
factunna family and Haus lugendhat was a weaaing
oresent to his young wife from her father — possibly the
chest man in Bmo in the twenties. The young couple

where Mrs Tugendhat was SO Im-

L

home of a relative that she asked 1or the

presseqg oy th
name of the architect — it was Mies. He was com-
missioned to design a house in Brmo and was invited 1o

1sS the sketch plans. Miies proposals for

ginner 10 QISCuss
s ; = IR - ' 9 5, = M = R e & &
this extraorginary modern house were accepted that

- -, w

evening (although it 1S said that Mr Tugendhat was

consigerably surpnsed and expressed some reservations

| hroughout the house everything was designed by Mies'

(] i =5

OEfin Oimce, and Sergius ﬂn:?gf‘“-hf—.-:g Was the draugnis-

Man. cveryining was gdetailled, trom the construction,
irniure ana mungs aown to the :‘liurni_‘ﬁir‘:g. DE‘!E‘:HS Of the

neating and cooling systems were provided: one of the
nrst air-condit oning systems In tEurope was installed at
J-MJ-';'-'t:"”l'J-'ix'.': — d SYS1em were air was I[_"| own over ice stored
N the basement and circulated round the living area. The
vast single-pane windows could be lowered electricallv

asement 1or ventiiation. In the collection of 386
drawings in New York's Museum of Modern Art there are

—
——
-
—
u
-
[
i
=
i
A
st

aetails of bathroom and toilet fixtures, radiators. curtain
racks. aoors, door-frames, window-frames. sills. iron-
mongery; detalls of such incidentals as the library ladder
the coal hatch and the garderobe hooks, A garden plan

Was supplied by a landscape designer, and the garden

| 14 ' 1 I - |
L} i
e W IR ¥ G '1:
g
-
b= T - 1 r
1 -I'\. | I _-I’:, | VR MB r Talal I ¥ | .
- d = 12 Worio
o
-
§ ¥ i
1 | | "‘-\.I f 10 " | 4 i
o - } 1 [ At ||| i 1
d
F .. B
Wl | i [r*_.. "‘-\.1 , "
L : 1l Ii L 1 i i I |

f-ollalalielie Ul m ;"_tlli l- e B I‘--I‘

VOLIrG 1 il | | p i 1 al
yOUNg family lived there until th 2 QUtbrea

"If- -._‘Il' :‘- :I r | 1: | 'I'.. '."u'l.‘_‘.'hr

DL:nng the war the house Was damaged when mounted
lrmu:; were billeted there and the plate glass windr::;us l;
the living area have been replaced by standard multi-light
frames. ". now belongs to the State and 'rSFUSEEi as a
fecuperation centre and gymnasium for children,

1 Sketch of garden elevation with lowered blind

2 Garden elevation 2
3 Upper floor plan 8 g:ﬁ:vﬂ-ﬂmﬂ'ﬁ foom

4 Lower floor terrace 9 Mrs Tugendhat's bedroom

Pages 76-77
10 Lwving room
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SILK INDUSTRY COMPLEX

Silk Industry Complex

1932-1933 |
Krefeld, Federal Republic of Germany

MOE af |1j E clers

”h‘

<ful completion of the La

3 ~ i ¥ i i'\'
:'-I 1|_-..\. -\.Il:ru. li:.l }.'I‘"\l-ll. |1\._I 1 . 'r‘lll.,lll_ :.1 | Y
1R y

tL‘ \e-0wWil '

RS

r "L-'-\. £ SN A IS . -I-:
o ;'..‘_\ l-_.|.|-|:‘| 1_‘\!\. Tolzml"%" 1LI|! i

] Gl My N
i - Y 1all W .-..-q.l o | Hl'l"'
d a 1actory and puvy (

1 | | . ] i %
. L TN vy T :l.li"..i"" "|;'I."._El.'i C1OVE !I."l-'l_'li '|'._'I| \_"Irlli.l_
h\'.ll' 3 e : - i b 1 e ]
2] f 14 ‘;“1 1ale |'j1'|__':f Nne SO

" i 5 !
' 1he WINnUowWo Wds

| ] = 'hl
ckin sStuaes 1!""11-k"['.".'|]L | L
%0 i " .\I'\. ! ¥ I

1 i i y 71 ¢ fy i e 1|.':'{“'|.;
r of the whole building. wWith the interpidy

1 i} 1 |
1 |
| Wi 1 il | 1
- . o | % § -:i‘-.-:..“ o] L I'."-.'1EI,"1 |-|,1."”I1'|| it ,._] L;'“'n- LISE ( T
LA |.-|"-I-' I.I.il b T | LY 1§ ! . . :
| ralicing skin with the structunng ol an
repelinve MIELILTalialiivg oRF S .

\ A void. softened by weepiny
vattarn Ol '-.L"'!.:"ll"._l!-'.'i -,‘.'.'1.‘]_ o {210 I\ 1 L

Mies consists ot 8 rectanguliar
) § e Of an Of 1r_“l‘|-n":‘.L11"L1 court; d
block. along the back Ol the court, CONNECLS
v a thre , .. WA L and clock tower on ine side ol a
$The I floor area which IS covered by a
ath roof. (Unfortunately there are no
e in Krefeld as they wele 'L.jk'.'-".*[:1.ﬁ'"r"|3‘~i
the originals are held by

d b Ly A " £
A & - &
W ™ ™, - ey LY,
# - ¥ el i F 51 Ll 1 i ‘_.I.l.. II
:ir_ ViLISeELU | )] JICH IE | L.]

The nawer station has since been rehoused in a New
In the four=storey hlock. wilh the excepluon Ol

rv little o1l the onamnal ntenor remains. h."’lﬁ_"ﬁf'll.

have been replaced by GRP
rames with wider mullions (but foliowing the same
nattem of hahts). I ere have been some alterations 10 the
nale-space taclory block: some windows have been

S g ]

13 L il 1 g ] N L ] 1 i |
- | '| | [l
LEVIELD gl 1 '-I.]'.I k A1) -I -_I-\._l.L

1 The open-ended court

2 Clock tower

3 Entrance to the
factory floor

4 Entrance to the
four-starey block

5-6 Stairway in the

four-storey block
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SILK INDUSTRY COMPLEX
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HAUS | EMKE

Haus Lemke
1932

Weissensee, Rerlin-East

. WA very modest
b i | Il-:.t i'lllq:.::'-‘." ill'l.1""" lmlll!: Il I:.."": | 11'\-”-“" VWl '-I' Vi | \ s
| % .Ip % _ Iy ""]'“-"' k"'ll" :l[‘l..'.:'“"".. |"i|‘| 1'1-.1.:|"i|-.|,_|-“.] -..I -._:_i'l':-,||| |. 'II;"_|'|
hnck patio-NouUst | ¢ 2

¥ & B ¥ |r 5 F '|| ' {
The client, Karl Lemke, once worked for the Werkbuna
{15 LIS I Lt - bk s 5

i ’ " # - FyF )
™ .'""-"'-"-ﬁ"-':i" L."'.li|:r_"|l (8] ‘l'_rrl."t-’ ..“'l{"“" -';n.lr-r-'.ll" d

nublishers alia Uek
.

"
- AsaianiBlA o1 .'\!',,--Lr q"HI ".'Ei i J

windows on to the palio were
‘s catalogue. From the

]

The full-height steel

designed with the aid of a Lntia

- . _ v AT 3
naving stones, the grass slopes-gently down to the
water where weeping willows grow. The house 1S SULE

private hands

s

1 Sketch by Mies van der Rohe
Z Plan

3 Entrance
4 View from the garden
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PROJECTS 1930-1937

Projects 1930-1937

Upposition 10 modem architecture was voiced as early as
1925 by right-wing critics and conservative architects.
The National Socialist Party joined the attack in 1930
and, in the spnng of 1933, Hitler's new government

began a systemauc purge on radical architects. The

War Memorial (1930)

Mies entered the competition for a memonal to the dead
to be built in Schinkel's Neue Wache complex in Berlin-
Mitte. The monolithic nature of this project, with its bulky
stone walls and black, slab-like gravestone, announced 8
variation in Mies' handwriting — away from lightness to
heaviness. Sergius Ruegenberg executed the presen-

lation drawing.

1

Reichsbank (1933)

Aﬁql' the office of the Reichsbank had made a prelimina
des:gn tor their new building, a competition was ismedr:
me 1933. Thirty leading German architects were
invited to compete. Mies won an award; his project was
the only modern one of the six prize-winning designs

The plgh}vas:symmaml —oddly so, since those

neoclassical and neo-baroque entries (which
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Krefeld silk industry complex was Mies’ last built work in
Germany — it was completed in 1933, and he emigrated
n 1938. The gnm poiitical, social and economic climate
of the thirties was reflected in Mies’ architecture.

1 War mernoral
2 Elevation

3 Perspective

4 Typical floor plan
5 Perspective
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KREFELD ADMINISTRAT ION BUILDING

Krefeld Administration Building (1937)
The last major bullaing Mies designed in Germany was
the administrative headquarters of the silk industry in
Krefeld. Mies himself probably had very little to do with
the project — he was in the United States of Amenca for
the large part of 1937 and had left his office in the charge

of Lilly Reich

The symmetncal splayed plan strongly resembled that
of the Reichsbank project and, once again, Eduard Lud:

wig was the draughtsman.
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KREFELD ADMINISTRATION BUILDING
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COURT-HOUSE PROJECTS

Court-House Projects
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COURT-HOUSE PROJECTS
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GERICKE HOUSE

Gericke House (1930)

The house drew its inspiration from the Concrete Country
House (1923), but here was the first example of Mies’
interest in the court-house: its lower level branches out
to enclose a court on two sides, with the third side
closed by a retaining wall and the fourth left open. As in
the Tugendhat House, a semi-circular staircase leads
from the street level to the living areas on the lower

floor.

The client, an art historian, took the unusual step of
holding a competition for the design of his own house
on a sloping site bordering the Wannsee in Berlin. Five
architects were invited to submit designs, but none of
the projects was built — Gericke preferred his own

design.

1 Intenor perspective of dining
area (left), and Inang room
(mghtl, seen from court

2 Upper ficor plan
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HUBBE HOUSE
Hubbe House (1935)

The last house Mies designed for a specific client in
Germany was the Hubbe House. The site was on an
island in the Elbe River in Magdeburg, and the client
lived on her own but entertained frequently

Both the Lange and Hubbe projects show the pertection
to which Mies brought the court-house. The use of y
carefully selected and framed views was Inspired by

o

traditional Japanese architecture 2 = 3 :
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ULRICH LANGE ! IOUSE

3 3 e 2 R j 1-" " I‘.I1-'I1Il;..-\.:\."
. I-.."."!..._ % iy L el vwere vely i ‘..1 1C

vars.  [he textie industrialist s son,

Ulrich Lange Huuse.(‘? 93b)

during the Nazi Yyt

~ch commissionea Mies to design his house, ana two

- - - . il . ¥ ot
Taaln vvare DironD "',-.;_,1‘.'1 1!|"||‘- nrst poroect WNVas _*-..|||
] Ll | € LS L X |
; g f 18 | i %
. B * I L NI -.|‘;,__- |L L‘\-_::"i:r\,.. f[,_““_j-u_'- e .1 11 1..||"-| (S0 11
L8 Ll L] 1 o - = a
I - « # A P
& | T NS A M= E,-].'- :.h._"l._ L1:1L] :?“.—Eh\l o ( _':r 1l
1L i | 1L L T ' . - !
. k& Tl | . T .I'_.._|1I'“|_- o — [i|_1| ...I.-\rr-.lfilr'h-._
il I'l:.'\. . sy I ] e ~!|| A | ll|.|_| 1 I'\-"-Jn..-"n. = e
L1 iy, ] 1 LA 1] . i - W .

a2 = 5 ] e ¥ ]
thin a singie ewid 1010

o gt § [ ~fities
Neither scheme was huilt because the local authonte

: A e i
refused to 1Issue a permit unless the house was hiadden

ctreet by an garth obem (and modem
)

1933). It is interesting 10

from the

architecture was '‘banned’ In
note that in each project there aré two beds in the main
| be screened from one : -
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SINGLE SPACE PROJECTS

Single Space Projects

From childhood Mies had liked sparsely furnished used to criticise Hugo Haring for imposing a functional
rooms. He remembered the white-washed interiors of  order on his buildings; he suggested that Haring design
peasant houses around Aachen; the simple, barerooms  large, flexible spaces instead.

had to serve many functions. In the early twenties Mies

House on a Hillside (1934)

In the Tyrol Mies produced a number of deceptively
casual sketches for country houses. One particularly
striking sketch illustrated a glass house jutting out from
the hillside on stilts — a floating, self-contained cage. Mies
realised this concept in the Famsworth House (lllinois,

1945-50). 1 Elevation

)/; -

1

Brussels Pavilion (1934)

Mies van der Rohe submitted an entry in the competition

to design the German National Pavilion at the forth-

coming Brussels Intemational Exhibition (1935). He went :
to Brussels with a group of friends to see the site. :

Some of the first sketches (drawn by Sergius Ruegenberg)
show a square. single space pavilion, glazed on two
sides. This project inspired the large. fully glazed pavilions _ : -
Mies was to design and build in the future. (The final ';ag‘;:;“-m““‘ |
Brussels scheme became more complex, bul it Was 3 sietch pian and perspective

modern and provoked the wrath of Hitler) - (drawn by Sergius Ruegenbera)
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RESOR HOUSE
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RESﬂr HGUSE (1938) A 0oNg rectanale in plan, the house

pnage a millrace. its steel and 0 frame resting on two

In 19“:“ Mr and Mrs ht~i|'1|l?"u' Resor invited Mies to RIS and on platiorms on either shore. (Thesa itiorm
% - . L J ' L I i §
design a vacatuon house tor them at Jackson | E“'E-"L replaced an exi 1ng bridge structure in order 1o brina 1

Wvoming. He went to the United States of Amencaon a nouse closer to the

|
qground.) It was 10 have been

i 4 - F‘ - - '\.. . .l - 1] |
nrolonged visit (all expenses paid by the Hesors) and sheathed in cypress nlanking v

rapped round either end 1 Mactal
first visited the "n.-""n..-’x'q;“.*r‘z‘-|r1g} site. In New York he prepared dNd joinea by two indented stretches of alass. Int rooserd « INtenor perspective of
the arawings with the help ol two Amernican 1-".‘1~H.‘1LH‘|JLI5 walls sub-dvided the Iving area which oftered framed iy FOom 10oking south
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Mies van der Rohe:

An Appreciation
ADRIAN GALE

Mies spoke littie and wrote less. In conversation he appeared
almost reluctant to discuss his work. What he did wnte or say
was terse, aphoristic and at times enigmatic. This can partly be

resulted in a new architecture, an architecture, however, which
was possibly much closer 1o his formal nineteenth-century
origins than were the more inventive projecied and executed

explained by a difficulty that remained with Mies all his life—a .European schemes of the twenties and thifties, The seminal

difficulty in speaking English." As Mies biographers have
tended to catalogue the building projects, without analysis or
criticism, the cloak of obscurity has never been penetrated. No
essay has illuminated his work or attempted to examine the
work of the office in a fresh light. The first monograph. written by
Philip Johnson in- 1940 at the time of Mies’ first exhibition In
America at the Mussum of Modemn Art in New York, and
recently reprinted, still remains the most informative and
observant survey o date.-Philip Johnson was responsible for
the USA when he asked Mies 10 design a new
apartment for him in his brownstone tefrace house in New York.

Mies' first visit 10

Mies’ productive life as an architect consisted of two distinctly
separate periods of thirty years' work; the first in Europe from
1908 to 1938, and the second following his arrival in the USA
in 1939 to his death in 1 969. These two phases of his
architectural development are usually described as one logical
ng with the Riehl House in 1807 through to the
last of his works, Itis
of his life. Mies was
ed on a number of
the only one 1o survive

sequence starti
New National Gallery in Berlin of 1968, the
interesting to note that in the last ten years
called back 1o Europe to be commissi
projects, the New National Gallery being
to construction. .

This essay examines this development, showing how Mies
work responded 1o the expenmental and innovative period in
m 1910 to 1930, a period of Mies” most vigorous.
w how the emphasis of his
his settlement in Chicago,
conventional and maore

Europe fro

active work. It then goes on to sho

work shifted retrospectively. following
 to become more orthodox. more
~ nineteenth~century in character.

1o this is a life split in half by the tide of Nazism
o seek a future in the more certain
and optimistic American Midwest.
mbience of the economic and
nd around him? His emigration
terms with a new culture,
guage, and acquainting himself with
hat stemmed from the skin and
go School. Together. these

in Germany, forcing Mies
conditions of the confident
Was Mies influenced by the a
philosophical climate that he fou
10 the USA involved coming 10

~ learning to speak a new lan
technology t

rehitecture of the Chica
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European work, celebrating the use of glass, concrete and bnck,
formed the basis of his international reputation. established
overnight, and was an atypical deviation from the mainstream of
Mies” work which preceded and followed this penod.

The important innovative Projects were never iconoclastic. They
were not an attack upon contemporary convention. They were
daring examinations of what might be done with new materials
in the art of building construction. They had no revolutionary of
social zeal. Mies did not interpret his role as architect as being .
connected with social radicalism. In fact he remained apolitical
for the whole of his life, preferring to keep oul of any political
limelight. Shy and tacitum in conversation, he seemed anxious
to avoid any light of dissension Or controversy being shone on.
his work. His writings in Gestaltung and in the papers published
by the Novembergruppe were lerse and enigmatic without

taking up any consecutive argument. Mies preferred the
discussion to be limited to' 'how’ rather than ‘why'. AS the

buildings were never instruments of reform they did not signal

any meaning beyond their own programme. Mies™ work, Of

whatever period. does not appear (0 question the orthodoxy of

status quo of the time. If anything, it achieves the reverse.

endorsing the moderate view of the bourgeaisie.

Mies began his life as an essentially conservative architect,
developing through the twenties by pointing 1o the dramatic
possibilities of the technological revolution with his unexecuted
studies of glass towers, single-storey houses, and concrete
cantilevered office buildings. Even the seminal building, the
Barcelona Pavilion, has a reassurance aboul it that appeared
orthodox and conventional. Later. after the flurry and excite-
ment of the projects of the early twenties, Mies settled back into
more austere and consenvative SOUTIONS. Atter all. onyx and
travertine are not materials normally associated with revoth_ipn-
ary or innovative architecture. Once he had secured recognition
by virtue of the extreme projects undertaken in Europe, and
found a safe haven in the USA, Mies appeared able to relaxas an
avantgardist, This sudden <hift in emphasis following his armival

in Chicago can be illustrated by studving Mies’ spaces and the

“way in which volume and space became modified by 8

developing attitude towards structure.
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MIES VAN DER ROHE: AN APPRECIATION

Space | . _
A{!:I‘H}ugh throughout his life Mies remained concermned with

swo diferent building typologies, the pavilion and the tower,
theywere both made up entirely of sirng&sﬁurE? spaces. Thus
Mies remained solely interested in the pawvilion or single-storey
building: he was preoccupied by honzontal space. The vertical
emphasis of the towers was dependent upon the number of
single-storey spaces that were stacked on 1op n_! each other, .gnd
did not reflect any intemal programme or vertical organisation.

The only exceptions to this horizontal perception of space are
the competition project for the National Theatre at Mannheim
{1953), the preliminary study for the First National City Eank_ at
Des Moines, lowa (1958). both unbuilt, and the Bacard: Office
Building in Santiago de Cuba (1957), all of which have mﬂelv
nierced first floors providing a double-height space stretching
from ground floor up to first floor ceiling above. Nevertheless, in
each case the predominant statement remains a major space
floating above a minor. The truth of one single Space connecting

the two is thinly disguised.

The importance of the cetling plane as the upper definition of the
intenor space is reinforced in the former two projects by a
practice peculiar to Mies, namely that of positioning the trusses
outside, above the roof which hangs beneath them, suggesting
a downward force which squeezes the space honzontally. The
enclosing plane overhead 1S complemented by the enclosing
plane underfoot, made invanably of a dense and impenetrable
matenal such as marble or granite. The honzontal pressure of
space [s again exaggerated by the transparency of the all-glass
penmeter wall plane through which the space escapes 1o the

outside. i

This exclusive concemn for the horizontal space defined between
celing and floor planes & in strong contrast to the vertical
emphasis that Le Corbusier gave to space which was usually
prescnbed between vertical planes of wall. Sections illustrate
little in Mies” work that s not already apparent from stu dying the
plan. On the other hand, for a full understanding of Corb’s
spaces, examination of the section is as imponant as the plan.

These two quite different interpretations of space by Mies and
Le Corbusier can be more easily understood by examination of
therr indvidually different techniques of handling a staircase
connecting any two levels. Corb makes play of the diagonal
generative geometry of a stair or ramp by use of the solid
balustrade. Mies. on the other hand. suppresses any suggestion
of vertical contiguity with imperceptible, minimalist steel tubed
or bar handrails which incise their way precisely through the

floor.

Wright, like Mies, was concemed ﬁthhl;&izmta.l&sna&g but “ste Mrad r
explored ts vertical layering by continually piercing fiat celing  after his artival in the.

_ a ceiling  after his arrival in the US
planes toleave the vertical edge of the punctured strata running  rib > umn and beé
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1o the edge. In the building projects the edge of the roof was the
equivalent of the edge of the De Stijjl picture, with the space
running out beyond it. The impetus of space was always forcing
itself outwards. In the case of the Brick Country House the
explosion was equal on both axes, In the buildings that followed
the volume controlled the pressure, defining major axes and
direction. The space became less dense in progressive contours
as it ran outwards from the centre. Mies used this spatial
technique to define a hierarchy of sub-spaces within the plan.
Bathrooms, kitchens and storage spaces are densely confined
in the centre of the plan, and as the volume became freer
towards the penmeter, so the use of space implicitly became of
more consequence, Ultimately the accommaodation against the
invisible, outer wall of glass became synonymous with the
public realm beyond — a passage from the particular to the
general. Thus the restraint of Mies’ facades, which never allow
the particular or empincal any evidence in the public realrmn.

The two archetypes of Mies” manipulation of space moderated
by column and screen are the Barcelona Pavilion and Tugendhat .
House of 1929. The Barcelona Pavilion was the abstract pilot
project which employed the principles in a building without
function, These same principles were then applied to the more
challenging situation of a house on a sloping site. Not typical of
the penod, Mies’ design for the Tugendhat House conceived the
entrance and supplementary rooms at street level. Sloping sites
provoked house designs that usually either swept out harizon-
tally into space on concrete stalks, or used the space enclosed
between a flat roof at the upper level and the slope below 1o aive
a descending arrangement of floor levels culminating in a
double-height section. 2

Mies always remained embarrassed by sites that were not flat,
s0 he incorporated into the conception a podium which formed
a platform on which the building could then be constructed.
Examples of this include both his first and last European com-
missions, namely the Riehl House of 1907, his entry for a com-
petition for the Bismarck Monument of 1912, the Genicke House
of 1930 (a developed variation of the Tugendhat House). the
Seagram Building, New York, of 1955, the Bacardi Office

Building, Cuba, of 1957, the Krupp Office Buikiing of 1960
and finally the New Na'ylal Gallery in Berlin of 1962, e ke S
| ' & ﬂ;_l _, ",: % ,}I H-.ﬂ 5 i e *....
Although Mies writes about skeletal structures in an essay T |
estaltung in 1923, itis notuntil S isigis T8

published in the first issue of Gesta/tur
1933 that the column and floor both appear on the face of the
buiding in the same plane. Both the factory at Krefeld and the
silk '“mﬂdmﬁmmhnqbuﬂd@g% e
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MIES VAN DER ROHE: AN APPRECIATION

level, and the main formal IvMng SPAces beneath. Thﬁ only
element immediately visible on the two floor p!ans which rmcﬁs
them together is the semi-circular winding stair which dnlis IFS
way down through the ground floar entrance level to the main
floor below. At the main lower level, the stair 1s secreted
between two wall planes, deep in the centre back of the house.
From this point of arrival on the floor, the space ebbs oul
owards the different principal functions around the glazed

penmeter wall.

Neither floor admits the presence of the other. Intense con-
centration is forced upon the wvirtually invisible connecting
staircase. It is a single-storey building split in half with the two
fractured pieces piled on top of one another. In the Ssame way
that the sham edge of the Roman travertine ground floor at
the Barcelona Pavilion describes the penmeter of the two pools,
so does the entrance level floor veneer round the stair at the
Tugendhat House. The glazed. semi-circular wall around the
head of the stair forces the space outwards. ignoring the
opening that is so finely cut nto the travertine surface on the
ground plane. The top of the diagonal handrail descending with
the line of the staircase is kept down, out of sight, below the
level of the floor surface. The only element hinting at the
presence of an opening in the floor 1S the honzontal, square,
polished chrome tube lining the inner edge of the stainwvell.

The plan forms of the European buildings were quite ditferent
from the American. The European ones have an asymmetncal
dynamuc whilst the Amernican buldings revert 1o a more formal,
symmetncal plan that remains in repose. However the Euro-
pean dynamic was retained in the way in which some major
groups of Amencan buildings were associated with one
another. The identical towers of 860/880 Lakeshore Drive
were set al opposite axes 1o one another and overlapped each
other by one bay. The two dissimilar buildings of 900 Lakeshore
Drive, the same in height and axis, overlap each other by one
bay. The office accommodation 10 both the Federal Centre
complex and the Toronto Domunion Centre is aranged in two
buiidings. which differ in both height and length but which
similarly slide past one another. The two towers in each Centre
are complemented and contrasted with a single-storey pavilion at
ground fioor level, in one case a Post Office and in the latter a
bank. The composition of the projected but incomplete scheme
for the four Commonweaith towers is symmetrical about one
axis — in repose, and asymmetrical about the other — dynamic.

The principle of horizontal space was relained by Mies
throughout both European and American periods of his work.
although the relationship between structure and space in the
lower buidings went through several changes. due to a
fundamental decision to abandon the steel skeleton frame in
favour of a concrete slab and column system. }
Structures

e

The Famsworth house is unique in that it appears 1o be the €
ums-{endlsahm of the two architectures of M nam he f
dynarmic of the European plan and the repose of the American

regular structure, It is the embodiment of the dynar
with the siructural clarity of skeleton. It rem
American b (and the first of only tw
constructed in the USA) with a

engineering but as an architectural device which, together with
the free-standing screens, descnbes the perpetuity of space. The
visible continuity of the arcading is constantly interrupted by the
screens which have been slid as interventions into the horizontal
space that separates floor from ceiling. No downstand beam is
allowed 1o interfere with the plane overhead. Space becomes
moderated by screen and ordered by column; the column
arcading is used to orientate and counter the flow of space. The
syncopation of screen with screen and screen with column
maintains a dynamic which prevents the space from being

concluded and coming 1o rest.

llustrating the pragmatic atttude to structure that a closer
look reveals Mies to have had in Europe. the original working
drawings of the Barcelona Pavilion, which were on show in
London during 1978, reveal additional steel supporis em-
bedded imvisibly in the screen walls behind the onyx veneer.

What is certain is that Mies relied to a greal extent on those
working with him. The eventual quality of any particular work
being undertaken in the office at the time depended on the
commitment, determination and skill of the individual working
on the project with Mies. It must be remembered that all Mies’
assistants had been trained at lIT before coming to the office in
Chicago. There was an unwritten expectation that all the good
students would come to work in the office. If there was pressure
of work, students could be drafted in to work in the model shop
at short notice. The distinction between student at lIT and ESe )/
assistant in the office was very thin, Mies treated all his assistants R
as qualified architects and expected them to work as such. An
ability to make good accurate models in the well-fitted out
model shop was as important as being able to draw well. |

[

Mies used models to develop the design of a building as early as
1912 when he built a fulksize mock-up of the Kroller Muller
House at The Hague in Holland. Surprisingly, Mies was:
uncertain and sometimes diffident. His buildings were not
designed by a conventional method sense. The development
of a building was subjected to the most rigorous study in model
form. The process started with simple timber block models
showing the accommodation required in varying mass con-
figurations to establish the most satisfactory proportion and
relationship between other buildings on the site s well asthe
neighbouring buildings. The assistant involved in the project
would make the models inthe shop and when they were ready,

i
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mullions, spandrels and casing covers to comer and ground

;- . aad, At " - |

f :- s 3 w3 THWEINT ; E‘:_:":“*}hi‘- ."r ;'"“;; floor columns, was metal. As a result of the language of steel
¥ ry "i"*i .':':‘ £ o iﬁ;} e Hi:.a- facing adopted for IIT Campus buildings and the 880/860
N U B TPSIC —— "‘i'-_‘étl“:"‘“; | 1, lowers, the concrete structures of 900 Lakeshore Drive and
> ,: f:ﬂi:‘ r"'f‘;w‘:"? 4-1;,-(, A y ~I —-- Commonwealth apartments read as metal framed struc-
Vo | rebatneat il SSEodl v, — tres. It was generally accepted in the office that they were
h‘;;_. Sy il i ', made of concrete because of the difficulty of servicing the
g & \ 3 : .,hHi*““ ¢ DEI1WEIEI convector *-.."u'llh hot or cold water via vertical risers
v "‘{.'_ 5 : s bl — withinthe cn1umn.casmg when the column was out at the edge
: \ § e : i 15 of the floor. There is, however, the possibility that Mies preferred
; -1 AR, | 1 the lighter, more elegant solution of the hornzontal expression of
' Bl | I ¢ the edge of the floor only, allowing the implicit presence of
l | :‘;,w column 1o lie behind the glass and so requinng the use of
i i) SELR ': concrete as the structural matenals 1o achieve the cantilever,

I ziaa i It: ‘f""';}
st i L | ‘4[ ‘_'.la..; Elsewuhﬁwe. Mies did use ﬂDﬁQE!E as a naturally expressed
: . | :“ﬁ matenal, as at the IIT dormitones of 1953, the Promontory
3 77N apartments of 1949 and Highfield House, Baltimore of 1960,
S exploiting the quality of the matenal to its fullest extent by such
~ ™ techniques as projecting the column away from the face of the
LA e : skin, and allowing it 1o reduce front to back as the load funther up

| R ——— I —— -l

But centainly of all Mies’ towers, 880/860 Lakeshore Drive
reflect most strongly the influence of the Chicago School onthe
building being designed.in the office at that time. As with the
major group of buildings at lIT, a quite separate weathernng skin
of steel is applied as an outer coat to the concrete fire-proofing
surrounding the structural steel. Simultaneously, the steel
cladding represents the material's characteristics of the invisible
structural frame buried in the concrete.

the building decreased.

What is interesting 1o note is that Mies, whether using steel or
concrete, frequently detailed both matenals as if they had
equally plastic propenties. The problems of connecting steel
work by continuous welding presents considerable problems i
distortion is not going to result from the concentric heat of the
welder's torch. Precautions must be taken to release the
stresses set up in the metal. Stesl prefers to be dry connected by
bolting. There are never any visibly bolted connections in Mies’
work. Following welding, the welds must be ground smooth 10
merge the profile with the neighbounng metal. This is never a
strictly straightforward and economic business, A good ex-
ample of the manner in which Mies prefers 1o eliminate the joint

For Mies a more exact and new architecture had logically s the complicated halved joint of the frame to the Barcelona
evolved out of his recent acquaintance with the steel frame. The  chair which s finished to emulate a casting. The steel coffered
grid of mullions, spandrells and columns appears to impose a rib roof members of the two-way spanning roof structure of the

'
1

denser, more opaque pefimeter wall to the building. The
presence of the column at the edge of the building appears 10
impart the wall with a thickness approximating to the thickness
of the column itself. Likewise, internally, for the same reasons,
Mies tried 10 avoid a half column projecting from a wall.

The explanation for the celumn being positioned at the
perimeter appears 10 have less to do with the question of
structural clarity, and more to do with the practicality of
steelwork construction. A cantilever cannot be achieved in
structural steelwork at the edge of a floor without introducing a
longiudinal penmeter downstand beam parallel with the
edge of the building on the centre line of the penmeter columns.
This is necessary in order to connect the cantilevered edge to
the floor with the columns sét back from the edge. If this
downstand is not to project beneath the ceilling plane, so
interrupting the horizontal integrity of the space. a false ceiling is
required to be hung beneath the beam to conceal it. If the
optimum ceiling height is then to be retained on each floor, it
has a consequential effect on the height of the building and so
on the cost. g

However the overall effect of the building s stiffly, convention-
ally classical. Mies stated a preference for the discipline of steel.
mistrusting the disordered and somewhat haphazard process of
pouring concrete into a mould. Mies enjoyed the absolute
character of structural steel assemblies with the éxact and
precise manner in which all connections are made. [t was
therefore perhaps surprising that Mies was so versatile when it
became necessary to choose concreta as the principle structural

material, as at Barcardi, Santiago, due to the scarcity of steel in

Cuba or. for reasons of economics, as in the later apartment
towers built for Herbert Greenwald. With the exception of the
apartment buildings at Newark, New Jersey, where the ground

- floor and comer columns were visibly naked concrete, the

- material evidence on the face of the building, namely on the

Berlin National Gallery appear similar to the concrete nbs of the
Bacardi Office Building. Like Chippendale, Mies deliberately
suppressed the legibility of the joint, However, at the same time,
Mies was always careful 1o make an explanation of the
allegiance and relationship of elements of construction one to
another. The window frame and spandrel panel beneath it, sup-
ported between the vertical mullions of the office tower
buildings, each have their own framing profile surrounding all
four sides and clearly describing the discreet character of each, a
technique which involves technically complicated details to
achieve a visually simple solution.

Paradoxically, but in parallel, examination of the monument 10
Rosa Luxemburg and Karl Liebknecht shows a basic cube
design that might have been executed by any member of the De
Stijl group, such as Vantonergloo, Van Esteren. or Van
Doesburg: a design concerned with projected and recessed
planes, a design superficially appearing to be concerned with
surface. Yet. the manner of execution is in heavily articulated.
deeply raked joints of clinker brickwork. Thus, the detailed
implementation of both the Barcelona chair on the one hand,
and the Liebknecht/Luxemburg Monument on the other.
reveals a perversity that borders on mannerism. In the case of
the Liebknecht/Luxemburg Monument, the joints are not

detailed in a manner which endorses the clarity of the architec-

tural idea. In the case of the Barcelona chair, the connection is

not one that exploits the nature of the material.

It is interesting to note that Mies built only three ‘white’ housing
projects in Europe. Afrikanische Strasse. the flats at We-m'!hnf
and the Tugendhat House. The remainder were in brick.

Note

1 Three years after Mies had taken over the architecture departmant, the
Dwector of the linos Institute of Technology was finally oblged 1o instil
him to conduct his lectures in Enghsh.
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Mies
JAMES GOWAN

A Mies building sits on the surface of the earth without
compromise. It demands attention, focuses the senses and,
ike many a miracle, it defies reason. The style is simple and
direct and more than a few architects have misjudged the
strategy by assuming it to be as childish as it looks. The prose
should have warned them:

‘The long path from matenal through function to creative work
has only a single geal: to create order out of the desperate
confusion of our ime.”' Mies ended his inaugural address 10
the Armour Institute of Technology with a sentence that must
have sent a wave of panic through the audience: ‘Nothing can
express the aim and meaning of our work better than the
profound words of St Augustine . . . Beauty i1s in the splendour
of Truth.”

The thinking behind this architect’'s work i1s elaborate, convo-
luted and inconsistent. The fragmented commentaries make
sense only when one reminds onesell that this is a neoclassical
architect addressing himself to high art, not a rationalist strugg-
ling with twentieth-century technology. In an Architectural
Association Quarterly article on Mies at the Bauhaus, Sandra
Honey tells us of his parable of the two sisters: one ugly, one
beautiful, but otherwise equal in every respect — which would
the student choose to marry? — which, by my reckoning, Mies
got wrong. If he had been stronger on his fairy tales he would
have known that the plain girl becomes beautiful when kissed
by the prince.

Of teaching he says: ‘Education must lead us from iresponsible
opinion to true responsible judgment. "Most of us would agree
with this but would, however, be less than happy with the
location of the two departments in the Arts and Architecture
building at the Illinois Institute of Technology (IIT); one on the
spacious, welllit ground floor, and the other in the basement.
‘Fducation . . ." he says, ‘must lead us from chance and arbi-
trariness to rational clanty and intellectual order.’

The steel-frame building has two pronounced charactenstics;
one, it looks extremely elegant, and, two, it collapses quickly in
fire. So, inevitably, its place in the scheme of things is at the
bottom of the pile, propping a primitive integument. A concrete
frame also has two main charactenstics; one, it has a clumsy
appearance, as the Mies 1923 office block project illustrates.
and. two, it has resistance to fire. Mies van der Rohe combines
the advantages of both of these by screwing them together in
his later. multi-storey projects — the Chicago Commonwealth
apartments, Seagram in Park Avenue and so on. This has the
effect of reducing the role of the steel components 1o applied
decoration: an assembly that is linked together by an intricate
technical articulation that is far removed from the source of s
practicality . . . like vestigial elements on a Doric entablature.
He tells us: ‘At this point the problem of technology of con-
problems related to the value and purpose of our technology.
‘We shall show that technology not only promises greatness
to it as to all human actions: that it is our task to make the nght

The construction of most buldings is beset by cramping re-
stncuons and regulations, particularly those of glass lndeéd i
would seem that Mies is attracted 1o the two most hazarduﬁs
types of structure, steel and glass. There is a Code on glass
numbered 152, which puts architects in a position of cuipau!lé
irresponsibility if they use glass at low level in housing or in a
context where the young are frolicking It is a technical inhibi-
tion of which most, but certainly not all, architects are aware
and 1t has obwvious aesthetic consequences which MOst. bui
again not all, engage. Mies explains: ‘We must understand the
motives and forces of our time and analyse their structure from

three points of view: the matenial the functional and the
spiritual.”

in the corpus of Mies van der Rohe's wark there are several
town planning projects of assertive neoclassical bluntness —
and here | am thinking particularly of the 1928 remodelling of
the Alexanderplatz in Berlin — spare blocks in a bleak, urban
environment, redeemed only by an internal inventiveness that
must largely be presumed. The site preliminanes of the HT
campus and the Chicago Convention Hall of 1953 are vast
ground-levelling undertakings; clearances that provide a plane,
a pristine surface for building upon. As the projects increase in
scale their beauty becomes more ephemeral on the one hand,
more Victonan on the other; open floor spaces furnished with
workers, structures redolent with overtones of the last century
with its lattices and its iron industnalisation. As late as 1954, in
the Seagram Building where there were clearly no first-cost
inhibitions, the use of single, tinted glass suggests that the
concem was more for heat entenng the building than leaving it

In these urban projects, the boxy buildings and their prolifera-
tion find very little back-up in the assertion that: ‘We shalf
examine one by one every function of a buiding and use it as a
basis for form.” The context and the surroundings of these
exercises could reasonably invoke: ‘Buildings of stone as well:
what natural feeling they express . . . what better examples. . .
for young architects?”

As Mies van der Rohe's work extends from his early housing
studies and the perfection of Brno, it becomes less preoccu-
pied with human activities, more general, more abstracl, and
through this anonymity gathers 1o it new alliances: the bust-
ness, the corporate, and the organisational worlds. The
architecture that has disengaged itself from its insprired roots
in the senses — individual pleasure, touch, feeling, and sight ~
has found through an accumulation of its inherent ambiguilies
unsuspected and chillier usages.

One wonders what would have happened if Mies had stayed in
Europe; would he have simply been allowed to starve grace-
fully? In the States, before he understood the New World
culture and its demands he said, with what now appears 10 be
a considerable innocence: By our practical aims, we are bound
to the specific structure of our epoch Our values, on the

- other hanc are rooted i the spinfual Nature of man.’

All quotations are from Ades van dar Fiohe by Phikp Johnson, (Museum

of Modermn Art, New York), ppiai -85
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Ludwig Mies van der Rohe:
Chronology of his Life and Work in Europe

1886
1892-
1904
1902

19034

1905

1905-7
1906-7
1907
1908-12
1911
1912

1913

Ludwig Mies born on 27 March in Aachen
(Died 17 August 1969 in Chicago)
Educated at the Volksschule, Domschule,
and Abend-und-Sonntagschule in Aachen
Trainee on building sites; worked for his
father

Apprenticed to a firm of architects and
designers in Aachen; worked as a
draughtsman

Moved to Berlin; employed by Berlin
Borough of Rixdorf to furnish council
chamber

Apprenticed to Bruno Paul; designed
wooden furniture

Attended Staatliche Kunstschule des Kun-
Stgewerbe Museums zu Berlin

Visited Italy

Villa Riehl

Employed by Peter Behrens: job architect

on German embassy in St Petersburg
Villa Perls

Visited Holland
Kréller House project
Bismarck Monument project

Opened private practice in Bar_lih-.

Villa Wemer

..........
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1914 Moved to Berlin-Tiergarten

House for the Architect projects

1914-5  Viilla Urbig
1915-6 Miilitary service
1919 Villa Kempner project
1921 Joined the Deutscher Werkbund
Glass Office Building project
Villa Kempner (destroyed)
Villa Petermann project
Joined the Novembergruppe
Glass Skyscraper project
Villa Eichstaedt
Director of architectural
Nnvamhergmppe '
Concrete Office Building project | G LT =
Brick Country House project e BRI AT
Concrete Country House project A
Vilz Elat project Ssabnal i e PP
Villa Lessing project e e S R
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1927-38
1927

1928

1928-9

L T ey

Apartments on Afnkanische Strasse
Apartments at Weissenhof

Industnal exhibits at Weissenhofsiedlung
Collaboration with Lilly Reich

‘Velvet and Silk Café’ (silk exhibit with Lilly
Reich)

Extension to Villa Fuchs (previously Villa
Perls)

Remodelling of Alexanderplatz project
Adam Building project

Stuttgart Bank Building project

Haus Lange

Haus Esters

Director of German contnbution to Barcelona
International Exhibition

German National Pavilion and AEG Pawvilion
(both dismantled)

Industrial exhibits at Barcelona (with Lilly
Reich)

1928-30 Haus Tugendhat

1931

1932
1932-3
1933

1934

1935

1937
1937-8

1938

Joint director (with Lilly Reich) of Werkbund
exhibition The Dwelling of Our Time' in
Berlin

Model House, Apartment for a Bachelor
(both dismantied)

Court-house projects

Row Houses project

Haus Lemke

Krefeld Silk Factory Complex

Director of Berlin Bauhaus

Reichsbank project

Mining and coal exhibit in ‘German People,
German Work” exhibition

Filling station project

German National Pavilion project (for 1935
Brussels Intemational Exhibition)

Country House projects

Mountain House for the Architect project
Hubbe House project

Ulnch Lange House projects

Krefeld Administration Building project
Visited United States of America; appointed
Director of the Armour Institute, Chicago
Resor House project

Group of Three Court-houses project |
Emigrated from Germany and settled in
Chicago

1929 Office on Friedrichstrasse projects
1930-2 Director of the Bauhaus at Dessau
1930 Interior of Philip Johnson's New York apart-
ment (with Lilly Reich)
Krefeld Country Club project
War Memonal project
Gericke House project
Nolde House project
1931-8 Member of Prussian Academy of Arts .
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RESUME

Résumé en francais

Un certain paradoxe, un parmi tant d'autres,
afflige I'attitude des critiques actuels de |'ar-
chitecture des péres fondateurs du mouve-
ment modeme. La plupart des architectes les
plus connus se dirigent maintenant vers un
renouveau du style neéo-classique, tout en
retenant la technigue du mouvement
moderne. Cependant, ils semblent éprouver le
plus grand mépris a I'égard du plus classique,
en sensibilité du moins, de ces ancétres, Mies
van der Rohe. Le paradoxe est donc ie suivant:
comment l'oeuvre d'un tel architecte si claire-
ment fondée sur un héritage classiciste, peut-
elle etre déeclaré hors de combat dans le débat
actuel dominé par les problémes d'historiogra-
phie et d'éclectisme alors qu'il était, et se
voyait lu-méme, profondément concerné par
I'héritage de la tradition classique?

Le sujet de cette publication repose sur la
jeune carrigre de Mies avant qu'il ne quitte
I'Europe pour I’Amérique en 1938, alors qu'il
avait deja eu le temps d'exercer son talent et
de se faire un nom dans les canons. La
premiére moitié de sa carriere peut étre divi-
sée en deux parties, ceci vers 1922. L'essai
biographique de Sandra Honey précise bien
que jusqu'a cette époque, Mies était un arti-
san extrémement habile, construisant dans un
Style dépouillé et austérement classique qui
dut beaucoup & Muthesius. Berlage et surtout
a8 Schinkel et aux productions du bureau de
Peter Behrens. | semble que le moment
decisif de sa vie arriva lorsque Walter Gropius
refusa d'exposer '
Maison Kroller dans son ‘Expositio
Architectes Incon
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le projet de Mies pour la

Mais si nous en revenons au traitement para-
doxal que Mies regoit maintenant, peut-étre
n‘est-ce pas plus cette question de fondamen-
talisme qui le rend si difficile & comprendre?
Les Smithson n'ont-ils pas déclaré publique-
ment: ‘Mies est grand mais Corb communi-
que’. D'autres ont qualifié son oeuvre d‘archi-
tecture du silence.

Si jamais Mies s'attaquait 4 des questions plus
fondamentales et pouvait y repondre brillam-
ment, ces reponses se trouveraient sous Ia
forme d'archétypes, copiables parce-qu'ils
menent a des solutions convaincantes. Mais
bien sir, on reproche & Mies le moindre buil-
ding revétu de murs rideau, la moindre grille
de logement et le moindre intérieur neutre. A
examiner certains points fondamentaux. Mies
s'offre lui-méme presque de facto a de telles
accusations. Son travail est de toute fagon
Indissolublement lié a la tradition classiciste et
les premiéres constructions en furent bien la
preuve,

Contrairement a Le Corbusier, Mies n’ était pas

vraiment communicatif. Sa réticence a parler

en public, sa faible production de piéces
ecrites suffisent 4 I éuana'r=a_.t_§_2,intai'pré:§iréﬁ¢jh._-
attitude, bien facilement diailleurs, comme
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des idées parsnnngqmat ncor
attitude au travail se rapprocha
mﬂﬂd'unm“tgur

8 étudier la possibilité de

une intention monomaniaque de travailler sur
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constructions de Mies ont la nature des solu-
tions universelles. Si ce but est atteint,
comme Paul Rudolph a remarqué, en écartant
les problemes, il est également lie, comme le
dit Gowan, ‘aux deux matériaux les plus hasar-
deux, le verre et I'acier’.

Adrian Gale débat ce probléme dans son @ssal,
€n tant que personne ayant entrepris une
periode d'apprentissage chez Mies. Pour lui il
ne s'agit pas tant de fonctionnalité que d'un
devoir moral de rechercher I'expression fa plus
economique d'une perception idéalisée La
Maison Farnsworth en est peut-étre la preuve
irréfutable, un espace clos avec un vaste
placard inclus dans le plan de fagon & prévoir
d'autres espaces.

L'économie du geste est slrement ce qQui rend
Mies difficile 4 comprendre. d‘autant plus que
la profession architecturale semble avoir été 3

cette époque riche en ornements et en articu-
lations. Ce qui est toutefois manifeste dans
SOn oceuvre, c'est cette idée de I'architecture

qui insiste sur le fait que toute idée d'espace
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Deutsche Zusammenfassung

Die heutigen Kritiker, die sich mit der Architek-
tur der 'Grundervater’ der modernen Bewe-
gung befassen, leiden In thren Ansichten an
einer gewissen Paradoxie, die nur eine von
vielen ist. Ein Groldteil der meistzitierten Ar-
chitekten tendiert zu einer Wiederbelebung
der neoklassischen Bildersprache, wahrend
sie sich gleichzeitig weiterhin der planenschen
Techniken der modernen Bewequng be-
dienen. lhre grofdte Verachtung scheint aller-
dings dem zumindestens in -bezug auf seine
Sensibilitat klassischsten aller Klassiker unter
diesen Vorlaufern, Mies van der Rohe, vor-
behalten zu sein. Das Paradoxon ist also
dieses: Wie kann man das Werk eines solchen
Architekten, das so eindeutig auf klassischem
Stilbestreben und Erbgut beruht, in der heuti-
gen Debatte flr hors de combat, also fir
erledigt erklaren, einer Debatte, die von Prob-
lemen historischer und eklektischer Natur be-
herrscht ist, wo er doch—auch in seiner
Eigenauffassung—selbst so eingehend um die
ererbten klassischen Traditionen bemuht war?

Thema dieser Ausgabe sind die frihen Jahre
in Mies' Karriere, bevor er 1938 von Europa
nach Amerika ging. Zu jenem Zeitpunkt hatte
er bereits genug gebaut, um sich seinen Platz
im Kanon zu sichern. Diese erste Halfte seiner
Laufbahn 1a[3t sich in zwei Abschnitte unter-
teilen, die Trennlinie ist das Jahr 1922. Aus
Sandra Honeys biographischem Essay geht
nervor, dalR Mies bis dahin ein auRerordentlich
versierter ‘Geselle’ war, dessen Baustl die
entbl6fte und nldchterne, klassisch orientierte
Sprache wiederspiegelte, welche weitgehend
Muthesius, Berlage und vor allem Schinkel
und den Arbeiten des Bdros von Peter
Behrens zu verdanken ist. Der Wendepunkt
war offenbar erreicht, als Walter Gropius es
ablehnte, Mies’ Projekt fur das Kroller Haus in
seine ‘Ausstellung unbekannter Architekten’
von 1919 aufzunehmen. Laut Mies rechtfer-
tigte Gropius seine Entscheidung so: ‘Wir
kbnnen das Projekt nicht ausstellen, wir
suchen etwas vollkommen anderes!”

Eine einzelne kritische Auferung dieser Art
macht sich gut in der Geschichtsschreibung,
sagt aber langst nicht alles. Sein Eintauchen in
die Treibhausatmosphare des Berlins nach
dem Versailler Vetrag und sein eigenes
Gesplr fUr den damaligen Zeitgeist stellen

enen glaubhaften Beitrag zu dem Wandel

dar, der sich volizog. Auch war da die innere,

- fundamentalistische Einstellung—die Fragen,

die Mies sich stellte, waren immer hdherer
Ordnung: Was ist eine Struktur, eine Fliache,
Raum? Der Hintergrund 18Rt vermuten, dal® es
sich hier um ein privates Farschungsstreben
handelte, das ob der mangelnden Unterstit-
zung seitens Gropius nicht weniger eifrig ver-
folat wurde.

Um jedoch auf die paradoxe Behandlung
zurickzukommen, die Mies heutzutage er-
fahrt, liegt es nicht vielmehr gerade an diesem
Fundamentalismus, der es: so schwierg
macht, ihn zu verstehen? Die Meinung der
Smithsons ist bekannt: ‘Mies ist grofartig,
aber Corb teilt sich mit." Andere bezeichneten
seine Arbeit als eine Architektur der Stille.

Wann immer jedoch Mies sich Fragen
fundamentalerer Natur zuwandte und diese erfolg-
reich beantwortete, trugen diese Antworten die
Form von Urbildern, kopierbaren Onginalen, well
sie Uberzeugende Losungen darsteliten. Aber
dafur nimmt Mies natlrlich auch die Schuld fur
jedes mit Vorhangwanden  verblendete
Hochhaus, jedes Hauserraster und fur jede sanfte
Innenansicht auf sich. Dadurch, dal Mies be-
stimmte fundamentale Fragenkomplexe
erforscht, gibt er sich beinahe de facto solchen
Anschuld-igungen preis. Seine eigene Arbeit ist
jedoch untrennbar mit der klassisch ausgerich-
teten Tradition verbunden, seine fruhen
Bauwerke machen die mehr als deutlich.

Im Gegensatz zu Le Corbusier war Kommuni-
kation nicht Mies' Starke. Seine Abneigung
gegen offentliche Reden, seine geringe Pro-
duktion an geschriebenen Abhandlungen
machen es nur noch einfacher, ihn als einen
Monomanen abzutun, der nur darauf aus Ist,
seine eigenen, unbestrittenen Ideen baulich
umzusetzen. In seiner Art, an seine Arbeit
heranzugehen, wirkte er jedoch beinahe wie
ein Erfinder. Er war der erste, der serios die
Mdoglichkeit eines vollkommen verglasten
Wolkenkratzers studierte, der erste, der in
unaufdringlicher, bedachter Weise Maschinen
in sein Konzept integrierte—man denke an die
Motoren, welche die riesige Glaswand im
Wohnzimmer des Tugendhat-Hauses hoben
und senkten—und 1927 organisierte er als
erster eine echte Manifestation des ‘Interna-
tionalen Stils’ in Weissenhof.

Mies' Grofte liegt zumindestens in seiner
Fahigkeit, in der Architektur den Spielraum
zum Experimentieren zu finden. Das hierzu
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erforderliche Selbstvertrauen muR er wonhl
weniger aus seinen intensiven Streifzigen in
die Geschichte oder in die Philosophie ges-
chopft haben—aobwohl er sicherlich einer jener
Kultivierten Menschen war, die nur im Berlin
der Zeit zwischen den Weltkriegen existieren
konnten, als aus seinem Wissen, wie man
baut. James Gowan, der zweifelsohne der
beste Handwerker unter den Architekten ist.
weist auf diesen Aspekt hin und bemerkt
dazu, dals dies zwar stimme, daf} aber damit
auch eine gewisse Gleichgtltigkeit in bezug
auf die spezifischen Eigenschaften eines
Standortes einherginge, weil Mies® Gebiude
die Merkmale universaler Losungen tragen.
Wird dies. wie Paul Rudolph hervorgehoben
hat, durch die Eliminierung aller Probleme
erreicht, dann ist diese Universalitat laut
Gowan auch ‘an die zwel gefahriichsten (Ma-
terialien), namlich Glas und Stah!’ gebunden.

In seinem Essay setzt sich Adrian Gale mit
diesem Problem auseinander als einer, der
eine Art von Lehrzeit in Mies' Buro durch-
gemacht hat. Fur inn geht es nicht so senhr um
die Frage der ‘Zweckmaligkeit’, als um die
moralische Pflicht, den 6konomischsten Aus-
druck einer idealisierten Idee 2zu finden.
Wahrscheinlich ist denn auch das Farnsworth-
Haus die am weitesten gehende, aullerste
AuRerung: ein umschlossener Raum mit
einem sehr geraumigen Schrank, der so in den
Plan eingefligt ist, so dal® andere Raumlich-
keiten entstehen.

Die sparsame Gestik ist zweifelsohne der
Grund, warum Mies so schwer zu verstehen
ist. vor allem zu einer Zeit, in der der Architek-
tenberuf von einem derartigen Reichtum an
Omamenten und  Artikulationen  dber-
schwemmt zu werden scheint. Aus seiner
Arbeit tritt jedoch klar der eindeutige Verweis
auf jenes architektonische Konzept hervor, das an
der Idee festhalt, daR am Ursprung jedes Ent-
wurfes der Raum stehen sollte.
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Sommario in italiano

Un certo paradosso, uno dei tanti, affligge le
attitudini dei critici  contemporanel ‘deﬂ'ar-
chitettura dei maestn fondatori del Mcwm_entq
Moderno. Molti degli architetti piu pubbli;nzzatl
si dirigono ora verso una rinascita dell’icono-
grafia neoclassica, mantenendo al!p stesso
tempo le tecniche di progettazione dg‘t
Movimento Moderno. Il loro disprezzo piu
profondo sembra per0 venga riservato per n!
piu classico, almeno in guanto a sensibilita, di
questi antenati—Mies van der Rohe. Il para-
dosso sta quindi in questo: come pud il lavoro
di un tale architetto, basato cosi chiaramente
su un retaggio classicheggiante, venire
dichiarato hors de combat nel corso del pre-
sente dibattito dominato da problemi di
storicismo e di eclettismo dal momento che lui
era, e si considerava egli stesso, profon-
damente Interessato ne! retaggio della
tradizione classica?

L'argomento di questo numero tratta della
carriera iniziale di Mies prima che lasciasse
I'Europa per I'America nel 1938, e a quel
tempo aveva costruito gia abbastanza da inci-
dere Il suo nome nel canone. Questa prima
meta della sua carriera pud essere suddivisa in
due parti intorno all'anno 1922. |l saggio bio-
grafico di Sandra Honey rivela che fino ad
allora Mies era stato un giornaliero estrema-
mente abile, costruendo con un linguaggio
classicizzato nudo ed austero per il quale era

debitore verso Muthesius, verso Berlaga, e
sopratiutto verso Schinkel e i progetti dello

proprie inmntasta’bil

I'appoggio di Gropius.

Ma, per ntornare al trattamento paradossale
che Mies riceve ora, non si tratta forse piut-
tosto di quel fondamentalismo che lo rende di
cosi difficile comprensione? Si afferma che gli
Smithsons abbiano dichiarato: ‘Mies e grande,
pero Corb comunica.” Altri hanno descritto la
sua come un‘architettura del silenzio.

Se comunque Mies affrontd alcuni problemi
piu fondamentali e li risolse con successo,
queste risposte avrebbero forma di archetipi,
che possono essere copiati in quanto danno
risposte convincenti. Ma poi naturalmente |l
Mies viene biasimato per ogni fabbricato con
muri perimetrali hon portanti, per ogni piano
urbanistico residenziale, per ogni interno
blando. Investigando certi problemi fondamen-
tali, Mies si espone pressoché de facto ad una
tale accusa. La sua opera & perd indissolubil-
mente legata alla tradizione classicizzante, e i
suol primi edifici
chiaramente. ot

Al contrario di Le Curbus:er. Mies nun ara un
buon comunicatore. La sua riluttanza a parlare

in pubblico, I3 scarsita delle sue: puhhlicazm‘ni
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specifiche dell'ambiente, in quanto gli edifici
del Mies possiedono il carattere di soluzioni
universall. Se questo viene ottenuto, come
Paul Rudolph ha fatto notare, lasciando da
parte | problemi, & anche alleato, come dice
Gowan, ‘ai due (materialj) pit pericolosi. il
vetro e l'acciaio.’

Adrian Gale discute questo problema nel suo
saggio, parlando in qualita di uno che passoé un
periodo come dire di apprendistato nello
studio del Mies. Secondo lui non & tanto una
questione di ‘idoneita allo scopo’, quanto un
dovere morale di ricerca della espressione piu

economica di una percezione idealizzata. La

Casa Farnsworth & quindi forse |Ia
dichiarazione finale, uno spazio chiuso con un
armadio molto spazioso inserito nel piano in
maniera da creare altri tipi di spazio.

L'economia di espressmne @ certamente cio
‘che rende Mies di cosl difficile comprensione,
‘specialmente in un periodo quando la profes-

esiona*dagh architetti sembra essere inondata
‘da una tale ricchezza di ornamenti e di arti-

mlazinni Quello che & tuttavia ovvio nella sua
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Resumen en espagnol

Entre muchas paradojas una aflige a las actitu-
des de criticos modernos hacia la arquitectura
de los fundadores del Movimiento Moderno.
Muchos de los mas publicados arquitectos
estan moviendo en este momento hacia una
reanimacion de imagenes neoclasicas, mien-
tras que conservan las técnicas de planifica-
cién del Movimiento Moderno. Sin embargo,
parecen desdenar mas que a nadie al mas
clasico, en sensibilidad por lo menos, de esos
antepasados—Mies van der Rohe. La paradoja
es entonces la siguiente: jcomo la obra de un
tal arquitecto, tan claramente basada en una
herencia clasica, puede ser declarada ‘fuera
de combate’ en la discusion actual dominada
por problemas de historicismo Y eclecticismo
mientras que era y, ademas, se veia profunda-
mente implicado en la herencia de (3 tradicion
clasica?

El tema de esta edicion es la primera parte de
la carrera de Mies antes de que salio de
Europa en 1938, con destino a los Estados
Unidos, cuando ya habia construido bastante
para establecer su nombre en el gran canon.
Se puede dividir la primera mitad de su carrera
en dos partes, aproximadamente en el ano
1922. En su ensayo biografico, Sandra Honey
explica que hasta entonces Mies fue un oficial
expertisimo, construyendo edificios de un es-
tilo escueto, adusto, y clasico que debia mu-
cho a Muthesius, Berlage y. sobre todo, a
Schinkel vy a las producciones de la oficina de
Peter Behrens. Parece que el cambio decisivo
vino cuando Walter Gropius se nego a presen-
tar el proyecto de Mies para la Casa Kroller en
su 'Exposicion para Arquitectos Desconoci-
dos’' de 1919. Segun Mies, Gropius se justifico
de la siguiente manera: ‘No podemos presen-
tarla, estamos buscando algo completamente
distinto’.

U+n tal criticismo solo puede formar periodos
bien arreglados en la historia pero no una
vision completa de conjunto. Su imersion en el
ambiente creador del Berlin pos Versallles,
junto con su propio sentimiento del espiritu de
la época, dan una contribucion estimable al
cambio que ocurri6. Y también habia el enfo-
que fundamentalista dentro de él—siempre
fueron grandes las preguntas para Mies: jqué
es la estructura, un cercado, el espacio? Sus
antecedentes sugieren que fue una busca

Ca a pesar de la falta de apoyo de Gropius.

-
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particular, realizada de una manera entusiasti-

Pero, a volver a la consideracion paraddjica
que recibe Mies ahora, quizas es tan dificil de
entenderle a causa de ese fundamentalismo.
Los Smithson han dicho que: ‘Mies es grande,
peroc Corb comunica.” Otros han descrito su
arquitectura como la del silencio.

Sin embargo, si Mies se encargo de solucio-
nar, y con exito, algunos de los mas funda-
mentales problemas, esas soluciones serian
en forma de arquetipos, que podrian ser
copiados porque son convincentes. Pero, de
esta manera, Mies lleva la culpa de todos los
rascacielos de muros como cortinas, de todas
las rejas de viviendas y de todos los interiores
sin caracter. Por haber investigado ciertos
problemas fundamentales Mies se abre, casi
de.hecho a una tal acusacion. Su propia obra
esta, sin embargo, liada indisolublemente a la
tradicion clasica por lo cual sus primeros
edificios testifican claramente.

A diferencia de Le Corbusier, Mies no comuni-
caba bien. El hecho de que no le gustaba
hablar en publico, su pocha produccion de
obras escritas facilita su consideracion como
solo un monomaniaco resuelto en construir
sus propias ideas indiscutibles. Pero el enfo-

- que a su obra fue casi el de un inventor. Fue el

primero en investigar verdaderamente un ras-
cacielo totalmente vidriado, el primero en
incorporar maguinas de una manera tranquila y
calmada—basta con considerar los motores
que alzaban y bajaban el muro enorme de
vidrio del salon de la Casa Tugendhat—y el
primero en organizar una verdadera manifesta-
cién del Estilo Internacional a Weissenhof en

1927..

La grandeza de Mies yace, por lo menos, en su
capacidad de buscar el margen de experimen-
tacion en la arquitectura. La confianza necesa-
ria debe haber surgido no tanto de la lectura

_intensiva de historia o de filosofia—aunque

fue ciertamente hombre de cultura de Ia
manera de los que solo podian existir en el
Berlin del periodo de entreguerras—como del
saber de como CONStruir. Ciertamente James
Gowan, uno de los arquitectos mas habiles.
amplié este punto haciendo la observacion de
que mientras que esto era verdad, parece que
fuera unido con una cierta despreocupacion
por las calidades especificas del solar, porque
los edificios de Mies tienen caracter de solu-

 ciones universales. Si eso se realiza, como

‘dice Paul Rudolph, prescindiendo de proble

RESUME

mas, esta tambien unido, como observa Go-
wan, ‘a los dos maternales mas arriesgados, el
vidrio y el acero.’

Adrian Gale discute este problema en su
ensayo, hablando en el papel de uno que hizo
una especie de aprendizaje en la oficina de
Mies. Para él no se trata tanto de ‘la finalidad
de la propiedad’ como de un deber moral de
buscar la expresion mas economica de una
percepcién idealizada. Entonces la Casa de
Farnsworth, quizas es la ultima afirmacion, un
espacio cercado con un armario muy grande |,
dentro del plano para crear otros tipos de
espacio.

La economia del gesto es seguramente lo que

hace de Mies un arquitecto tan dificil de
entender. Sobre todo cuando estamos en una
época en la cual la profesion de arguitecto
parece estar inundada de una tal nqueza de
adorno y articulacion. Sin embargo, lo que es
evidente en su obra, es una referencia clara
hacia atras a esa idea de la arquitectura que
insiste en que el espacio debe yacer en el
origen de toda produccion.

109



ARCHITECTU

ARCHITECTURAL DESIGN is internationally recognised
as beine foremost among a small number of publications
in'u\i:liln;_- up-tn—ql;lh' information on Hl‘i‘llih'l'llll‘q' ol [|Ill'
present and past. Each issue presents an in-depth analysis
of a theme of relevance to :Il't‘hih‘t‘[lll‘;i[ ]H‘:H'Ii{'t‘ Iutlil}'.,
whether it be the work of an important new architeet, a
currently influential figure or movement, or the emergence
of a new stvle or consensus of opinion. The high standard of
writine. editorial selection and presentation has made
(rchitectural Design one of the world’s most progressive
architectural magazines and essential reading for anyone
interested in the art of architecture.

Themes covered recently by Architectural Design include
the polemical work and projects of Leon Krier. the theoretical
writings and teaching of the Russian Constructivist lakoy
Chernikhov. the UIA Exhibition in Cairo, cross-currents
of American Architecture and the collection of archi-

In addition to the high quality of editorial features by
well-known contributors who are experts in their field.
the current issues each contain a free original litho-
lrt & Design is

:HL‘]illeIt* H.'l[inniln} i'rnnl newsstands each month. or Lo

graph by a notable contemporary artist,

make sure vou gel vour copy vou can take out a joint
subscription to Art & Design and Architectural Desion by
completing the subseription form opposite. ' |

Features in Art & Design have recently included: Art —
R.B. |'\|I-.i| Robert “[':IIH'I‘HT‘“. [IH“'[I;'{] ['lhrlf_’kill and
David Hockney: Architecture — Melvyn Brage interview
with.Richard Rogers. Hampshire County Architects, Koski
Solomon Partnership: Fashion - Bill Gibb. Jasper Conran.
Jean Muir and Spring/Summer '86 previews: Photography
— The Bauhaus, Lee Miller and Eileen Agar. In addition
Art and Design also carries special promotional features
and other related topies.

tectural works in the recently opened German Arvchitecture -

Museum. Forthcoming issues include the first detailed
history of the Architecture School of Venice, the Vienna:
Dream and Reality Exhibition coordinated by Hans
Hollein, and Tradition: Convention and Invention by
Lucien Steil. '
ART & DESIGN is already acknowledged as the best and
only new monthly magazine covering the whole spectrum

of the arts. Each issue contains editorial features on the .

latest developments in art. architecture, design, fashion.”
music and photography. together with a rutmflup of news
covering products, books, salerooms. gossip, record reviews
and extensive listings of both public and private galleries.
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A subscription _will give you annually six issues of
Architectural Design and twelve issues of Art & Design at
a saving of over £20 or 350 on their value if purrﬂusmi
individually. To take advantage of this value-for-money
offer, and to ensure that you get your copy regularly. fill
in the form opposite and return it to: '

Subseription Department
AD EDITIONS LTD
7/8 Holland Street
London W8
C 01-402 2141
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SUBSCRIBE  NOW!

Complete the subseription form opposite

X

NOISHA X LYV X/

Architectural Desion + Art & Design

Please send me one vear's subscription to both magazines
UK £45.00/Europe £55/0verseas USET.50, Special discount for registered students £5.50/Us810

and return it with yvour remittance to:

] Payment enclosed by cheque/postal order/draft

Subseriptions Department (] Please charge my credit card account no: (i major cards accepied)

AD EDITIONS LTD
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7/8 Holland Street
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FORTHCOMING:

Le Corbusier: Works at

La Chaux-de-Fonds _
The first works of Le Corbusier were a senes
of small houses and a cinema built in collabor-
ation with René Chapallaz in his native town of
La Chauxde-Fonds, Switzerland, during the
first decade of the twentieth century. This
issue includes much recently discovered
materal, published here for the first time,
together with reassessments of the beginnings
of Le Corbusier's architectural practice by
Geoffrey Baker and Jacques Gubler.
llustrated throughout with carefully redrawn
plans, elevations, sections and specially com-
missioned axonometrics, and with a wealth of
photographs in both colour and black and white.

112 pages, over 200 llustrations, with many in
colour

ISBN 085670804 6 £12.95/£17.50
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THE MAGAZINE DEVOTED TO THE WORK OF INDIVIDUAL ARCHITECTs

Ar(:hitEEtUral M[}I“IGQTHFJHS provides up-to-date information on the Work of

pioneeril
the besl
provides
drawings

\g architects, ranging from the forerunners of the Modern M
of architects working today. Each issue of Architectural
2 carefully chosen selection of the architect’s work lustrated i

and photographs many of which are in colour. Essays by |Eadi:h

Ovement tq
MD”UQTEDhs

architectural writers are fulh,r+ cumplemgnted by extensive chrunnlugies and
bibliographies. The express aim of Archllecturql Mc}pagraphs IS 10 maintain a
high standard of editorial content and reproduction without advertising and a1 ;

modest price.

292 x 216mm, at least 110 pages with many In colour
Summaries in French, German, ltallan and Spanish

ALREADY AVAILABLE:

1 Hector Guimard

Contributions by Gillian Naylor and Yvonne
Brunhammer

112 pages incluging 8 in colour
085670363 X £9.95
[J Alvar Aalto

Contributions by Demetri Porphyrios, Raija-
Liisa Heinonen and Steven Groak
126 pages including 16 in colour
0856704210 £12.95
[J Edwin Lutyens (revised edn)
Contributions by Peter Inskip

110 pages including 30 in colour
0856704229 . £12.95/£17.50

0 Alisun and Peter Smithson
Contributions by the Smithsons
110 pages including 24 in colour

Please supply me with the items marked:

L lenclose my cheque/postal order/draft VALUE £/$
O Please charge the total amount 10 my credit card

iiiii

account no:

0 AMERICAN EXPRESS
g DINERS CLUB

ACCESS/MASTER CHARG E/EUROCARD

0 BARCLAYCARDNISA
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.........

............

(J Sir John Soane

Contributions by Sir John Summerson, David
Watkin and G. Tilman Mellinghoff

128 pages, 44 pages in colour (including §
gatefolds) A

0856708054 £12.95/£17.50

[0 Terry Farrell |
Contributions by Colin Amery, Terry Farreliand |
Charles Jencks |
128 pages, 32 pages in colour (including 4 |
gatefolds) I
0856708429 £12.95/£17.50

|
|

[0 Richard Rogers + Architects |
Contributions by Peter Cook and Richard fo- |
gers. Designed by David Pelham |
160 pages, 476 illustrations including 73 1 |
colour

085670 786 4 £12.95/£17.50 '
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